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CX3B3+147

KORG TECHNOLOGY DELIVERS THE SOUNDS OF THE LEGENDARY
B-3 ““TONE WHEEL ORGAN’’ AND THE FAMOUS 147 ‘“ROTATING SPEAKER”’
IN ONE COMPACT, PERFORMANCE PACKAGE.

To get that Tone Wheel Organ/Rotating Speaker sound, musicians had no choice but to lug around
oversized, over-weight equipment.

That is, before the New Korg CX-3 Combo Organ.

The CX-3 weighs just 23 pounds, and yet it delivers the full sound and the feel of the real thing. A full
five-octave keyboard; nine drawbars plus presets; *“feather touch” electronic switching; “overdrive” and
“key click” effects; plus the traditional B-3 percussion, variable volume, decay, bass and treble controls.

Plus, the Korg CX-3 features a built-in rotary speaker effect that “speeds up and slows down"” the
simulated upper and lower baffles at different rates! It even operates like the real thing. .. from the key-
board or from a remote footswitch.

You already know Korg for making things better. ‘
This time we made it better. .. by making it lighter. H n RG

NOW AVAILABLE! KORG BX-3 -
' (Dual Manual version of CX-3 with Chorus Vibrato) Unicord so erosT STREET WESTBURY, NEW YORK 11590
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MICRO SIZE -
MICRO PRICE

MICRO SIX

Korg’s new palm size Tuner for
% acoustic and electric guitars

Korg, the world’s leading manufacturer of tuners, now offers the new ultra-
compact Micro Six. Whether for beginner or seasoned pro, the Micro Six
is the perfect tuner for all acoustic and electric guitars and basses.

The secret is in Korg’ specialized LSI circuitry. Since Korg designs and
produces their own I.C., they have been able to advance the state-of-the-
art to its maximum in the Micro Six. Superb quartz accuracy, used in the
world’s finest watches, provides precision tuning to within Y4 of a cent. And
Micro Six features extended tuning range for open bass string tunirg instead
of having to use 12th fret harmonics.

Compact, accurate, durable and micro-priced. See the new, micro-sized,
micro-priced Micro Six Tuner at your Korg dealer today. And be sure to check
out the Korg WT-12 all-instrument, Chromatic Tuner and the advanced, full
feature GT-6 Guitar and Bass Tuner.

Actual Size
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\ Built.in Microphone Slide Switch Instrument Jack for  Power On LED Indicator
\‘ g o power, note selec- tuning electric lights up when slide
guitars, violins and tor and battery guitars or basses switch is set to NOTE
A double bass. check) for tuning (byposses built-in SELECT or BATT. CHECK
1! open strings one mike) pasitions

Meter give: accurate,
steady readings for all
instrument-,. String is in

through six; and

checking battery i de of

tune when needle stops Lz durable, high im-
on center “O" position pact ABS plastic
FREE ELECTRONIC &
QUARTZ TUNING FORK \\

This beautiful fashion pendant tuning fork (a $40
value) is yours free with the purchase of a Micro Six
Tuner. Have your dealer sign this coupon, attach it
with proof of purchase to your Micro Six warranty
card, and mail with $2.00 (check or money order) to
cover handling and shipping, to: Unicord, 89 Frost St
Westbury, NY 11590. Allow 3-4 weeks for delivery.
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“n“ ..awe put it all together

Exclusively distributed by:
Unicord 89 Frost Street, Westbury, N.Y. 11590
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(Offer valid in states where permitted until December 31, 1981, while imited supply lasts)
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BESOURE

The Source.

The Features.
Two real-time 88-note sequencers.
24-note programmable arpeggiator.
«. Digital sample & hold.

; Programmable sequencing of
' voice changes.

\Egggll:nd Modulation = K ; Program storage on standard
' * cassette.

Rear panel tuning and
interface connections.

The Sound.

Dual oscillators.
Dual 4-part contours.
Mooge filter, Moog sound.

The Controls.
16 programmable voices.

Touch panel for digital
precision.

Instant editing and
program storage.

The Source.

The new monophonic synthesizer
by Moog.

Noise generator. . \ : - =
d . 1 q . m%ﬁ:(nerdneﬁtm{:w e See your authorized dealer or
Single/multiple triggers. 280 microprocessor. write for details.
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Subject: The Next
Step in the Evolution
of the Guitar
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LINDSEY

BUCKINGHAM
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This isn’t the first time you’ve heard
Lindsey Buckingham, but you’ve never
heard him as a solo performer.

LAW AND ORDER. It’s something new for
Lindsey Buckingham and you.

Featuring “Trouble””

Produced by Lindsey Buckingham and
Richard Dashut.
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Your drums are all over the prace, not just at the end of
a verse or chorus but between every line, every phrase.
Jaw sagging. your limbs are snapping oul really fast. You're
channeling energy from the audience, directing it through
your kit, The music swells around you and the power’s flow-
ing through you so strong you can taste it,

Your Zildjians are creating sound so solid that it fills the

space with its presence. Like
crystal-clear tones that explode
with incredibie volume from the
extra weight, spec:al tapet, and
large deep cup of your Zildjian
Rock Crash. And the quick short
crashes from your Zildjian
Splash that fly up, stop fast,anc
cut out.

Avedis Zildjian Company, Cymbal Makers Since 1623, Longwater Drive, Norwell, MA 02061 USA

LA vy

Neil Peart
Rush’

Because we put our best .nto each of our cymbals,
you get your best out cf all of them. No matter how long
you've been tasting the power of your music or wanting to.
And that same sharp clarity and super strength are hand-
crafted into cll 120 different Zildjian modlels and siz=s for
every kind of drummer in every kind of music

See for yourself how over 200 of the world’s most
famous performers taste the power of their Zildjians. In our
new Cymbal Set-tUp Book, the most comprenensive refer-
ence guide for arummers ever published. For your copy,
see your Zildjian dealer or send us $4 to cover postage
and handling.

The only serious choice.

© DEAN MARKLEY STRINGS, INC., 1961




The Rolling Stones have
completely conquered America once
again, but insiders say their victory on
the charts and in the concert halls
was not a foregone conclusion.
Dismayed by the lukewarm reception
accorded Sucking In The Seventies
last spring (the album peaked at
number 15 and was off the charts in
only twelve weeks), the Stones
shopped around for a corporate
guardian angel to help subsidize the
tour. Sure enough, enter the Jovan
Corp., makers of musk oil and other
wonderful products to make America
smell nice. They got their name on the
tickets and with five dollars worth of
musk oil, a lucky buyer could
purchase a poster of a tongue flying
through the air. Such a deal.

Word has it that the Stones asked
the Rossington-Collins band, remnants
of Lynyrd Skynyrd, to open for them in
Florida. "Forget that,” said Allen
Collins. “We own Florida, let the
Stones open for us.” Mick politely
declined. Other Stones openers
included some shows with the Go-
Go’s and some closers included
some fireworks for the folks in Philly.
They love fireworks in Philly ...

While the Stones ran around the
country scaring the local constabulary,
the usual sitdown concert business
has been steadily declining. After all,
how many times does your average kid
want to see REO? Regional promoters
may become an endangered species,
said New Jersey promoter John
Scher, warning of a future dominated
by large, national promoters like
Concerts West. Then all the kids will
be able to see will be the twenty-five
acts deemed safe for consumption by
radio consultants.
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A number of record companies are
leaning more heavily on the cassette
format. Reach Out International
actually sells no records at alil, only
cassettes, including titles by Lydia
Lunch, James Chance, Suicide and
the Dictators. Malcolm McLaren, ex-
Sex Pistol Svengali mentioned
elsewhere in this issue, is totally soid
on cassettes, using them to push Bow
Wow Wow. With such song titles as
“C-60" and "C-30,” and a giant "Your
Cassette Pal” logo, McLaren is
making sleeping giant RCA take
another look at its cassette policy.

Over in Britain, Island is still
marketing a blank tape on one side of
their prerecorded “One Plus One”
cassettes. Despite opposition from
rival labels and record stores, and a
refusal by U.S. distributor Warner
Bros. to go along, Island has added a
new wrinkle — the same album
recorded on both sides. Now they
can't say we're selling blank tape,
huh?

Studio 54 reopened in N.Y., with
great fanfare and lines outside,
proving that disco is by no means
down for the count. Disco record
sales are coming back, too. The good
news is that disco operators are
starting to realize that they can't keep
playing the same monorhythmic music
forever. New disco formats include
doses of R&B, funk, new wave dance
rock and such new romantics as
Duran Duran and Spandau Ballet.
Even live shows are becoming okay.
Studio 54 is presenting a “Modern
Classix™ series beginning with Lene
Lovich.

Rock 'n’ roll rip-offs abound. Rick
Derringer lost a hundred grand worth
of equipment, only to be the benefit of
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a Palladium concert by some friends.
Then Tom Verlaine's van, which
included equipment borrowed from
Willie Nile's band, was filched from
Second Avenue. The Psychedelic
Furs had similar problems recentiy.

While many say the future lies with
independent labels, they are still
dependent on the majors for pressing
of records. In addition to its own
releases, CBS manufactured, untii
recently, product from at least forty
other labels. Now that number is down
to a dozen, and CBS has decided to
close its Santa Maria, California
manufacturing plant. Insiders suggest
CBS doesn't want all the midgets
getting all the glory.

All is not cheery at CBS
headquarters, either. In a new round
of bloodletting at Black Rock, a few of
the top marketing honchos were
“restructured” right out into the street.
Now paranoia stalks the hallways,
especially since many staffers owe
their jobs to Bruce Lundvall, who left
his post as CBS Records Division
head to start a new label for Electra
Asylum.

Here's the all-time biggest rock
book ever: The Compleat Beatles
(Delilah Books and ATV Music). This
1,024-page, two-volume set includes
interviews with the principals,
comment and opinion by noted rock
writers, and the words and music to
all 211 Beatle tunes. Arranger Milt
Okun found “in virtually every case,
the commercially available arrangements
were wrong, the bass lines, the
melodies, the words...It's almost
criminal that the most important
popular music of the century was
treated as if it didn't matter.” Okun
acknowledges his charts may have a
few bugs; for only forty bucks, a few
bugs'll be fine.

Gary Numan, travelling around the
world, developed engine trouble in his
small Cessna and had to put down in
a militarily sensitive area in India.
Numan, thought by the Indians to be a
spy, was put under house arrest and
interrogated for ten hours. That's what
you get for walking around looking like
that.

An insider reports that “Say Good-
bye To Hollywood" on Billy Joel's
Songs In The Attic was not in fact
recorded at the live shows; it was
done in the studio and “enhanced”
with crowd noises. Thus we may
assume that the “spontaneous
applause” in the middle of the song
must be one of Billy's favorite parts.

Chart Action
For the past few weeks, the Stones’
Tattoo You has been flaunting the top
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for a demo record to:

SEQUENTIAL CIRCUITS
Dept. 3

3051 North First Street
San Jose, CA 95134



album spot. Jockeying just below for
position and flip-flopping week by
week are Foreigner's 4, the-Queen-of-
California Stevie Nicks' Bella Donna
and homogenized corporate rockers
Journey with Escape. Atlantic seems
the real big winner here, having the
top three movers under their employ.
Down in the on-deck circle, also
changing places a lot, are Bob
Seger's live album, Nine Tonight
(basically a rehash only a Seger
disciple will need), Dan Fogelberg
(struggling to get through puberty)
with The Innocent Age and Rickie Lee
Jones' Pirates. Plastique Pat Benatar
can't seem to break the heavy seven
with Precious Time. Hey, we can't
help it if we're cynical.

We know you're expecting us to be
laying Al Jaurreau's Breakin’ Away on
you and making all sorts of inflated
claims about the “first jazz vocalist”
ever to make the top ten, and we
probably should, since Al live reveals
something his records don't: the guy
is great. But instead we'll move right
along to the biggest surges and
collapses — Billy Joel's Songs in the
Attic entered last week at 22 and is
now at 10. There is muttering at the
top of the charts about this, which
ended the merriment when Endless
Love and Pretenders Il suddenly
dropped like stones. Right behind Joel
in the “big action” sweepstakes is
Daryl Hall and John Oates' new

Private Eyes. Those poor guys must
get so tired seeing their names in print
as an example of “white singers,” but
they'll just spend a little of their money
and feel better.

Other LP action has Kinks, ZZ Top,
the Go-Go's and the soundtrack from
Heavy Metal (which isn't really heavy
metal) heading up, and E.L.O.
(surprisingly), Billy Squier, Rick
Springfield and Blue Oyster Cult
{(whew) nosing gently down. Those
extremely jealous of media superstars
will cackle that Bob Dylan's Shot Of
Love ran out of grace and Debbie
Harry's KooKoo was poopoo'd. Look
fellas, you want to make the money,
check out Christopher Cross: 87
weeks and still 33 (last week it went
up).

Over in the singles tournament,
what is most astonishing is the utter
collapse of “No Gettin Over Me" by
renegade law student Ronnie Milsap
and dismal performances by
“Slowhand” (Pointer Sisters), “Lady
You Bring Me Up” (Commodores) and
“Queen Of Hearts" (Juice Newton).
Since these were particularly
overexposed summer tunes, it seems
as if they were more than ready to
wither and fall. For many, of course,
the “biggest” story on the charts is
“Endless Love,” and | know you'll be
exuberant to know that the song is
all the way up to ninth on the all-time
list for weeks at the top. If it goes

one more week...the record will be
tied. Zowie! You can't say Diana Ross
isn't leaving Motown in style.

Other singles you probably know
and love are Chris Cross’ “Arthur’'s
Theme,” "Stop Draggin' My Heart
Around” by Stevie and Tommy,
Journey’s “Who's Cryin' Now,” and
Eddie Rabbitt's "Step By Step” (Yep,
he did write it). The Stones' “Start Me
Up"” has been working up to #7,
finding the single action no pushover.
Catchy “We're In This Love Together”
by Al Jaurreau is at 20, the Police are
at 36 and the Afternoon Delights’
soap-rap epic, “General Hospi-tale” is
at 33. Am can be fun.

Ah, but over on the soul charts is
the shape of things to come. “Endless
Love” did eight weeks at the top and
then was rudely bounced down to #4.
Some people know when enough's
enough. The Four Tops' “When She
Was My Girl"* leapfrogged over Carl
Carlton's “She's A Bad Mama Jama"
and Rick James’ “Super Freak.” And
as for chart records, hell, you talkin'
records, talk Rick James with eighteen
weeks of the number one soul album.
Only Stevie's Songs in the Key of Life
did more (20).

Al Jarreau has the #2 soul album
(did he squeeze in Al Again?!) and
Aretha is #4 with Love Hurt All The
Way. Lest anyone accuse black
listeners of provincialism, Kraftwerk's
Computer World is at #41 and rising.
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ANNOUNCING
FENDERS

GIFTPACK.

LWV
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You probably had to wait a
long time for your first Fender.

Now there's a new guifar
and amplifier package that de-
livers Fender sound and Fender
quality at a price anyone can
afford.

The guitar is our all-new
Bullet. It's a tribute to Fender

THE SOUND

T Aal

value engineering, with two
hot single-coil pickups and
classic Fender playability.

It’s teamed with our
20 watt Harvard amp, that fea-
tures a full set of gain and tone
controls to allow a wide range
of sounds at any volume.

This specialiy-priced pack-

C R Exid=sli E -5

age is available now at Fender
dealers, just in time for
Christmas.

Don’t you know someone
who's dreaming about getting
one?

LEGENDS




If youte ready to move up
to a specialized mixer, youte ready for Ramsa.

The Sound
Reinforcement
Specialist:
Ramsa WR-8716

- A o o

When your sound says you're
professional but your mixer
doesn’t. When you're wasting
your subtlety and style on
“make-do”boards. When
you're creating compromises
instead of clear-cut distinc-
tions. Then you're ready for
Ramsa— the new mixers that
are specialized so you won't
have to compromise.

The WR-8716 is a fully
modular sound reinforce-
ment console with 16 input

World Radio

modules, 4 group modules,
and 2 masters. It features 16
input pre-fader solo buttons,
4 group modules with pre-
fader insertion patch points,
and lockable post-fader solo
buttons. There are 6 illumi-
nated VU meters with peak
LED's for easy outdoor

reading and a separate
stereo variable frequency EQ
for monitor sends. Pan pot
controls allow panning to the
left or right masters while
level controls permit 16 x6
board operation. The left and
right direct channel assign
function lets you bypass the
group modules for individual
sources. Portable operation
IS a snap with easy access
connectors.

And the WR-8716 features
plastic conductive faders
for greater reliability and
smooth, low-noise operation;
external power supply for
light weight, and switchable
48V DC phantom power
for condenser mics.




The Recording
Specialist:
RamsaWR-8816

The WR-8816 recording
eonsole includes the same
modular construction, input
modules, power supplies, and
faders as the WR-8716 plus
many important recording
advantages. Like direct out-
puts for 4, 8, or 16 track re-
cording and peak-reading
LED meters that let yous moni-
tor any 4 out of 24 signals
with clear. quick response.
You'llcommand a variable
frequency EQ sectioniwith
3 frequency settings for the
high and low frequencies
plus continuously variable

J

midrange! Sterea echo send
replaces the separate mono
contrels you'll find on com-
petitive beands. And you gel
twa independent stereo
monitor ¢ontrols — orie for
musitian’y headphones, one
for control room imonitors—
a special feature for any
mixer N this tlass. And there
are other important fealures

|

like low naise electronically
balanced mic inputs with
new high speed IC's, 16
switchable post -fader solo
coritrols and X1 R-type mic
connec:tors,

Rarnsaotters a full line of
specialty mixers including |
the: more compaet WR-8210)
recording mixer and WR-1 40
sound reinforcement mixer
Sadon't hold down your
professional sound, call
(P01) 348-/4/0, because
you're ready for Ramsa
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1981 CONSUMER’S

GUIDE TO

With apologies due and undue, let the
games begin.

Whole Lotta Shakin' Goin' On, by
Robert Cain (biography; Dial Press).
This putative life of Jerry Lee Lewis is
about as bad a book as one could
imagine — if only it were malicious as
well, Cain's work would be more repul-
sive than Albert Goldman’s. Unfortu-
nately, it isn't: just sappy, padded,
uninsightful and generally insipid. (An
interview with Steve Allen is the center-
piece of the volume!) At $9.95, this is an
old-fashioned rip-off. Hold on for Ropert
Palmer and Nick Tosches' recountings
of the Jerry Lee Legend. D minus.

Twisted Kicks, by Tom Carson (novel;
Entwhistle Books). As arock critic, Car-
son strikes me as too voguish, exces-
sively solemn and virtually a-historical.
But this is a terrific novel about the kind
of jaded kids that Carson's perferred
post-punk nihilism appeals to, refers to
and is (I guess) usually created by.
Twisted Kicks creates a scary world in
the affluent, sub-C.I.A., bureaucratic
suburbs of Virginia, amongst kids on the
rough edges of maturity — the kind for
whom Richard Hell's boho postures
aren't just a choice but a seeming
necessity. | found them pretty loathsome,
wasn't sure how Carson felt but he's
created them so vividly, it really doesn't
matter — they genuinely speak for
themselves. His real accomplishment is
to present a world that lurks just outside
the realm of everyday vision, and to
make that world matter intensely. A,

Christgau's Record Guide, by Robert
Christgau (Ticknor & Fields). The format
of this column tells you what youneed to
know about Christgau's influence in his
genre. And he's here in all his glory,
perplexing as it may be: concise, con-
tentious, condescending, provocative
and pedagogic. This makes Christgau
rock's most tough-minded critic, but it
also makes me wonder (given his ego-
tism and often-narrow ideology) whether
he's the best. His judgments are almost
always astute, but his commentary
ranges from gratuitously irrevelant to
stiletto insightful. | doubt that this is a
sufficiently broad basis on which to
create a guide book — especially since
he doesn't indicate clearly which judg-
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As rock books by critics flood the nation’s
bookstores, the need for a definitive con-
sumer's guide becomes paramount.

ments are the product of hindsight (and
thus, possibly voguish) and which have
survived ten years, give or take a few.
Also, what does it mean that the most
influential rock critic has never written a
book that wasn't an anthology? B plus.

Fast Times at Ridgemont High, by
Cameron Crowe (Simon & Schuster).
As the youngest rock writer in history (he
started at fourteen), it's appropriate that
Crowe fashions his first book from the
experience of returning to high school at
twenty-one, in order to find out what the
proverbial “kids" are up to. The result
doesn't have anything to do with music
(hardly) but it is very rock 'n' roll — also
hilarious, compassionate and exceed-
ingly well put together, about ten times
as slick as most of Crowe's musician
profiles. B plus.

Your Cheatin' Heart: A Biography of
Hank Williams, by Chet Flippo (Simon &
Schuster). A no-holds-barred view of
Hank and the development of the honky
tonk hero, from his spina bifida to Miss
Audrey’'s screwing around, with an
especially insightful grasp of the music
and the audience. Flippo is a better wri-
ter than most of his Rolling Stone profiles
fet him show, but | have some trouble
with his new journalese. | mean, which
dialogue and insight attributed to Hank

Dave Marsh, who has published
his oun book and survived the
predictable slings and arrows,
now feels ready to forgive and

forget, and to throw a few
of his own at fellow rock
critics’ literary efforts.

By Dave Marsh

is based on Flippo's imagination and
insight and which is based on what we
fuddy-duddies used to call “fact and
research”? Oh well, if you love Hank and
hate the sanctimonious nonsense with
which Nashville has always surrounded
him, you'll love this. If not, get the
records, or new ears. B plus.

Elvis, by Albert Goldman ("bio-
graphy”; McGraw-Hill). The really scan-
dalous revelation here isn't that Colonel
Parker is a Dutchman or that he took
Elvis to the cleaners on a regular basis
fortwenty years. Nor is it that Elviswas a
junkie, a twisted pervert and a mark. All
of this has long since been surmised.
The real scandal is that any American
pubiisher could be so easily conned by
Goldman's straight-faced garbage and
flatulent prose, much less by his principal
source, Lamar Fike, a Presley sidekick
referred to in at least one other insider
Elvis bio as the Memphis Mafia's “‘village
idiot.” Well, Goldman got through the
writing without discovering what year
Hank Williams died, and he has now writ-
ten two books about drug addicts with-
out discovering the difference in effect
between skinpopping and mainiining.
But that's okay — if you trust a word of
this, nothing | can say will stop you.
You're just as much of a jerk as the
people who created it. =

Dirty Washing, by Vivien Goldman
(12" 45; 99 Records). Goldman is the
best reggae critic since Carl Gayle
stopped writing (or at least, since Gayle
stopped writing in places where | could
read him), and on the basis of her deeply
felt observations of Bob Marley's funeral
alone, she earns the dub pretensions of
the two songs here (this is a record)
“Launderette” and “Private Armies/P.A.
Dub." Of them, “Launderette,” a post-
Johnson rap, is the best — not as funny
as the Dolis' japes at this cleanliness
institution, but a good deal more tren-
chant. The density of the music owes
something to collaborators Levene and
Lydon of PiL but its high spirits are Gold-
man's alone. B.

Nighthawk Blues, by Peter Guralnick
(novel; Seaview Books). Guralnick is the
best profile writer around — not even
just in music journalism. This is his first
novel and while its plot tends to be sche-

-
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recordings are far superior in
frequency response, dynamic
range and signal-to-noise ratio.
Ifeel they are worth the higher
price.”

“Xwas truly astonished at the
sonic purity.”

“Your records are the best buy
in audio today.”

Now, review them for yourself.
(BS Mastersound™ is the
world’s lorgest and finest line of
Extended Ramge Half-Speed
Mastered and Digital
recordings. For a free full-color
catalog write to: (BS, 51 West
52nd Street, New York, NY
10019, Rm. 826
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RECORDS AND TAPES.
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Bruce Hampton, Billy McPherson (and specia’ guests)
A refeshing antidote to arecictable radio fare  hrst
rate masicianship  fri i histento’’ — Robert Palmer N Y TIMES
“Fantastic music! Micheli Feldman, ATLANTA CONSTITUTION

Dazzbng wordplay ~ awther experience Niagether
David Fricke MySICIAN

PAUL McCANDLESS

PAUL McCANDLESS, ‘Navigator'' LD-1005
Breathtaking new zlbum from Dregon s woodwind speciaiist
Featuning ample supgort from David Samuels, vibes Ross
Traut, quitar Stave Rodby, bass. ana Jay Clayton, vocals

DAVID EARL
JOHNSON
JOHN

' ROMBIE

DAVID EARLE JOHNSDN, ‘Rcute Two ' LD-1003
Johnson's percussion adds 4 lively beat fcr featured
pertormers John Abercrombie, guitar Dan Wall, organ
Jeremy Steig, tlute A rare tisc with something tor
everyone ' — Fred Goodman, CASHBOX
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DAN WALL, “*Song For The Night'* LD-1002

Deput LP from this exciting keybcard mater With Steve
Grossman, sax, Mike Richmond, bass, and Jimmy Madison,
drums “"An excellent eftort! © — Glenn Pribek. JAZZ LIN¢

| Gl&lffv

Curlew LD-1004
Dynamic new ‘usion group George Cartwright, saxe
Bill Laswell. bass Nicky Scopelitis, wuitar Tam Cora.
cello and 8l Bacon, drums

Always energelic and interesting  — B LLBOARD
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mreonT QUALITY JAZZ AND NEW MUSIC

AVAILABLE ON LANDSLIDE RECORDS
P.0. BOX 723151, ATLANTA, GEORGIA 30334
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matic, its characterizations are wonder-
fully drawn. Guralnick writes with
tremendous feeling for the rough and
tumble dignity of Screaming Nighthawk,
the old bluesman (based on Howlin'
Wolf) who is one of his protagonists, and
he sees through the neuroses of Night-
hawk's grasping, concerned, sexually
muddled white manager with surprising
perception and compassion. Anyhow,
the schematic plot has its purpose —
this story moves right along. B plus.

‘Scuse Me While | Kiss the Sky: The
Life of Jimi Hendrix, by David Hender-
son (Bantam). I've raved so much about
this book under its original title (Voodoo
Child of the Aquarian Age), that further
accolades seem superfluous. But Hend-
erson accomplishes the difficult task of
establishing Hendrix as a cosmic artist
without making him seem a space cadet
even more effortlessly in this drastically
revised and edited version than in the
first edition. The cuts are generally wise
ones, eliminating the full-length trans-
cripts of interviews for well-chosen
excerpts, for instance, and the additions,
such as the discography, are always
useful. This is the book Jimi really
deserves: doesn't solve the mysteries
but doesn't deny them or add to them
either. A plus.

Woody Guthrie: A Life, by Joe Klein
(Knopf). Klein's not a rock critic, and as a
result, this biography is the most dispas-
sionate account ever written about
Guthrie's life. Inthe end, that's an advan-
tage, because Klein's the best researcher
who has ever tackled the subject, not to
mention the best writer. It's also the most
revealing, stripping away whole layers of
socialist sainthood and replacing it with
ftesh and fallibility, a story that's far more
moving than anyone has ever imagined.
Klein gives us back a Woody Guthrie
who is a real man and a remarkable one
— even heroic, but a human beinginthe
beginning and the end. Like Hank Willi-
ams, Woody Guthrie may not be a per-
former whom you know — but he ought
to be. Get the records first but when you
care (as you will), read this. A plus.

Deep Blues, by Robert Palmer (Vik-
ing). Like any daily newspaper critic,
Palmer can be exasperating as well as
incisive. But he's one of the few who can
do something with the opportunity to
stretch out, as this finely researched crit-
ical history of the blues demonstrates.
Palmer simply traces the music and its
offshoots from Africa in the pre-slavery
days to Chicago today — simply, but
with deceptive relish and acumen. He
stumbles a bit on the contemporary, if
only because contemporary blues is
such a diffuse matter. A minus.

Elvis: Images and Fancies, edited by
Jac L. Tharpe (University Press of Mis-
continued on page 118
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Presenting Greg Lake.

The voice behind
Emerson Lake & Palmer
and King Crimson steps

forward with his first
solo album.

The legend continues...

Greg Lake begins an
extensive nationwide
tour on November 23rd.

i)
<

Chrysalis.

Records @ and Tapes
CHR 1357
Produced by Greg Lake

and Spying.” If only some cretin hadn't
fipped a beer bottle at Tina, who
stopped off at stagefront to double-
pump him the bird. Still, they won the pier
crowd over, and were headed to Philly to
open for the Police before 25,000 peo-
ple. “We're independent career women
on the go" is how they laughingly put it at
their press conference. The Go-Go's
are not going to change the course of
civilization — but they're in there some-
where with canned beer and color TV.

A more intriguing window into the
female psyche, not to sound too clinical,
is offered in the debut LP by the Wai-
tresses. A six-piece New York-based
band founded by former Tin Huey guita-
rist Chris Butler, the Waitresses include
ex-Television drummer Billy Ficca and
gangly (“‘beguiling”, Butler calls her)
lead singer Patti Donahue.

Butler has lived in New York for two
years now, since moving from Ohio
where he palled and played around with
most of the luminaries on the Cleveland-
Akron rock orbit. The band's Wasn't
Tomorrow Wonderful, produced under
Ze Records’ aegis, was finished in late
April but didn't find a major label distribu-
tor (Phonogram) until late summer.
Butler flogged the LP’'s "I Know What
Boys Like" into a cult hit by pressing it
upon deejays in Manbhattan clubs. That
song is not quite typical of Butler's rather
unusual mission, which has been to
"write songs for and about women from
a woman'’s standpoint.”

"I thought it was real fertile ground,”
says Butler, intending no pun. “Pop mus-
ic's subject matter hasn't really changed
much from ‘cars, girls, party-party’ over
the years.” Butler rather sheepishly
admits to having a sociology degree (as
does Donahue) but the result of his
immersion in the female mind — based
on assiduous quizzing of his women
friends and a lot of imagination — is a
collection of witty, warmhearted songs
like “Go On": "l didn't kiss him / 'Cause if
he wants me he must not be good
enough.”

It's easy to take your medicine with
the Waitresses — Butler has encapsu-
lated his urban Anywoman'’s thoughts
into phrases that could be thought bal-
loons in a Peanuts cartoon strip. Like the
Roches, the message is not polemic or
proselytizing, but a real-life narrative
from which you take what you will. The
young woman in “No Guilt” half-enjoys
learning to live without her departed
lover: “Getting by on less sleep than |
used to/ I had no trouble in setting up a
desk/ | learned the reason for a three-
pronged outlet/ | got 100 on my driver's
test...”

As with the Go-Go's, the singing is
direct, almost conversational, with few
stylistic references to the hot rock mama
tradition of say, Heart or Patti Smith.
Loopy sax and brittle guitar skate over a
rhythm section that owes its thump to

continued on page 118
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‘Over the past two years, the research that Ibanez
and | have been invo ved in has led up ta the guitar
that | now play - an Ibarez custom-built. We are now
in the final stages of developing a production versicn
of tnis instrument that's every bit as soulful a~d
responsive as mine.”

The Ibanez semi-acoustics trat you see here - the
ASi00, AS20C and the unique small” AS50 incar-
porate the benefits of our research with Lee. A very
special semi-acoustic, justlike Lee s will be available
in the near future. For 2 preview of the versatile and
expressive sound of th's instrument, get your hards
on Lee Ritenzur's lazest Elektre release "Rit".

Ibanez Dept. MP P O. Box 469, Bensalem, PA 19020 327 Broadway, Idzho Falls, 1D 83401 In Canada: 6355 Park Ave. Montreal, PQ H2V 4+45
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FRED

ANDERSON’
GREAT HOPE

usic is a new business for me,"
Fred Anderson sighs, wistfully.
“I've never really made any

money from music. | bought and paid for
a house without music, basically. So this
is my second career.”

Gently, cautiously, Fred Anderson

floats a hope that's vulnerable as a soap
bubble approaching the jetstream. Can
the mature, soft-spoken, still-curious
52-year-old tenor man make the mid-life
shift, parlaying his 35-year preoccupa-
tion and Chicago underground reputa-
tion into a self-supporting vocation?
Patiently and with a quiet willingness to
face the risks, Anderson insists on
trying.
“I'm at a point now where playin’ and
makin' some money at it is all | want to
do, all | got to do," the tenorist says with
conviction, “because | don't have a
whole lot of responsibilities — in fact, |
don't have any responsibilities, other
than to myself, and keepin' my car
goin'.”

Though his music has coursed freely
since the mid-50s, long before he
helped found the Association for the
Advancement of Creative Muscians
(AACM), Anderson's life hasn't always
been so unencumbered. His past dedi-
cation to his family responsibilities chal-
lenges the footloose stereotype of the
jazz improviser, even asit has restrained
him from taking his music far beyond the
City of the Cultural Shrug.

“When | got married,” Fred explains, *'|
wanted to start having kids. | bought a
house, and that tied me up." He didn't
stop playing, nor did he work at it so that
he could give up his day job. During the
mid-60s, Anderson would turn up occa-
sionally playing at a coffee house or for a
community-sponsored concert; he was
one of the first free improvisers to try
opening the ears of Chicago's hippie
youth, through a sparsely attended but
passionately performed booking at our
North Side hangout, Alice’'s Revisited.

Steve McCall was the drummer, fasci-
nating in his ability to suspend rhythm
until the last dramatic moment, when
he'd casually splinter a beat into even
parts. Billy Brimfield, Anderson's side-
kick, was there on trumpet, of course; |
forget the bassist. Anderson was given
to rigorous workouts that seemed to last
for swirling hours. He would deter-
minedly hunch his back to his task, then
bend at the knees, his horn bell scraping
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into the front rows.

the floor and cannonballing a roar
directly into the first rows fromthe stage.
He would fight on, digging into himself
relentlessly, his sound sometimes harsh
but seldom impenetrable. He ran down
the modes for us all to hear if we could
follow, and sweating, heaving, rocking to
and fro, took us where we'd never dared
to go. He was then our neighborhood
Coltrane, and most of us didn't know
what to think.

“I wanted to have my own style,"
recalls Fred. "l knew that from a long
time ago, when | first started playing.
wanted to have my own style, and make
a contribution, you know. | knew it wasn't
going to happen overnight, it was going

Fred would scrape the bell of his horn to the floor and cannonball a bearish roar directly

Though he’s been blowing at the
fringe with Chicago’s best for
twenty years, family man Fred
has only just started to do it for a
living, making him the year’s
most seasoned rookie.

By Howard Mandel

'
-

LAUREN DEUTSCH

to be a lot of work, and | was going to be
out here alone. When you're an individ-
ual, most of the time you're going to be
alone, because people are always look-
in' to hear something they heard some-
body else play. When you're doin’
somethmg a little different, trying to be
yourself, it's gonna take awhile, unless
you're fortunate enough to be around .. .”

Around the right people, at the right
time, in the right place? Anderson
doesn't finish articulating his thought,
but he's been around the same environs
and stimuli as Anthony Braxton, the Art
Ensemble of Chicago, and Muhal
Richard Abrams, among more famous
others, since their beginnings, without



Only Selmer (Paris) could create it. The new
Super Action 80 Saxophone.
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magnificent new instrument, ophone upon which you can for the new Super Actian 80
you will once again have cre- exploit your talent to the fullest. brochure.
ated the distinctive Selmer In terms of value, the new The Super Action 80 Saxo-
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' PEAVEY PROFILE:
Cory Lerios of Pablo Cruise

Peavey Electronics’ philosophy of active support for touring
musicians is a traditior that has existed for many years.

Through our endorsement program, we|receive valuable
information concerning the needs and trends of the pertorming
arena as well as an honest and thorough évaluation of our
equipment and methods.

When you see a performer using and endorsing a Peavey
product, you may be assured that it is becausé%urs was chosen
as the best gear for his particular need. Unlike many companies,
our philosophy prohibits any form of financtal reward for the
endorsement of Peavey sound gear.

We at Peavey are proud to be associated with Pablo Cruise.
We thank them, along with the mmany other outstanding
performers who play and endorse Peavey prc#ducts.

CORY’'S SET-UP

Cory uses a mono three-way stage amplif
his versatile five keyboard setup.

All keyboards are routed through a Peavey Mark I1I'™ mixing
console and a Peavey 10-band Stereo Graphic™ to provide
mixing and equalization functions. *

cation system for

Peavey CS-800M power amplifiers drive Project Four™
speaker systems in a tri-amp configuration, with crossover/
!iltering functions amd special signal conditioning being
provided by Peavey CS Series™ plug-in modules
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Monday, April 13th, World HQ. This is the end of the
second day's fuli rehearsals with the four of us. And some
amazing ideas sprayed out of the two “Jungles™ and “Second
Line of Discipline.” Billand | had our first falling out, over some
dramatic cymbal punctuation. His new drums/percussion
blend gives me a lift, but the regular drumming is entirely the
opposite of what | have in mind. So we laid down some ground
rules: 1. The full band never phrase together; two players
together is enough, and inexceptional cases three; 2. It's okay
to repeat yourself. This emerged before, but now it's formal-
ized. It came up originally because Bill changed his part
around on “Jungle 1" so that he wouldn't repeat himself. And
our best tune died.

Tony is mostly playing the Stick instead of the bass guitar,
and with its attack it provides a tuned-percussion effect dou-
bling BB's boo-bams. A beautiful sustained low end Tony
found “killed him." Bill is working on finding alternatives to
cymbals, an entirely wretched instrument which covers all the
high frequencies of use to guitarists. Adrian hasn't sung yet
but he's beginning to say what he wants, the backing he needs
to solo, and so on. For me, | gave up pushing and let myseif
listen and wait, to be pulled along by everyone else's ideas.

There's a dedication in Stafford Beer's The Brain of the
Firm, which I've just begun reading: Absolutum, Obsoletum: if
it works, it's out of date. Told this to Adrian who misunderstood
my Dorset twang. He heard: "If it works, it's out of doubt.”

‘Phoned Paddy to let off steam. He says BB and | should talk
it out.

April 14th, World HQ. Bill is really getting to me, so I'm
trying to understand how he works.
1.He's a very busy player, and doesn’t enjoy playing sparsely;
2.His parts have lots of fills and major changes of texture;
3. His fills are dramatic; i.e., they shock.

So I've been drawing up suggestions:

1. Any existing solution to a problem is the wrong one: absolu-
tum, obsoletum,;
2.If you have an idea, don't play it;
3.When a change in the music needs emphasis, don't play it:
the change in the music is emphasis enough;
4.Don't phrase with any other member of the band unless it's
in the part;
5. Phrasing inthe part should include no more than two people;
6.If the tension in the music needs emphasizing, don't. The
tension is there because of what you're playing, not what
you're about to play;
7.1f you really have to change your part to build tension, don't
add — leave out;
8.The maximum tension you can add is by stopping
completely,;
9.1f there is space for a fill which is demanded by the music,
don't play it: there are three other people who would like to use
the opportunity;
10.1f the part you're playing is boring, stop listening with your
head;
11.1f this still bores you, listen to the interaction between all the
parts;
12.1f this still bores you, stop playing and wait until you are no
longer bored;
13.Do not be dramatic;
14.Do not be afraid to repeat yourself;
15. Do not be afraid to take your time.

Boy, what a negative list. Let's be positive about this.
1. Repeat yourself;
2. Take your time;
3.Leave room;
4.Listen to everyone else;
5.Develop a new set of cliches;
6.Develop a new vocabulary of drum sounds;
7.Listen to the sound of what you play;
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a leader today . . . the leader tomorrow!
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8. Accept responsibility for what you play; e.g., if youfill space,
you deprive the band of space, or other musicians the oppor-
tunity for filling space;
9. Abandon fills;
10. Abandon drama;
11. Abandon dynamics;
12. Conceal yourself.

This evening Steve Smith of the Martian Schoolgirls came
round and we did an interview for Coaster, a new local
magazine.

Wednesday, Aprll 15th, World HQ; 9:15. Remain
depressed. King Crimson gave me six years of this kind of
concern. What keeps us going at a time like this is the hope
that a gig will take off, remembering what it was like to fly and
trusting it'll happen again. But of course if you don't believe it,
there’'s no way anyone would put up with the nonsense. The
turning point for me was in ltaly, on the nights of November the
12th and 13th, 1973, when King Crimson were playing sports
arenas in Turin and Rome. In my memory the two gigs have
fused into one. At Turin two hundred Maoists walked through a
glass wall because music is free and for the people. Well, |
have some sympathies for that viewpoint, and on one level it's
quite right. Meanwhile King Crimson had road managers to
pay, hotels, travelling, equipment and so on. Still, since the
group were getting a percentage of the gate and the show was
sold out, they wouldn't miss much, would they? But, strangely
enough, the attendance percentages we were getting paid
were rather low. And this is wnat took place in Rome.

We were playing at the Palais de Sports, and | was driven
there in the afternoon for a soundcheck by the promoter and
one of his partners. Promoting rock shows in Italy is entirely
unique and required political connections of a fairly substan-
tial, and often family, nature. Our promoter's connection was
with an uncle highly placed in the Milan police force. | was
spending the drive to the Palais apologising to the promoter’s

partner for the incident the night before at the restaurant in
Turin. The restaurant may have been the best in town; it may
have been the most expensive. We were taken there by the
promoter for dinner after the gig, but he didn't tell us that we
were paying for it. He simply deducted it from our fee. But the
meal was simply exquisite, especially since we thought it was
free, and David Cross, our violinist, and Bill got rather drunk.
David began throwing bottles of wine down the length of a
long, full table — the promoter brought his full entourage along
— and Dik Fraser, tour manager, plucked them from the air. Dik
was not enjoying this but David was testing our mettle to see if
we would crack. The bottles had been opened. Meanwhile, Bill
was sitting by the promoter's partner, the one who later shared
the ride to the Palais. He was around forty-five, very vain and
had recently come to accept his homosexuality, and to flour-
ish it. His teenage son was a little further down the table, a
keen Crimson fan, and enjoying his meal. This man's conceit
wasn't at all diminished by his large pot belly, the one Bill
reached out and drew attention to by tapping it while making a
remark which | can't recall but had the sense of: “Hey, what's a
nice narcissistic poof like you doing with a belly like this?"”
John Wetton, Crimson’s bass player, and | were sitting next to
each other opposite the protuberant one, wincing as bottles
flew and anticipating concrete Wellingtons and a ride to the
seaside. This was the incident being discussed, and gener-
ously forgiven, in the car on the way to the Palais.

The Palais was sold out; | think it held about 15,000. Anyway,
it was a full house and Crimson’s percentage of the gate was
better than a poke in the eye with a pointed stick. Our manager,
Sam Alder of EG, was out front with the promoter, viewing the
crowd. "A good crowd tonight,” said Big P. “Nine thousand
people.” Sam replied: “King Crimson are not playing tonight.”
“Errr, perhaps there are twelve thousand?” said Big P. “King
Crimson will not play tonight.” “Fourteen thousand?" “Fifteen
thousand,” said Sam. Now, how the scam worked was like this:

continued on page 114
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features which distinguish the D300 series into
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Whiie the Pretenders’ first album rolied
across the charts in 1979 with freshness
and kick, the critical dust Is stiil settiing
on their second release. Our
correspondent gamely strikes up some
cheerful shop taik with two Pretenders
and Is then verbally assauited and left for
irrelevant by the anti-heroine of rock,
Chrissie Hynde.

By Jon Pareles

| got all excited when | first heard Pretenders in 1980. At the
time, new wave was getting to be an old joke: Elvis (Costello)
impersonations, used Cars, Beatles-made-easy, bar bands
trying to be the Ramones. The Pretenders were not only dif-
ferent, they were good. More important than the fact that
they were led by a woman—not just fronted, but led; Chrissie
Hynde was credited on almost every song—was that they
seemed to have easy control of a sound they'd just in-
vented. The rhythms were more expansive, less clickety-
clack, than the rest of the new wave, yet more lively than
anything in heavy metal; Pretenders even included a
15/4 Balkan-esque stomp, “Tattooed Love Boys.”
Hynde sang like Cher with a brain, or Patti Smith with a
sense of humor, and in her lyrics she came across as
hard-headed, clever, sensible and not so much tough
as resilient — she knew the difference between
strength and macho. And the band's choicz of an
obscure Kinks song as their obligatory cover sug-
gested to me that they were willing, like the Kinks,
to be a cult band with a smart, under-doggec follow-
ing. What took a little longer to sink in was that the
Pretenders had a unique modus operandi for
songwriting. Pretenders songs were two-in-one
specials: if you started on the one, you got clean
guitar hooks, while if you waited for the three,
you'd get the vocal lines. The songs seesawed
back and forth, the best package deal in pop.
Still, | was surprised at how fast the Pretenders
caught on. They'd been top of the pops in

England already, but sometimes all that takes
is a Melody Maker mention and sending all the band's
dependents to the record shops at one time. In America'’s radio
market, it turned out that the Pretenders fit right into both old-
and new-fangled tormats — not too harsh, not too wimpy —
and that the overlapping hooks of “Brass in Pocket” were
obvious even to AM listeners. By the time their U.S. tour
reached New York City, it was summer of 1980 and {he Pre-
tenders easily sold out the Palladium (and later, Wollman Rink
at Central Park). They were sloppier but more exuberant live
than on the album, a fair trade; drummer Martin Chambers
hurled sticks through the air, bassist Pete Farndon plunked
away like any self-effacing British bassist, James Honeyman-
Scott played his guitar solos as if he expected teenage girls to
toss roses. Hynde, her eyes shrouded under long bangs, was
unabashedly gawky, and addressed the audience as “girls”
(something she still does). She clinched every good impres-
sion !'d gotten from Pretenders when, halfway through the set,
she unceremoniously doffed her leather jacket in the heat.
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BARRY SCHULTZ/RETNA

Between the pleasant song hooks
and facile photogenia of the Police there lies
a sophistication and urgency that has justly brought
Andy Summers, Sting and Stewart Copeland
to the top of everyone’s pops.

By J.D. Considine

ugust in the Canadian woods sure beats the hell
out of August in the sweaty East Coast city where
| spend most of my time, so | can easily appre-
ciate why the Police had chosen Le Studio in the
tiny village of Marin Heights, Quebec, to mix their
upcoming live album. With clear skies above and cool, clean
arr all around, the group displayed its outdoorsy side as we
talked; Stewart Copeland repeatedly slammed a baseballinto
his mitt, confessing that “I haven't got a clue of what to do with
it,”" while Sting decided to undergo his interview while paddling
across the small lake behind the studio.

Still, business is business, and the business at hand was
trying to understand just what it is that makes the Police more
than the sum of its parts. It's not an easy question to take on,
either. Just four years ago, the Police were slugging it out with
all the other bright new bands in the cramped and dirty con-
fines of Londen's premier punk club, the Roxy. But rather
than follow the usual path of criiical favor, a cult following, a
few unrepresentative records and eventual dissolution, the
Police parlayed an independent single into a major-label deal,
and proceeded to turn out a series of hits that has made them
one of the most widely-Istened-to bands of the last five years.

“Playing pop music is very hard to do,” shrugged Stewart
Copeland, "and we just happen to be good at it. In this
instance, the people who are good at it also happen to be quite
able musicians, but being technically proficient is really
secondary. Completely irrelevant to the readers of your maga-
zine but very important to a large majcrity of our following is the
fact that we're three photogenic guys.” He looked up from his
baseball mitt to smile apologetically, as if it weren't his idea to
be so cute, and added, “That's important to me only in that
we've built a group that has everything right."

That's not a bad way to look at the Police: The Group That
Got Everything Right. Because from the teen idol good looks of

Sting to the sophisticated chaps of Andy Summers, the Police
manage to meet all the requirements for class-A pop stars
white at the same time producing music that is provocative,
inventive and arrestingly direct. Not only can the Police come
up with the sort of hit singles guaranteed to get you humming
along with the radio, but they do so without insulting your
intelligence or compromising your aesthetics.

But try to get them to explain how they do it, and you're left
holding a lot of loose threads. “We go for melodies,” Copeland
said of the group's pop sensibilities. “and the best melodies
are the ones that are most easi'y understood. We don't have
anything on therecards that sounds difficult to play; if it sounds
difficult, we'll get rid of it.”

Lest you jump to the conclusion that the Police are crass
commercialists, apply that maxim to the first single off the new
Police album, "Every Little Thing She Does Is Magic.” On the
surface, it's a simple, pleasantly melodic love song that ties
conventionaily mushy lyrics to a sprightly Latin chorus. Sit
down and analyze it, though, and you'll find a surpr singly
sophisticated use of relative keys supporting that melody, and
an intricate series of countermelodies and rhythms fleshing it
out. There’s hardly a moment in the song given over to flash;
everything that glitters is actually gold.

“It's only the real sophisto musos who are amazed at our
ability,” Copeland observed. “All the little girls who like our
stuff, it never occurs to them that we're incredible musicians.
As far as they're concerned, they love the sound of it, they can
sing along, and they think we look nice."

Well, that's one way of looking at it. Sting, however, offered a
different slant on the group’s musicianship. “There’s nothing
worse than an instrumentalist who feels he's so good that he
has to fill every frequency at all times. It's athletic, not musical.
My theory is that if you're a good musician, you refine what you
do down to almost nothing. Miles Davis refined his art down to
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Ghosts In the Machine continues that tradtion with “One
World (Not Three).” “That was just one take,” reported
Summers. "We came in after dinner in the evening and we
recorded that in five minutes flat, the backing track. And, of
course, if you can manage to do that right off, it's always the
best. Because the feeling's good.

“If you've got a very strong riff, if a riff comes out when you
play, things happen. If the channels are open, a riff will come
out which will be much greater than if you sit down with your
tape recorder and desperately try to think up a riff.”

Better for Andy Summers, anyway. For Sting, “Composing is
a very private thing. | don't get many of my songs from jam-
ming. | just sit at home with a drum box. 'Voices Inside My
Head' came through a drum box. | had a Latin rhythm on the
drum box, and started playing the guitar riff. Then | added a
bass part. A lot of my compositions come from guitar parts.
‘Message In a Bottle,’ that was a guitar riff.

“The way | write, | don't have a melody first and then fit
words to it. Actually, what happens is that | write them both
together. There's this magical moment where you have this
series of chords, this progression, and suddenly the words and
the music actually come together at the same time. There's no
sort of welding one onto the other. There is no other melody for
the chorus to ‘Message In a Bottle.’" It just happened at the
same time, so in a sense, | see the two as equal.”

Rounding out invention and inspiration is that old favorite,
accident. Stewart Copeland told of how bad wiring contrib-
uted to his song, “Does Everyone Stare,” on Reggatta de
Blanc. "l recorded the demo for that at home. | had a little
home studio at the time with wires going everywhere — | think |
was running the guitar through the toaster, that sort of thing —
and | was playing the piano part while | sang the song, or at
least what was supposed to be the lyrics of the song. And just
as | finished singing, all the wires in the room acted like a radio
and picked up a signal of this opera. It was perfectly in time
and perfectly in tune, even the mood and sentiment of the
thing were absolutely perfect. So it went straight on tape,
exactly in the place that it should have gone. It had to be a
message from above that this was the way the song had to go.
So we actually used that, my home demo, at the beginning of
the studio recording.”

Demos play a large part in the way material is developed for
each album. "The way we do it is this,” explained Sting.
“Before we come together for an album, each of us goesinto a
studio of our own. | wrote ten songs for this album, and with a
drum box, piano, bass and guitar put down the arrangements
as | saw them, as best t could. If they were satisfactory to the
group, that's what we played. If they could be bettered...

“I'm proud to say that in a lot of cases, the arrangements |
came up with at the demo stage arrived on record. ‘Don't
Stand So Close to Me' is virtually the same as the demo, and
‘De Do Do Do;' on the new album, ‘Invisible Sun’ and ‘Spirits in
the Material World.""

“We don't rehearse before we go into the studio,” Stewart
Copeland elaborated. "We each have our songs, and we get
down to it: ‘Okay, who's turn is it? My turn? Okay, here's the
chords, it's verse /chorus, verse/chorus, middie eight, verse/
chorus and out on the chorus. Okay? Right. Try that." Two
hours later, we have a backing track, and then we spend the
rest of the day putting the guitars over it and stuff like that."”

Ghosts In the Machine was recorded at George Martin's
A.l.R. Studio in Montserrat. Like most of the albums recorded
there, the sound is rich and substantial, full of presence and
detail. To a certain degree, this is due to the magnificent board
at the studio, but a fair amount of the credit belongs as well
with the way the Police set up for the sessions. “What hap-
pened was, we got the band to Montserrat,” explained
Summers, “‘and we looked around, because we wanted to get
a big, live drum sound. There was the house, where we'd hang
out in the day or whatever, and then there was the studio next
to the house. The house had a huge room with people wander-
ing in and out, but we took the room and put the drums in it
because it was a big open room with a wooden floor. The
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sound of the drums was great in there, instead of the studio
which is a bit more dead.

“Then Sting recorded in the control room, and | virtually had
the whole studio to myself all the time. | like ambience, | like the
mic away from the amp and | like a bit of room sound. | had all
my amps along the wall and | could play as loud as | wanted.

"l think all those things contributed, because in terms of
overdubs, we really hadn’'t done any more. We went about it
more or less in the same way.”

One thing which was definitely new about “Spirits™ was the
addition of saxophone, which was played by Sting. *“| used to
play saxophone as a teenager,” he said, “although not very
seriously. The fingering has always stayed with me, and | can
read music, so getting back into it was fairly simple. | bought a
Yamaha alto and tenor in January and spend about two hours
a day, the fruits of which you can hear on the album.

“It's section work, really. I'm no Charlie Parker, but it's very
satisfying getting a simple riff together, then dubbing it and
putting harmony on it. The skills involved are fairly similar to
the ones you use in singing; you know, breathing, pitch, a
sense of harmony.”

Dubbing the few extraneous instruments the Police use is
not always a matter of dexterity or prowess. Stewart Copeland
reports that, with the exception of the piano on “Every Littie
Thing She Does Is Magic,” he played all the keyboards on
Ghosts. "Not really playing, just kind of one finger here, one
finger there, and occasionally a rhythm pattern. It's just
because | can hit the notes. In fact, for the different chords, |
draw little letters — | write ‘A’ on all the keys that belong with
the first chord, then for the second chord | write ‘B," and soon.”

(Actually, both Sting and Andy Summers are able to play
piano with relative facility. In between interviews, Summers
pounded out “Danses des Adolescentes’ from Stravinsky's
Sacre du Printemps; earlier, Sting had been playing Satie's
“Gymnopedie No. 3.")

Even though making each new album different fromthe last
is something of a tradition with the Police, Ghosts In the
Machine still comes as a surprise. It's a major leap forward on
all ievels for the band, and one that comes at a time when one
would almost expect them to be playing it safe. Part of that is
strategy; the Police haven't quite conquered the pop world yet,
and rather than shore up their holdings, the band is clearly
going for new territory. “This is the fourth album," admitted
Summers. “By the time you get to this point, most people
usually start softening up. For us, it was very important to bring
out a very strong, punchy album."

It's the album’s political stance that is the most surprising.
Zenyatta Mondatta toyed with the big ideas, but often as not
left them at a cartoon level, as with Stewart Copeland's
"Bombs Away." Sting's "Drivento Tears™ was an apt portrait of
the despair a moral man must feel when looking at the world's
problems.

“Spirits In the Material World" proceeds from there, but inan
unexpected direction. After playing Calcutta, India last year,
Sting remarked that, “Western values are very materialistic.
We think poverty equals despair. It doesn't necessarily mean
that in India. People are dying in the street, living in cardboard
boxes, but you don't see the kind of hopeless despair you'd
see in any British city or a lot of American cities." Directly
reflecting that observation, “Spirits” argues that aithough
“there is no political solution,” there doesn't necessarily need
to be, because the important things in life are spiritual, not
political.

That sort of hope pervades the album. “Invisible Sun,”
which Sting told the audience at the Police's Philadelphia
concert in August was originally written about Belfast “but
applies to any British city now,” opens with the protagonist, a
working class youth, stating "l don't ever wantto play the part/
Of a statistic on a government chart.” Yet rather than take a
defiant, overtly political stance and end up sounding like a
down-tempo Clash tune, the Police song opts for hope. “There
has to be an invisible sun/ That keeps us warm when the
whole day’s done.” You could call it naive or politically



Unllke most superpop groups, the Police’s live concerts he a

deluded, and no dcubt some will. But the Police aren't inter-
ested in trying to solve the world’s problems, only in learning te
live with them

Andy Summers put it best. Offered the obvious comparison
of the Clash, Summers felt "the Clash are always taking much
more of a political stance. Very intentianal and very militant. |
just don't think that's our stance as individuals. To me, that
lacks subtlety and comes off very heavy-handed. I think you
can get a political message across better with humor and
subtlety than all this shouting. | think that just turns people off.”

Musically, Ghosts In the Machine consolidates a lot of the
rhythmic ideas that ran through its predecessors. The reggae
influences, for example, are more mplied than stated, and
clearly indicate how completely aigested this aspect of the
Poiice's style has become. Stewart Copeland explained,
"Reggae is a dramatic new departure in rhythm, because it
doesn't have a backbeat, anc the downbeat is on three. So
instead of boom whap a-boom whap, it's more like chung-a
thunk-a pock-a thung-a That's a completely different thing
— it turns the drum set completely upside down.

'There's a lot of switching back and forth fromrock 'n’ roll to
reggae and Latin, and or the new album, the switches are less
noticeable, by whicn | mean they've come closer together.
Even when | play rock 'n' roll now, | stillimagine the three-beat
there; even it the backbeat s there, | can still feel the reggae
thing happening at the same time."”

In the Police's musical scheme, Sting's vocais and bass
provide the melodic focus and basic rhythmic direction; Cope-
land's drumming provides rhythmic continuity and some of the
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ferocity barzly hinted at on their records.

textural details. Everything else — the color, the harmonic
direction and the bulk of the texture — comes from Andy
Summers' guitars. It's an awesome responsibility, considering
how much he has to do and how easy it would be to spoil a
record by overplaying, and ironically enough, it's usually the
last thing you notice about a Police record.

Summers’ principal tool is the guitar synthesizer, which is
responsible for some of Ghost's richest and most intriguing
sounds. “t use a Roland guitar synthesizer, the GR-300, which
1s the latesti one they make. I've also got the GR-101, which is
the electronic guitar. It's just an additional color to the guitar
synthesizer, really. What I've siarted doing now is using two
guitar synthesizers together, which is reaily spectacular.

'It's like a little panel you have on the floor,” he said of the
unit, “and you operate it with your feet. The synthesis comes
from the guitar itself — there's a hexaphonic pick-up on the
back of the second pick-up af the guitar — so it is a pure
synthesizer. One of the features of this one is a duet switch,
where you play your original note and it will add any interval to
it. Second, minor second, major third, minor fifth or sixth,
whatever. So you get two notes together, and if you've got it
tuned to fifths, say, and you start to play strange chords, it
really sounds incredible. The sound gets so fat, really big. It
has an envelope and an inverted envelope, too. It also has
something called rise and fall time, where there are dual
switches on i, A and B, and you can move from ore to the
other. Like you tune A tofifths, then you cantune B to fourths or
thirds, so you can go from playing a line in fifths to playing a
line in fourths or thirds. 't's great! And when you get to playing it
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through a chorus, then it really sounds good.”

Among the recorded samples of Summers' guitar synthes-
izer are “Don't Stand So Close to Me" from Zenyatta Mondatta,
and "Secret Journey” from Ghosts In the Machine. "You have
to pick your moments onit,” Summers added. "One of the best
things about it is that you can change from straight guitar right
into guitar synthesizer in the middle of a song. Like ‘Don’t
Stand So Close,’ the verse and chorus are played with just
straight guitar, then the synthesizer comes in just by turning a
rotary switch from one to ten. So when it comes to the solo
part, | just whip it around and then I'm into the solo with the
guitar synthesizer.”

As much as Summers makes use of technology, he cau-
tioned against excessive gimmickry. “You havetolearnto use
these things and make them sound good,” he said, “not just
turn them on for the sake of it. It's the way they're integrated,
really, so they become a natural extension of the music. We
are in the 80s, and that stuff is all available to be used. so...

“It's funny. In England there's Hallmark Records that they
sell in Woolworth's — they're like K-Tel, they do all the hits.
Three or four of our big hits have been covered by them, and
they sound terrible! You should hear the one of ‘Message In a
Bottle,"it's sofunny. They're laughable, really. | don’t know why
they can't get those sounds. Those effects are available to
anybody, and they work when we use them. But when you
hear some of these covers, they can’'t get anywhere near.”

If the fine musicians at Hallmark have trouble getting an
approximation of the Police sound in the studio, you can
imagine how difficult it must be to recreate the myriad effecnts

\

“Playing pop music Is very hard
to do. It never occurs to all the little
giris that we're Incredible
musliclans. They love the sound of
It, they can sing along, and they
think we look nice.”

— Stewart Copeland

-
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live. Which is precisely why the Police don't attemptto do that;
instead, the band looks at the studio versions as one thing that
exists only on tape, and the concert arrangements as some-
thing else altogether.

Sting explained it this way: "We never think of it as the same
thing. We go into the studio and we feel no shame, no guilt
about using overdubs. We like overdubs. For example, | over-
dub all the vocals, just 'cause | have from the start. It's not that
Andy and Stewart can't sing, it just seems to be the sound.

“Onstage | can’'t do that. On our records, we'll have six or
seven vocal lines; onstage, we can only have three at the
most. We have to adapt there. Andy’s the same with guitar
parts. He might put several guitar parts down in the studio,
whereas onstage we only have one. So when we finish an
album, we have to seriously rationalize what we've done.

“Now, the easy way would be just to create an album with
three instruments, like Outlandos d’Amour was. | think that's
interesting up to a point, then it starts to get very samey. So we
got rid of that idea, and said, 'We're going to make the best
possible album that we can, and use ali the studio techniques
that we know of.’ What we have to dois rationalize the parts so
we can get the same effect with just three instruments. That's
where things we have like the Moog pedals and various syn-
thesizer things come into effect.”

If you listen to the studio-versus-live sounds of other rock
trios, what generally happens is the studio detailis exchanged
for sonic bulk. The guitar is turned up, the bass fattened, and
the drummer hits everything in sight. That's been true of
almost everybody from Cream to Z. Z. Top to Rush. But not,
oddly enough, of the Police. Instead, the sound remains as
lean as it seems on the albums, and nearly as subtle. The
principal difference is that the edges are far more apparent. In
the band's only American appearance this year, a shabby new
wave “festival” staged at Philadelphia’s Liberty Bell Park,
songs such as "Death Wish"” and “Message In a Bottle" took
on a ferocity barely hinted at by the album versions. More
impressive, though, were some of the devices substituted for
the studio wizardry. Stewart Copeland’s high-hats were given
swirling, chimerical textures when he added echo to *'Bring On
the Night,” and Andy Summers' guitar work was wrapped in a
warm, shimmering envelope of synthesized sound. Not all the
additions were technological, either; the finale of “Bed's Too
Big Without You" took on extra heat when Summers started
supplementing the beat with jazzy substitute chords.

No wonder the band was so excited about its next project, a
live album due to be released late next spring.

“It's definitely going to be our best record,” bubbled Stewart
Copeland, “because it's got all the elements that make us a
teen-idol pop group. It's got the easily identifiable melodies
and all the primal strokes, but at the same time it's got actually
finger-twiddling ability Weather Report would be proud of.”

The only question the band faces is deciding when to stop.
“At the moment, we've got 84 minutes of material,” Sting said.
“I'd like to put that out as a double album — there isn't room for
any more. So we probably won't be including live versions of
songs from the new album.”

As if finishing the new Police album and readying a live
album weren't enough, Summers also had arranged to record
an album of duets with guitarist Robert Fripp. "I’'ve known him
for many years,” Summers explained, “and | instigated this
particular venture. About a year ago, | wrote to him, and he got
back... Basically, | wanted to do something outside the group.
| didn’t want to go off and make The Solo Album, because it's
too early in the group's career. It's a bit of a cliche, anyway.

“What |'ve been particularly interested in doing is working
with another guitar player. | know Robert Fripp, | like what he
does, and | thought that we could make a very interesting
record together. From listening to the way he plays, | believe
that there are a lot of areas that are common to both of us. So
between his tape recorded stuff and the guitar synthesizer that
we both play, | think between us we're going to make a very
modern guitar duo record. In some ways, | see it as being the
1980s version of Eddie Lang and Carl Kress."”



Summers isn't the only member of the Police who records
on his own. Since the group’s inception, Stewart Copeland has
been turning out occasional records under the pseudonym
“Klark Kent.”

Lately, though, Kent has been strangely silent. What hap-
pened? "l don't know," replied Copeland. “I pray daily, | con-
duct alt the prescribed rituals, I've followed the Book of Kent
quite closely, trying to figure out when he'll appear again, but |
really can't say.”

What prompted his initial appearance?

“God knows...the state of the world. | mean, /ook at the
world. If there was ever a need for the light to go up, for the
Bat-phone to ring or something, the time is now.”

Could it be that Klark's been put off by all the attention given
to Superman, the movie?

“All the attention that Warner Brothers has given might have
scared him away,” Copeland laughed. “You're getting warm.”

Copeland may worry about major film companies quashing
his outside activities, but not Sting. In fact, after his appear-
ance in Franc Roddam's film Quadrophznia, as well as roles in
a British film called Radio On and a BBC production in which
he plays an angel, Sting has been getting quite areputation as
an actor.

“| get very claustrophobic, very frustrated in one scene,” he
said of his need to expand his horizons. “My head can cope
with more than one thing, and needs to, so I'm keen to get
away from stereotypes and people's conceptions of what | am.
| like people to be puzzled by what|'m doing next. Some people
think I'm a bass player, or a singer or a songwriter; some
people think I'm an actor. I'll say I'm none of these and all of
them. I'm interested in enlarging myself.”

Among the horizons Sting would like to explore is writing.
“I've written since | was a teenager, and | write about 200
words a day, because it's a muscle you need to exercise. You
just can't suddenly decide to write a book.

"I do write, sometimes badly, sometimes well. it's all related
to production; pop songwriting is related in a sense. | justkeep
the muscle exercised. Someday I'll find something | want to
write about, and that'll be the mode of expression I'll use.”

So there you have it. Three bright, talented and, as Stewart
Copeland pointed out, photogenic guys who happened to
come together to form one of the most popular, musically
satisfying bands of our time.

But we're still stuck with the question we started with: what is
it that makes the Police more than a sum of its parts?

This is Andy Summers' answer, which covers part of it: “It's
three guys, and we all have different musical backgrounds,
and it's all those different things. We've all synthesized our
musical backgrounds into a playing style for each one of us,
and when the three of us come together you get a lot of
different music coming together as one new sort of sound.”

This is Stewart Copeland's answer, which gets another part
of it: “When we started out, our objective was just to make
music that was special. We didn't care how many people got
turned on to it, just as long as they got turned on to it a /ot. In
other words, the depth of response is what we're after.”

And this is Sting's answer, which covers the rest of it: “One
of the things I'minterested in, frankly, is selling music to a large
number of people who aren't necessarily compromising them-
selves. | think it's been done in the past, by the Beatles and by
the Rolling Stones, and not successfully since. Because
you've got charlatans in the business going for the formula,
who say, ‘Okay, the worst possible record we could make will
sell millions.” And it's been true.

“But there was a golden age when the popular music was
the best music. | think we've attempted to do the same thing,
by playing what we consider to be good music. Not going back
over old territory, which is what a lot of Beatle sound-alike
groups do. They think the Beatles are the greatest group ever,
s0 they copy their music. We are inspired by the spirit of that
era, not by the music. | mean, our music has screw-all to do
with the 60s. I'm frankly not interested in that. I'm more inter-
ested in the 80s." M

Police Weaponry

Considering how much equipment each member of the Police now
has on hand, it's hard to believe that the band did its first American tour
out of a station wagon. Nowadays, it would be hard to getone player's
equipment into a station wagon, much less the entire set-up.

Of course, not all of what each member uses goes out on the road.
To record Ghosts In the Machine, Andy Summers used several gui-
tars, among them a Stratocaster, a Les Paul and a '58 black-iniayed
Gibson ES 335 of which he's very proud, along with the Roland guitar
synthesizers mentioned earlier. But his principal guitars, the ones he
uses on theroad and in the studio, are a customized ‘563 Telecaster —
“it has a Gibson pick-up on the front, it has a littie pre-amp in the back,
and a phase switch” — and several Hamer guitars. I told them |
wanted a Custom neck and a Sunburst body, and they did one of those
for me," he said of his favorite. “They put two '58 Gibson PAF pick-ups
on it for me, and that's a beautiful guitar.

"They also gave me a great guitar on the last big tour we did of the
States, where they put one pick-up back at the bridge, and it’s like
three pick-ups in one, and that has been very effective.” Summers
also owns a Hamer fretless guitar, which he said “only works on the
bottom four strings anyway.” He doesn't use that onstage, but hopes
to employ it on his duet album with Robert Fripp.

For amps, he uses two 100-watt Marshalls onstage, which he
reported are “slightly souped-up.” In the studio, he has been using the
Roland Bolt amps quite a lot. His effects board was wired by Pete
Cornish, and includes a phaser, a flange, analog delay, fuzz, Mutron
and a compressor. "I tend to use the MXR," Summers added. All the
effects go out to a Roland Space Echo before coming back into the
board, and the board itself has an overall power switch so Summers
canturn the board off while he's playing, cue the effects he needs, and
bring them all in at once simply by hitting one switch.

Sting, perhaps the best-known fretless bassist this side of Jaco
Pastorius, reported that lately he's gotten back into using frets. “The
big problem | have onstage is that | sing, | play Moog pedals and i play
bass, so I've got to do three things at once. So I've gotten back into
using frets, because it's one thing less {'ve got to do.” At the moment,
he's using a standard Fender Precision bass, which is on loan from
Andy Summers. The fretless basses he most commonly uses are by
Fender and Ibanez. The band records with Oberheim OB-Xa's.

His favorite instrument, though, is a custom-built doublebass that
has been fitted with a pick-up just between the bridge and the body.
Since it's essentially an amplified instrument, the body has been
removed. "It stilt has a streamlined body, but itdoesn’t have this great,
huge woman-shape that's so cumbersome.” Nonetheless, its rather
unorthodox appearance can be puzzling, so Sting introduced the
instrument at the Liberty Bell Park concert. “A lot of peopie ask me
what this is called,” he said. “It's called Brian.”

As for his amplifiers, all Sting could say was, “It's like a P.A. system.
it's big and extremely loud.” Danny Quatrochi, the band's guitar
roadie, was able to expand on that, though. The speakers are two 12"
folded horns in cabinets for the low midrange; six 12" speakers front-
loaded for the high midrange; two Gauss HF4000 drivers in Gauss
difraction horns for the highs. Driving alithat are Crown amps. There's
a PSA Il for the low bass and low midrange, a DC300 mono amp for the
high midrange, and a D75 mono amp for the highs.

Sting's effects rack consists of an Ashley single-input preamp for
Brian-the-doubiebass; an Ashley four-input preamp, two Kiark Tech-
nic equalizers; a one-third octave mono and an octave stereo; two dbx
160 compressor/limiters; and a Roland Space echo. He also uses
harmonizers and echo to thicken his vocals onstage.

Stewart Copeland’s main gadget is the Roland Space echo. | put
the drums selectively through a delay unit,” he explained, "the high-
hat usually, the snare drum and the bass drum sometimes. !'ve got a
footswitch on my high-hat pedal, next to it, so | can just click it on and
off. It's like onstage dub. | do quite a lot of it, and it makes it sound like
two people falling down the stairs instead of just one.”

Copeland has myriad other devices, among them a repeat/ hold
switch “that goes into a repeat pattern and holds it, so | can get up and
walk around the drums, and the drums are playing themselves. | can
play with the speed, and slow it down, sort of cornball onstage.” There
are several digital timing devices, and a Syndrum set-up that includes
one for deep, electronic enhancement of the bass drum.

His drums themselves are by Tama, with octabands and two heads.
Copeland prefers smail drums to large ones, and the same goes for
his cymbals. "I use high-hat cymbals that are small and easy to
control, so that when you shut ‘em it goes tcht! and you have absolute
control. | can't stand sound edges.” The rest of his cymbals are a
mini-splash, splosh and splish cymbals, an ice-bell, and “apart from
that, your average ride cymbal and crashes."
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Synclavier ll creates sounds never be-
fore possible from any synthesizer.

In Aprit of this year New England Digital
Corporation introduced a stereo LP demo
record to illustrate some of Synclavier Ii's
incredible sounds. After hearing thisrecord,
many people called to say they couldn't
believe all the sounds on the demo could
possibly have been created by any synthe-
sizer. However, after seeing and hearing
Synclavier |l for themselves, they were
amazed at more than just the absolute re-
alism of its instrumental sounds. They were
awed by the infinite variety of tonal colors,
unique sounds, and special effects so easily
created by this incredible instrument. We
might add, many of these people now own
a Synclavier |l.

Synclavier |l not only produces sounds
no other synthesizer can produce, it
also offers more live performance
control than any other synthesizer.

Synclavier li gives you an extraordinary
ability to change sounds as you play them.
Using Synclavier It's real-time controllers
you can accurately recreate many of the
subtle changes real instruments make dur-
ing a live performance.

Here are some of the real-time controls
that have made Synclavier Il famous: At-
tacks can be individually altered both in
length and brightness for each note. Vibra-
tos can be brought in at different times.
Vibrato depths can be changed at will. indi-
vidual notes and entire chords can be made
to crescendo and decrescendo smoothly
and naturally. Final decays of percussive
sounds can be made to ring out longer for
low notes than for high notes. In strummed
chords, some notes canring out longer than
others to compensate for the differences
between open strings and stopped strings.
Individual notes and entire chords can be
pitch bent up or down. The overtone con-
tent of any sound can be completely varied
from one note to the next. Up to four differ-
ent rates of portamento can be performed
on the keyboard at one time. Some of the
harmonics of a sound can remain stationary
while other harmonics of the same sound
slide against them. And the list goes on.

The possibilities for programming new
sounds with Synclavier |l are limitless.

Although Synclavier Il comes prepro-
grammed with over 128 preset sounds, it
does not lock you into these preset sounds.
All of these presets can be modified any
way you wish. The possibilities for creating
sounds from scratch are limited only by
your own skill and imagination.

Synclavier Il can store an unlimited
number of sounds.

Any sound created on Synclavier Il can
be permanently stored on afloppy disc with

Sinceits introductic
Synclavier II has outsold all ot
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just the touch of a button. From 64 to 256
separate sounds can be stored on a single
mini-diskette. The number of mini-diskettes
you can use with Synclavier Il is unlimited.

All of this is just a glimpse of Synclavier
II's enormous potential. The real potential
of Synclavier Il can be more completely
understood by taking a close look at Syn-
clavier Il's super advanced hardware and
software. The capabilities of Synclavier ll's
hardware and software extend far beyond
any demands currently being made on
them.

Synclavier |l is controlled by the most
powerful computer available in any
synthesizer made today.

New England Digital Corporation leads
the field in the development and use of
hardware applications for music synthesis.

New England Digital uses a powerful 16
bit computer that addresses up to 128k
bytes of memory. Other digital manufac-
turers design their systems around micro-
computers. Microcomputers are simply
not powerful enough to control large num-
bers of voices on the keyboard at one time.
Most current digital systems are limited to
8 usable voices. When these systemeg try to
control more than 8 voices at once, the
speed at which these voices can be played
on the keyboard slows down considerably.
So, for musical applications, more than 8
voices can not be played on the keyboard
at one time.

These microcomputers are also not fast
enough to permit extensive reai-time con-
trol of a sound while it is being played on
the keyboard. A few real-time features are
available while other important features are
deleted because of speed limitations of the
microcomputers.

New England Digital Corporation de-
signs and builds its own 16 bit computer, as
well as the Synclavier Il synthesizer.

New England Digital's 16 bit computer
and Synclavier Il synthesizer are so unique,
New England Digital has been awarded
three basic patents on their design, and has
several others pending.

The speed of Synclavier lI's computer is
unmatched by any other digital synthesizer
system on the market today. Synclavier lls
computer can easily control up to 32 voices
on the keyboard at one time without siow-
ing down. No other digital system in the
world comes close to this kind of control.

While some synthesizer manufacturers
consider a“voice" to be one separately con-
trolled sine wave, one voice of a Synclavier
Il synthesizer consists of the following: (1)
24 sine waves, (2) a volume envelope gen-
erator, (3) a harmonic envelope generator,
(4) very sophisticated digital FM controls,
(5) an extensive vibrato control, featuring
up to 10 different low frequency wave
forms, (6) a portamento control that can be
either logarithmic or linear, (7) a decay ad-
just feature, permitting lower notes to have
longer decays than higher notes.



njust one yearago,
1er digital systems combined.

Synclavier lI’s 16 track digital memory
recorder is more sophisticated and
has more features than any other syn-
thesizer recorder or sequencer in the
world.

Synclav.er II's digital memory recorder
has enormous capabilities because its
computer s fast enough to perform the mil-
lions of math computations necessary 1o
make all these features operational at ore
time

For example, Synclavier |l's digital
memory recorder enables you to set inde-
pencent lcop points for each of its 16 tracks.
So, you could have & notes repeating on
track #1, with 64 notes repeating on track
#3, and 2 notes repeating on track #7, and
so on. All 16 tracks can be ooping inde-
pendently at the same time put sti!l be in
perfect sync.

In addition, you can transpose each
separate track individually. Track #6 cou'd
be transposed up a 4th, while track #8 was
transposed down a 5th, and so on

Other recording features made pos-
sible by Synclavier Il's ultra fast
computer.

Sounds can be bounced from one track
to another. You can overdub on just one
track, without losing the matenal already
recorded on that track. You can change the
volume of individual tracks.You canchange
the speed of the recorder without changing
tne pitch. You can punch in and out instan-

taneously. You can fast forward or rewind
just as you would on & 16 track tape ma-
chine. You can instantly erase any number
of tracks in the recorde.

You can change the scale of a piece of
music already recordea in the recorder. For
exampie. f you had a piece recorded in the
key of C you could change itto the key of B
flat minor without rerecording a single note
in the recorder. Or vou could change a
piece of music already recorded in the re-
corder from a tempered scale to a micro-
ronal scale, without recording a single note
over again.

You could keep the notes of an instru-
ment that was recorded on one of the tracks
In the recorder, and ass:ign a new instrument
to play the previous instrument’s notes. For
example, if a flute were playing on track #5,
you could assign a guitar to track #5 and
have it play the flute's notes automatically.

Synciavier |I's comouter is not only the
fastest and most powerful computer avail-
able onany synthesizer today, it's also enor-
mous'y expandable, with A to D converters,
D to Aconverters, rezl time clocks. printers,
modems. and alphanumeric and graphic
CRT’s.

The New Englanc Digital Computer has
had 5 years of proven production and suc-
cessful sales to scientific end users for real-
time applications. This history of steadfast
reliability has been a major part of Syncla-
vier IlI's unparalleled success in a market
place choked with new products.

Synclavier Il has the fastest and most
accessible software available in any
synthesizer today.

Synclavier Il uses an extremely high
level structured language called XPL. XPL
has proven to be an extremely fast lan-
guage which has continually provided the
means to add new features to Synclavier ||
on aregular basis.

Other synthesizers are still using lan-
guages too limited for our purposes. Assem-
bler is a good example. it is by far a much
slower and more difficult programming
process to use than XPL. Sofiware im-
provements made by Assembler language
could take months. But with XPL we've
been able to add totally new features to
Synclavier 1l in a few days.

New England Digital can add new fea-
tures to your Synclavier Il synthesizer
through the mail.

During the 10 months since the intro-
duction of Synclavier Il, New Engiand Digi-
tal has issued four software updates to the
owners of Synclavier |l synthesizers. Those
updates were mailed out to Synclavier i
owners automatically. They inciuded new
software that customers had asked for. The
updates also included new features and im-
provements that New England Digital felt
were a strong enhancement to the opera-
tion of Synclavier iI.

Software updates ensure the Syncila-
vier Il customer that his system will
always be state-of-the-art.

When you buy a Synclavier Il, you will
automatically be sent new features as they
are developed this year, next year, and for
years to come.

The Synclavier |l synthesizer is not a
temporary answer in a technolegical world
moving at warp speed. It is the answer.
When you buy a Synclavier 11, the instru-
ment improves as fast as our technology
improves. Since we're already {eading the
field of digital synthesis, we feel you are
comfortably safe in assuming Synclavier It
will be your companion for a long time tc
come.

When you own Synclavier |l, you wili
never need to sell your “old "system in
order to buy a better one. Your Synclavier li
system becomes better automatically.

For further information and a copy of Synclavier
Il's stereo LP demo record send your address plus
$2.50 (outside USA $6.00) to either of the following:

Dept. 11, New England Digital Corp
Main St . Norwich, Vermont 05055
{802)649-5183

Denny Jaeger, Western U.S
N.E.D. Rep

6120 Valley View Rd
Oakland, CA 94611

(415) 339-2111

.S 5#.

new engiand digital



tanding in the middle of a room

overiooking New York's Seventh

Avenue, tenor saxophonist David
Murray works on an unnamed Composi-
tion with bassist Wilbur Morris. They
banter back and forth, ‘Approach the
bridge again.”"” “Now play what you just
played over." As they settle into the tune
once more. a subway rumbies by, obli-
terating whatever sound the bass was
producing through the jerry-rigged
amplifier. But, what | am unable to hear,
they apparently feel, because Murray
and Morris finish the song and compli-
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ment each other on their progress.
Since his arrival in New York in 1975
atthe age of 20, Murray has recorded 18
albums under his own name while hav-
ing appeared on 34 albums. This prodi-
gious output certainly makes Murray
somewhat of a sensation, but he has
been on enough recordings of impor-
tance — Jack DeJohnette's Special Edi-
tion, the World Saxophone Quartet's
Steppin’ and WSQ, Sunny Murray's Live
at Moers, and his own Ming and 3D
Family — to garner him a position as a
vital tenor voice in this generation of

“child prodigy,

Tired of hearing old labels like
" “energy school”

and “neo-Ayler,” David Murray is

MING

busy creating some new ones.

By Don Palmer

musicians. Murray moves easily from
Maceo Parker-like squeals to a lush and
drooling Websterian vibrato. In between
he'll mutter, strut, swagger, and swing
with the brashness of Sonny Rollins or
the *“dark brooding under the note
approach” of Paul Gonsalves.

As Murray sits down for the first of two
interviews (the second took place over a
dinner of ham hocks and greens, cog-
nac and football), he says, “That song is
for my next octet record. Wilbur, | like
that little Latin thing you did with the bass
line. After we get this worked out, 'l
have alot of songs ready for thatalbum.”

But even while pondering the follow-
up album to his highly acclaimed octet
recording — Ming — Murray's enthusi-
asm dissolves into a mild complaint
about being stuck in a child prodigy
groove. “I'm glad it is starting to be
erased now because it's not something |
want to portray the rest of my future as.
Actually it's a drag. They tend not to
compare you with your contemporaries.
| think | should be compared to all my
contemporaries at this moment. tt only
happened because | came to New York
and started playing and making records
when | was very young. That's natural
for people to do that, but | feel I've
proven certain things to the public that
would allow me to throw off those kind of
labelings and be noted on my own merit
and what | can do.”

Murray's first involvement with music
was when he started playing piano at six
or seven. He received an alto at nine.
“Even in elementary school | would do
arrangements for this horn section.
Dumb stuff like ‘Downtown,’ but I'd
have the whole section stand up and
we'd play it." By seventh grade Murray
was working with a trio at Shakey's Pizza
Parlors in the San Francisco area, play-
ing “lofty sounding type of songs with
jazz changes. We didn't know we were
doing that, but that's what we were
doing.” Murray switched to tenor at
twelve and proceeded to forge areputa-
tion in the Bay Area with the Notations of
Soul and a collaboration with pianist
Rodney Franklin called the In One Piece
Band. Although Murray wasn't entirely
satisfied with the music he was produc-
ing, it wasn't until he attended Pomona
Coltege in the fall of 1973 that he began
playing jazz in earnest.

By the end of the year Murray had
worked with Arthur Blythe, Bobby Brad-
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The Terminal Support Package provides a
completely new method to access Syncla-
vier II's computer. The Terminal Support
Package consists of three items: (1) Graph-
ics. (2) Script, a music language, (3) Max, a
programming language.

GRAPHICS

The Graphics Package allows the user
of Synclavier Il to have areadout of numeri-
cal data printed out on a computer terminal
screen. With the depression of the return
character on the terminal, the numerical
data is changed into a graphic display. A
clear depiction of the volume and harmaonic
envelopes are drawn out on the screer.
The relative volumes of each sine wave,
comprising the sound whose envelopes are
currently on the screen, is also displayed.

The graphics display provides an
extremely valuaple visual tool for program-
ming new sounds and for thoroughly ana-
lyzing sounds which have already been
programmed for Synclavier |Il.

SCRIPT

Script is a music language. It can be
used as a composing tocl to write musical
performances into Synclavier |I's computer
without playing anything on the keyboard.

Precise polyrhythmic melodies can be de-
veloped which would be difficult or even
impossible to play on a keyboard. Compos-
ing with Script gives you up to 16 tracks to
record on.

All the real-time changes availabie with
Synclavier lI's digital memory recorder can
also be programmed through a terrminal
with Script. This includes dynamics and
other musical accents.

Any composition created with Script can
be stored on a disk, and then loaded into
Synclavier I's digital memory recorder. All
compositions createa with Script can be
made to play back in perfect sync with a
multi-track recorder.

Another feature which is extremely
helpful for musicians is the editing feature
of Script. This allows you to edit existing
compositions through the terminal. You can
cut apart, reassemble, or tailor in any man-
ner a composition without ever risking a
loss of any of the original elements.

MAX

Max is a complete music applications
development system. It allows you to con-
trol all of New Ergland Digital’s special pur-
pose hardware, i.e.,the computer, analog-
to-digital converters, digital-to-analog con-

verters, and other devices like a scientific
timer which can be programmed to be
SMPTE compatible.

Max comes complete with documenta-
tion for the Synclavier |l hardware inter-
faces to enable a programmer to design his
own software program. This language is for
people who possess a much more sophis-
ticated knowledge of programming com-
puters. Basically it is a superset of XPL, the
software language New England Digital
uses to program Synclavier |I's computer.

Max is designed to permit the owner of
Synclavier |l to take greater advantage of
New England Digital's powerful 16 bit com-
puter. Up to now, all soitware had to be
written by New Englanc Digital. The Ter-
minal Support Package with the Max lan-
guage gives you the oppcrtunity to explore
new ground on your own. The ways in
which Synclavier ll's hardware can be used
by Max is virtually limitless.

Al of us at New England Digital feel
we've only begun to explore and tap the
awesome potential of the Synclavier ||
digital synthesizer. The Terminal Support
Package is just one
more step in an excit-

L A\
ing journey toward [Hil¢® ¢ WWe

this realization. new england digital



ford, Stanley Crouch, John Carter and
Mark Dresser and all within the confines
of the Pomona College campus. As a
student there at the time, | saw Murray
playing “Blue and Boogie" on the dining
hall steps and stumbling thrcugh
Ornette-ish turnarounds on dormitory
lawns. He was often overshadowed by
Blythe's supple lines, but Murray always
returned and he was better each time.

He attributes his ability to catch on so
quickly to his mother. *She was the pian-
ist at the Missionary Church of God and
Christ. | was the sax player and we had a
family band. We had it pretty much
covered and if somebody wanted to
come in there and play music, they had
to come through us.

In early 1975 Murray realized that he
had learned all the music theory he
needed for understanding and writing
compositions, and left school for New
York. "It was hard to get into the citcle,
but once they heard me play and |
started to get around it was no problem.”

One such meeting was recalled by
trumpeter Olu Dara, because both Frank
Lowe and Hamiet Bluiett consulted with
him as to whether or not Murray's perfor-
mance was good. Olu laughingly said,"|
told them 'You know he was good.""

Murray elaborated, “I sat in with the
Ted Daniels Energy Band at, | think, the
Sunrise Studio. The Energy Band was
set up where there would only be a few
people at rehearsal and when the gig
came there was like three times as

many people. So | didn't meet a lot of
people until the gig. | blew. Frank Lowe
blew and | blew. | guess it was like an
energy thing with me and Lowe. His
mouth started bleeding and | still was
blowing. Everybody just went and sat
down and just listened.

"That was like the tail end of the
energy school. It had been prevalent in
the sixties and this was like the mid-
seventies and it was just puckering out.
When | came here that's the way people
were playing so | played like that in order
to play with them so | could be heard.
They had compositional structures and
written lines but the emphasis in that
particular band was energy — blowing
hard and loud and fast.”

Even though Murray has been closely
associated with the post-Ayler, post-
Coltrane, post-Rollins school of tenor
playing, he adamantly asserts, I was
just passing through the energy thing
because that's where | had a chance to
play. Alot of people | met when I first got
to New York were not as astute musi-
cally as | had thought they would be. So |
found myself giving all | could and not
getting anything back.

“People like Ayler played energy
music as well as it could be played, but
they couldn’t do other things as well as
people now because the music has
evolved. And Ayler had a limited capac-
ity for what he was doing. The one thing |
regretted about the Flowers for Albert
album was that people tended to relate

me with Albert Ayler from then on. |
mean | just wrote a song for the guy. I've
written songs for other people like
“"Dewey's Circle” — Dewey Redman.
People are funny how they catch on to
things and never let go.”

They are also funny in how they define
things based upon absence, the histori-
cal junctures, the ebbs in the flow, or
even the void. Murray preened etements
from the energy school — primarily the
level of intensity along with taking risks
in exploring the depths of human
expression. His sometimes abstract
bucket-of-blood screams come from a
man who would saunter into hell on a
dare.

Thus Murray maintained an alle-
giance to the song form and melodic
inventions because they “emote a cer-
tain kind of feeling. A lot of people from
California have more aof a melodic sense
of hearing things than people on the
East Coast. People like Charlie Mingus,
Eric Dolphy and Ornette Coleman— he's
not from California but everybody from
Texas is from California really.” The
blues is important too because “of the
feeling of the blues rather than the
actual notation. My idea is if you can
register an actual emotion just playing
one note then you're achieving the
essence of the blues. If you don't feel the
blues then you can't emote a note like
that. I'm just figuring out in this day and
time how can | emote the blues with

continued on page 120
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and assembly-line rock.
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The world’s most advanced digital music system
has just become the world’s most advanced
sampling and printing system.

Introducing the Synclavier Il music sampling and printing options.

Synclavier II’s Digital Analysis/Synthesis
Option (Sample-to-Disc)

Synclavier II's sample-to-disc option is the supe-
rior approach to music sampling. its audio fidelity and
its length of sample times far surpass anything on the
market today.

Synclavier Il's sample-to-disc option can be
added to any size Synclavier || music system. It offers
14 or 16 bit resolution and a sample rate of 50K. You
can select a range of sampling times from a minimum
of up to 100 seconds to a maximum of 24 minutes.
(The longest you can currently sample a sound with
existing sampling synthesizers is under 10 seconds )

Synclavier |l's sample-to-disc option lets you have
either one long continuous sample or any number of
shorter samples you wish. This provides maximum
flexibility for sampling sounds.

Here are just a few of the things you can do with
Synclavier Il's sample-to-disc optien. You can record
real instrumental sounds and sound effects into Syn-
clavier |l and then play them on the keyboard. After
you've sampled a sound, you can use Synclavier iI's
terminal to do digital filtering and exhaustive analysis
and modification of sampled sounds. In addition, you
can mix the attack of a real instrument with a synthe-
sized sustain to create one composite sound. For
example, you could take just the attack of a real
trumpet and use it to replace the attack of a synthe-
sized trumpet.

Synclavier II's sample-to-disc option is so ad-
vanced, all of its capabilities are not yet fully under-
stood. But one thing is sure, it's destined to perma-
nently change the world of music synthesis.

Synclavier II’'s Music Printing Option

Synclavier |lI's music printing option is an ex-
tremely sophisticated computerized printing system,
capable of printing entire musical compositions with
tremendous accuracy. The rhythmic resolution of the
printer is adjustable from 64th nctes to any greater
rhythmic value.

With this printer option, you can play any combi-
nation of notes on Synclavier |I's keyboard, then autc-
matically transfer those notes to Synclavier |l's
terminal. You can then edit the notes, modify the notes,
transpose the notes, correct the meter, and even add

crescendos and decrescendos. When you type “print;’
everything prints cut in traditional music notation.

Synclavier II's music printer option can be added
to any existing size Synclavier |I. It can be used to
print out lead sheets (complete with lyrics), music
scores, and individual instrumental parts.

This amazing new development frees you from
the drudgery of translating your musical ideas to paper.
Now you can concentrate on your creativity and let
Synclavier |l take care of the paper work.

It's not by chance that Synclavier |l is the number
one selling digital system by a wide margin. New
England Digital's technology is simply the most ad-
vanced in the wor'd.

Synclavier |I's 16 bit mini-computer is 10 times
faster and more powerful than any microprocessor
currently oeing used in other digital systems. Syn-
clavier II's high level real-time language, XPL, gives
Synclavier Il the fastest and most flexible software
available today. And here's what's going to keep
Synclavier |l number one. Synclavier Il isthe only sys-
tem that has completely modular hardware and soft-
ware. This unique combination gives New England
Digital an extraordinary capability to quickly adapt
new advancements and options to Synclavier Il's
existing programs.

The sample-to-disc option and the music printing
option are an example of this, yet they are only a next
step in the continuing evolution of :he world’'s most
advanced digital instrument.

When you buy a Synclavier Il today, you won't be
stuck with today's technology tomorrow. Synclavier ||
has the ability to be upgraded and enhanced year
after year to remain state-of-the-art indefinitely.

Synclavier |l digital music systems start at
$13,750.00.

For further information and for a personal appointment to see
Synclavier 1, call or write:

Dept. 11, New England Digital Corp.

Main Street, Norwich, Vermont 05055

Attention: Brad Naples

{802) 649-5183

Denny Jaeger Creative Services, Inc.
6120 Valley View Road

Oakland, California 94611

(415) 339-2111
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A salute ta
the musical main man,
dha master of the hottom,

his approach,

his axe,

his hest warks,

and his favarite players

By Ghrils Boering

he oass player. You've seen him (or her)

standing in the corner of the stage at a

hundred concerts, or lounges, or ‘ocal

bars. Just at the edge of the light, just a
little out af the way of the hot white bearm of
attention streaming out of the audience to
bathe that leaping lead singer or grimacing
gutarist in a moment cof brlliance. Is he
envious of the frant men, do his feet itch with
the urge to jumg to center stage and do that
dance for the people one time? Maybe they do
(most at least keep a toe tapping) but the true
bassist seldom feels that particular temptation,
because even though the audience is hardly

World Radio History

aware of him, he knows that he's got the whole
show in his hands. The people on the floor may
not exac:ly hear what he’s playing, tut they
damn sure can feef it. the real energy source of
the music. He is tre one making it happen, he
IS the one who's driving that band, smokin' that
groove. And when the band is really tight and
together, it's as if al' the harmony and melody
are pumping out of his instrument like
branches and leaves from their deepest roots,
tne bottom line, the oass lire. The so cists and
singers may get al the glory, but the bass
p'ayer has the power.

That’s why the tass player struggles with

AT TS 2 L RO T



strings that are so thick he may need two fingers to press them
down onto the fingerboard, a scale that's so long that three
notes may be all his hand can reach. The bass player puts in
long hours overcoming the physical difficulties of the instru-
ment, then lugs around the bulky bass viol or the behemoth
amp which you still can't hear, because he understands that
music, like other structures, is built from the bottom up. Music
theory names chords by the lowest note, the “root™ or “funda-
mental.” A good bass line can define the harmony of a jazz or
pop tune so completely that soloists from Lester Young to
Clapton and Hendrix have often needed no other support for
their improvisations.

Of course, there have always been bassists who heard in
the large resonant cavity of the acoustic bass viol or the
thunder of the electric bass guitar a uniquely satisfying solo
voice. | own quite a few records featuring Steve Swallow,
Charlie Haden and Don Thompson which have stayed in my
collection only because of the bass solos. And ever since
Slam Stewart began using the bow and unison scat-singing to
get his solos out over the band, players have been searching
for ways to bring the bass to the front of the music. The
problem is that, no matter how definitive and important the
bass line may be, or how rich its solo voice, the instrument is
very hard to hear. In the 50s, two gentlemen named Fletcher
and Munson measured the response of the human ear to
tones of equal sound pressure and varying pitch. The graphs
they came up with (known as the Fletcher-Munson curves,
oddly enough) show that a bass noie may need ten times the
sound pressure of a voice or saxophone for our ears to hear it
as equal in loudness. That's why bassists in the big bands of
the 30s and 40s were felt but not heard, even though they were
thumping away at those four-to-the-bar walking lines as hard
as they could. Today microphones, pickups and amplifiers
allow upright players to use the left-hand legato techniques
and horn-derived phrasing which Charles Mingus and Red
Mitchell, among other innovators, added to the bass vocabu-
lary. But that large resonant cavity puts severe restrictions on
the level to which the acoustic bass can be amplified, and the
bass player's solo is really solo — everyone on the stand
either stops or plays pianissimo.

The electric bass guitar knows no such restrictions, but
neither does the rest of the average rock band, which is why
early rock and R&B players were anonymous background
presences until multi-track recording and the monster bass
amps of the 60s gave the bass player enough muscle to shove
the other instruments out of the spotlight occasionally. Some
of the players who started flexing that muscle were ‘acciden-
tal’ bassists like Paul McCartney (who took on the instrument
when Stu Sutcliffe, the Beatles' original bassist, died of a
cerebral hemorrhage), but it's hard to claim all upfront bassists
are switchovers; for every McCartney there's a Noel Redding,
who traded his guitar for a bass when the early auditions for
the Jimi Hendrix Experience failed to produce any acceptable
players, and who stayed very much in the background behind
Hendrix' guitar and Mitch Mitchell's drums. Nor are natural
bassists inherently spotlight spurners; for every John Entwistle
or Bill Wyman, nearly invisible on stage but who make sure
that everyone can hear what they're playing, there's a Jack
Bruce, who commanded attention and awe in Cream with his
melodic bass riffing, distinctive vocals and psychedelic lyrics.
It is a fact, though, that the ‘upfront' players have contributed
most of the musical and technical innovations of the past
twenty years, from Larry Graham's thumb-slap and string-
pop, to Stanley Clarke’s bi-amped stage system to Jaco Pas-
torius’ melodic and sonic improvisations. And as new
instruments like the Steinberger carbon-graphite bass com-
bine with hi-fi technology to make the bass increasingly audi-
ble, players like Jamaaladeen Tacuma will continue to expand
and develop the role of the instrument. The bass revolution is
still in progress, so the following condensed interviews pre-
sent, in the words of some of its players, a portrait of an
instrument in transition.
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Stanley Clarke

Stanley Clarke —Founder of ‘fusion’ with Return to Forever.

Approach — | use the bass as a vehicie to commun:icate my music to
my audience. It happens to be the bass becausef enjoy performing on
the bass Anything that creates communication between peopie is
good, and that's what | try to do with my music.

Bass — Mainly Alembics. | also play a Ken Smith Flying V-shaped
bass, and i used a Music Man Sabre on my recent recording with Paul
McCartney.

Strings — Rotosound regular and extra-light gauges

Amp — My stage rack holds two English-rrade HH U-800 power
amps, A'embic input modules, an Otban Parametric EQ, a Roland
SRE-555 digital echo, and a Trident limiter/compressor. | use a
mixture of 1 X 15" and 2 X 15" Electrovoice cabinets, sfightly modified
with additional tweeters for my piccolo bass

Best Live Performance — Tnat was when | was one year ol¢, and |
was performing naked in front of all my relfatives.

Favorite Concert — Ray Charles singing “The Star Spangled
Bannrer" at the last Leonard/Duran fight.

Favorite Bassists — Paui McCartney, Anthony Jackson, Jaco Pasto-
rius, Jack Bruce. Charles Fanbrough, Paul Cnhambers, Abraham
caboriel. | like everyone who has brought new sounds o the vocabu-
lary of the bass.

Own Best Record — School Days.

Favorite Records — | don't isten to records.

Favorite Drummer — Lenny White.

Drummer I'd Most Like To Work With — |'ve worked with everyone
already.

Bernard Edwards

— =

Bernard Edwards —Chic’'s funky butt.

Approach — The bass is the foundation of the music. Now andthen |
play melody parts, but | like a bass player ta stay on the bottom and
carry the groove of the tune. If you're not daing that you're really not
playing the bass

Bass — Music Man in the studio, B.C. Rict live.

Strings — Dean Markley medium flatwound.

Amp — Ampeg in the studio, Sunn Coliseum live.

Effects — None. |'ve always liked the natural soung of the bass.
Own Best Live Performance — Hammersmith Odeon, London, UK.
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1978 Kool Jazz Festival at San Diego Statium (both with Chic).
Favorite Concert — Earth, Wind & Fire's "All 'n All" tour, in California.
Own Best Record — "Good Times.”

Favorite Records — | have too many favorites to pick just one.
Drummer I'd Most Liks To Work With — Most drummers either play
too much or too little for what | like to do.

Steve Swallow —Jazz player & composer.

Approach — Because | played acoustic bass for several years my
approach to the bass function is derivea from the bebop tradition. | use
the pick to achieve greater clarity and to phrase in a manner | asso-
ciate with bebop.

Bass — Fender Precision, with Schaller tuners, Badass bridge and
Bartolini pickups.

Strings — La Bella medium gauge roundwound.

Amp — Mesa Boogie 170 watt head, Cerwin-Vega 2 X 12” cabinet.
Effects — None.

Own Best Live Performance — Duet with Gary Burton at the 1978
Newport / New York festival, in Carnegie Hall. But I'm leaving out a lot
of killers.

Favorite Concert — A pickup chamber group, featuring Richard
Stolzman from Tashi on clarinet, playing Olivier Messaien's Quartet
for the End of Time at the Chestnut Hill Concerts in Madison, CT.
Favorite Bassists — Percy Heath, Ron Carter, Eddie Gomez, Jaco
Pastorius, Bootsy Collns, Larry Graham.

Own Best Record — Home, ECM 1-1160.

Favorite Records — Lately I've been listening to the Savoy Bird
reissues, The Busch Quartet's EMI record of the Complete Beethoven
Late Quartets and James Brown Live and Low Down at the Apolfo on
Solid Smoke.

Drummer I'd Most Like To Work With — =lvin Jones, Max Roach.
Favorite Drummers — Pete LaRoca, Roy Haynes, Bob Moses, and
I'm leaving out a lot o° kKillers.

Favorite Employers — Gary Burton, John Scofield, Carla Bley.

Busta Jones

John Entwlistle —The Who's not-so- silent one.

Approach — | never tried to base my style on anyone. | saw a draft
transcription of the bass part on "The Real Me" once and it freaked me
out completely, semidemiquavers all over the place and that kind of
stuff. That only comes when you're really playing ‘reely, when you're
not worried about what chord's coming up next, you know exactly
where you're going, and you decide to ptay something completely
different. If it works, it works, if it doesn't, it doesn't. You take the risk.
Bass — Custom-made, Explorer-shaped Alembic with Flying V
headstock
Strings — Rotosound, of course.
Amp — Two Stramp stereo pre-amps, Sunn Coliseum power amps,
driving three Sunn 18" cabinets and three 4 X 12” cabinets. This set-up
is still a bit too loud, so I'm thinking of switching to two Mesa Boogie
stacks instead. In the studio | use a Music Man HD-130 headand a 2 X
12" cabinet for the clean sound, and a Mesa Boogie with an extension
cabinet for the distortion and the treble.
Effects — Occasionally I'll use a Boss Chorus.
Best Live Performence — All you can actually remember about a
good live show is coming off stage and not arguing. The last American
tour we did with Keith we were playing amazingly well, and we did
some gigs in Paris right after Kenny Jones joined the band that |
continued on next page
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Steve Swallow

DEBORAH FEINGOLD

Busta Jones —Punk/funk rocker for Talking Heads,
Gang of Four and The Trio.

Approach — | really feel I'm breaking new ground onthe bass, taking
it out of just being a bottom instrument. Not by trying to play it like a
guitar, but by hitting it harder, and simplifying the lines so they cut
through more.

Bass — Fender Precis on, with DiMarzio pickups (P-bass and J-bass)
and a Badass bridge.

Strings — La Bella. | use half-rounds live and flatwounds in the studio.
Amp — | prefer Sunn Coliseums or Ampeg SVTs live. In the studio |
use both direct and amp sounds, but | often wind up recording over the
amp track when | need more space on the tape.

Effects — | don't like to use them. It works better for me without
effects, because | have to work a little harder to get the sound out of
my fingers and the instrument.

Own Best Live Performance — With the Gang of Four in San
Francisco this summer. The interaction among the band on the Talk-
ing Heads tour was really great. | also like my owntrio, because itgives
me a lot of room to stretch out.

Favorite Concerts — Mountain, and Jimi Hendrix in Memphis, Ten-
nessee in the late 60s. Bob Marley atthe Beacon Theaterin New York.
The only recent.thing that's interested mewas Kraftwerk at the Ritz.
Favorite Bassists — Myself

Own Best Record — "Dancer” by Gino Soccio (12* RSC single), and
my second solo album, Bustin' Loose on Spring/Polydor.

Favorite Albums — ' just tape songs onto cassettes, sol can listen to
them on my ghetto blaster (it's calibrated so it doesn't play fast like
most of them). | like Joy Division, and some of the dub thirgs
Favorite Drummers — Yogi Horton really has the beat — he stomps.
David van Tieghem is very versatile.

Drummer I'd Most Like To Work With — Billy Cobham.

Favorite Employer — David Byrne, or myself. | don't like to do
sessions unless I'm involved in the writing or producing aspects.

John Entwistle
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Heath from previous page

Favorite Albums — Anything by Duke Ellington with Jimmy Blanton,
and anything of Charlie Parker’s.

Favorite Drummers — Kenny Clarke, Albert Heath.

Drummer I'd Most Like To Work With — |'ve worked with all the
good ones.

Major Holley —Jazzman, known for his arco & scat solos.

Approach — The bass is the basis of the time-keeping and the
foundation of the harmony. | try to be as loose and as flexible as
possible, to maintain the feeling of the music, whether it's written or
improvised. | like to stay in the bass range, not the cello or viola range.
When I'm supporting other players in the rhythm section, | give it all
I've got. So when it's my “time in the barrel," give me my time to solo,
and support what I'm playing.

Bass — | have French, German and Czech basses, and two Kays.
Strings — Tomastic.

Amp — | use a lot of different brands. | think the choice depends on
the instrument and the player.

Effects — None.

Best Live Performance — The gigs | did with Art Tatum were among
the most interesting.

Favorite Bassists — Me. I'm my own favorite bass player.

Own Best Record — It hasn't happened yet.

Favorlte Albums — My own records on the Biack & Blue label —
Major Holley “Mule,” B&B 33074; Two Big Mice with Slam Stewart &
Major Holley, B&B 33124; Excuse Me, Ludwig, B&B 33156 (the title
refers to my performance on the theme from the “Pathetique” Sonata).
I'm also on Bob James' Changing Times album.

Favorite Drummers — Papa Jo Jones, Oliver Jackson, Mel Lewis,
Elvin Jones, Eddie Locke, Jackie Williams, Connie Kay, Bobbie Dur-
ham, and lots of others.

Drummer I'd Most Like To Work With — Max Roach (I've played
with Max, but it was some time ago). | think McCoy Tyner's and B.B.

King's drummers are excellent. Major Holley

Jeff Berlln —Fusion fireball.

Approach — | feel every musician is entitled to express his inner
voice, regardless of what instrument he plays. | like to interweave my
instrument along with the others so that it's not only a root instrument,
but a melodic and contrapuntal instrument.

Bass — '67 Fender Precision and '62 Fender Jazz, both with Badass
bridges and pickups custom-made by Glen Quan.

Strings — Carl Thompson light gauge roundwounds

Amp — Live | use Alembic pre-amps and Crown power amps driving
seven cabinets. | go direct in the studio.

Eftects — | use them as little as | can.

Own Best Live Performance — About tour months ago | did some
gigs at Donte’s in L.A., with Mick Goodrick and Icarus Johnson on
guitar, and Vince Calaiuta on drums. We were really pumping!
Favoritea Concert — Tower of Power at the Calderone Concert Hall
on Long Island in 1975, Bill Evans with Eddie Gomez at the Village
Vanguard in '77 or '78.

Favorite Bassists — Steve Swallow, Bobby Vega, who's a funk player
from San Francisco, and Francis Rocco Prestia.

Own Best Record — Gradually Going Tornado by Bill Bruford.
Favorite Records — Crystal Silence, Gary Burton and Chick Corea;
Drums So Real, Gary Burton; The Tony Bennett/Bill Evans Album;
Back to Oakland, Tower of Power; Portraits in Jazz, Bill Evans; Sex
Machine, James Brown; Beethoven's 3rd Symphony; Schubert lieder,
especially "Ave Maria.”

Favorite Drummers — Mike Clark, Peter Erskine, Vince Calaiuta,
Andre Ceccarelli, Tony Williams (in his Lifetime period), Bill Bruford.
Drummer I'd Most Like To Work With — Billy Hart, Jack
Dedohnette, Dave Garibaldi, Marty Morel.

Favorite Employers — Ray Barretto, Toots Thieleman, Bill Bruford.
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BIll Laswell

BIll Laswell —Punk-jazz explorer.

Approach — | approach the bass from an instinctual and rhythmic
concept. I'm trying to incorporate listening to the other players and
improvisation with an attempt to take up as much space as possible in
terms of sound and tone. What really works for me is when the bass
and the drums are improvising the rhythm together.

Bass — Fender Precision fretiess, Fender 6-string, Ibanez 8-string.
Strings — Half-rounds, no particular brand.

Amp — Acoustic 150, Ampeg SVT.

Effects — Boss Distortion, Morley Fuzz-wah, MXR Flanger, Mutron ll1,
Volume Pedal.

Best Live Parformance — The gigs | did in New York with Fred Frith
and Material.

Favorite Concert — | haven't seen a group worth mentioning in quite
some time.

Favorite Bassists — Jamaaladeen Tacuma, early Jack Bruce, earlier
Jaco Pastorius, early Larry Graham, Janick Top.

Own Best Record — Material's Memory Serves, and Massacre on
the Celluloid label.

Favorite Records — Dancing in Your Head, Ornette Coleman; Music
of the lturi Forest and Eskimos of Hudson Bay and Alaska on Folk-
ways; Plastic Ono Band, Guitar Solos, Fred Frith; Hymnen, Karlheinz
Stocxhausen; Trout Mask Replica, Shiny Beast, Bat Chain Puller and
Doc at the Radar Station, Capt. Beefheart.

Favorite Drummaers — Stu Martin, Denardo Coleman, percussionists
David Moss, Charles Noyes and Mark Miller.

Drummer I'd Most Like To Work With — Ginger Baker, Christian
Vander, Ron Shannon Jackson.

Favorite Employer — Brian Eno and Fred Frith, because of the
freedom they give me.

Jeff Berlin

DEBORAH FEINGOLD
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Not Just Any Guitar . ..
But a RICKENBACKER.

Not Just Any Bass...
But a RICKENBACKER.

Not Just Any Amplifier ...
But a RICKENBACKER.

RICKENBACKER. . . for over 50 years tha world's most dist:nguished name in Guitars, Amplifiers and
Accessories.

For Information about RICKENBACKER Productsz, write to RICKENBACKER. Or, for a full color
catalogue send $2.00 to:

RICKENBACKER, Inc.. Dept. 107 / P.O. Box 2275 Santa Ana, CA 92707
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Charlie Haden —Ornette’s ex, Liberation Music, duets.
Approach — | want to make the bass sound beautiful. | try to play
beautiful chords, harmonies, intervals, melodies and rhythms. | amin
awe of the majesty of music, and i try to respect it with honesty. So |
approach it with great care and try to listen to my own voice and
hearing. and take time to make everything beautiful.

Bass — | have a French instrument that was made by Jean-Baptiste
Vuillaume in Paris around 1840. Until 2 month ago [ had an instrument
made by Pullman with a lion's-head scroll and beautifully flamed
spruce and maple wood, but | found | wasn't playing on it much.
Strings — On the high strings, G and D, | use Golden Spiral strings,
made by Kaplan String Comany in South Norwalk, Connecticut.
They're gut strings with a nylon winding. | use a thin gauge. For the A
and E strings | use Tomastic Spirochore.

Amp — | use a Barcus-Berry pickup on my bridge and | go into a
Barcus-Berry Studio Preamplifier with @ cannon jack on the back of it,
so | can go direct to the board

Effects — The volume level of music keeps going up and as a result
I've damaged my hearing. To protect my ears | use a fiber called
Quietdown made by Flint

Favorite Bassists — First, the bass players that were with Bird,
Tommy Potter and Curly Russell, then Oscar Pettiford, but especially
Wilbur Ware. Then there's Paul Chambers; the lines he played behind
soloists were unlike any lines you ever heard. They were in chromat-
ics. He made the notes sound like they were crying, an intonation that
wasn't quite sharp, but was close enough to create a kind of sadness.
He was just a beautiful player. Also Scott LaFaro, Henry Grimes, Israel
Crosby and Albert Stinson, who's dead now

Own Best Record — | like the records under my own name, the first
one being The Liberation Music Orchestra, which | think is a really
important record and I'm very sad to see it's been deleted from the
catalog. Closeness, The Golden Number, Science Fiction, and the
duets with Hampton Hawes, As Long As There's Music, mostly for his
playing because he plays so great. This /s Our Music with Ornette.
Favorite Records — | think the duets of Duke Ellington and Jimmy
Blanton are some of the most important pieces of music that were
ever recorded. Some of the recordings of Wellman Braud and Walter
Page with Count Basie. Also, Paul Chambers on Miles Davis' Collec-
tor’'s Items, Ware on Monk's Music.

Favorite Drummers — The best drummers that |'ve played with are
the only drummers I've played with for any length of time: Billy Higgins,
Edward Blackwell, Paul Motian and now Jack DeJohnette. I've played
some with Roy Haynes, Beaver Harris. | got to play once with Kenny
Clarke. Connie Kay, Max Roach — boy, there's a great drummer.
Drummers I'd Most Like To Play With — | would've liked to play with
Shadow Wilson, Denzil Best and Sid Catlett. More with Kenny Clarke
Also a drummer in Chicago that someone told me about, Ike Day

Andy West

Tony Levin —Crimson’s Man on the Stick.

Approach — I'mnotimpressed by a ot of notes, but by what notes are
there and how well they are played. | try to play what | think will fit best
with the music I'm accompanying. I'm constantly trying to come up
with new ideas, and the Stick has helped me a lot in this regard
because it's tuned differently than the standard bass.

Bass — Music Man Sting Ray, Steinberger Fretless, Chapman Stick.
Strings — Music Man Half Rounds.

Amp — Ampeg SVT.

Effects — Analog de'ay, volume pedal, octave divider

Own Best Live Concert — Any of the Peter Gabriel tours, Luciano
Pavarotti — Tosca, Oregon in Wookstock

Favorite Bassists — |'ve heard a lot of stuff that impressed me, but |
don't have any favorites.

Own Best Record — One Trick Pony, Paul Simon; Resolution, Andy

Pratt; Manhattan Update, Warren Bernhardt.
Favorite Records — Earth, Wind & Fire, A/l 'n All.
Favorite Drummer — | don't have one.
Drummer I'd Most Like To Work With — All the good ones.
Tony Levin

Andy West—The Dregs driving bassist.

Approach — The way | play in the Dregs includes a lot of intricate
melodic parts that are part of the sound of the band, so I've had to
develop a lot of chops in that area. We try to have solos for everyone,
s0 Rod and | work on developing grooves that are interesting without
distracting any attention from the soloist. | think it's important to
practice as much as possible. | try to pick up things from new styles of
music to see where they will take me.

Bass — Steinberger, Alembic (fretless and fretted), Washburn
8-string, Fender Precision.

Strings — GHS Super Steels roundwounds, and Brite Flats.

Amp — Fender pre-amp, Crown stereo power amp driving a Fender 2
X 12" caoinet with EV speakers and a Cerwin-Vega 18" folded-horn
cabinet. | think the bi-amping is much more important than the speak-
ers, though. | go direct in the studio unless | want a really bad sound.
Effects — Flanger/Doubler

Best Live Performance — Whenever we play L.A., San Francisco,
New York or Atlanta, but every gig we do is satisfying

Favorite Concerts — Mahavishnu's One Truth Band Pat Metheny
Group, Kansas, Yes. | think anyone who can attract people is worth
going to see

Favorite Bassists — Stanley Clarke, Jaco Pastorius, Jack Bruce, Jeff
Berlin, Eberhard Weber, Eddie Gomez, Anthony Jackson, Abraham
Laboriel, Percy Jones, | could name a lot more.

Own Best Record — My best playing with the Dregs is on the tunes
“What [f?" “Take It Off the Top,” "Night of the Living Dregs," "Twigs
Approved,” “I'm Freaking Out,” "Cat Food,” "Divided We Stand," and
"Day 444."

Favorite Albums — Inner Mounting Flame, Mahavishnu Orchestra,
anything by Stanley Clarke and Jaco Pastorius

Favorlte Drummer — Rod Morgenstern.

Drummer I'd Most Like To Work With — Tony Williams, Billy Cob-
ham, Simon Phillips, George Fettoruso, Phil Collins

TONY LEVIN
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Born: June 11, 1956 in Long Island, N.Y.
Home: Philadelphia, Pa. U.S.A.

Profession: Electric Bass Guitarist with
“Ornette Coleman” and the “Prime Time Band
Earliest Musical Experience: Studied theory and
Harmony in high school, then studied Electric
Bass with former bassist with Grover Washing-
ton Jr. Tyrone Brown and Acoustic Bass with
former member of the Philadelphia Orchestra,
Eligio Rossi. Studied composition at the annual
West Chester Summer Music Camp.

Major Influences: Anthony Jackson, Ron
Carter, Paul McCartney, Qunicy Jones, Billie
Holiday and Carlos Santana.

Latest Musical Accomplishment: Received the
highest number of votes for an Electric Bassist of
new talent deserving wider recognition in the
Down Beat 1981 International Jazz Critics Poll.
Keynotes: Played and recorded with various
established Jazz, Rhythm and Blues and Classi-
cal Artists like James “Blood” Ulmer, Ornette
Coleman, Charles Earland, Julius Hemphill,
Walt Dickerson, Michael Carvin, Norman
Conners, the Philadelphia Orchestra and Stevie
Wonder.

Today’s Music: Communication is withaut a
doubt the key to enhance the many relation-
ships that a musician and a non-music.an often
encounter. Today’s music (in its many forms) is
exciting and informative. It's a vehicle in which
this communication can be fully experienced
and enioyed. About every ten years a change
takes place with the ideas and concepts of
musical expression. So much is being said
through all of the music of today and because of
each artist personal experience and external in-
fluences it would be of great benefit to every
musician to familiarize themselves with the
total musical language that is being spoken all
over the world.

On Strings: LA BELLA strings have always pro-
ven to me to be the top of the line in quality
long-lasting bass guitar strings. When i'm recor-
ding 1 love to hear my instrument come through
crystal clear as a belfland when I'm performing
live, LA BELLA strings have always given me
the stage presence that is much needed by any
live performing bass guitarist (and bassists you
know exactly what I'm talking about). 1 use
roundwound strings on my Rickenbacker
Stereo 4001 and the custom made roundwound
Double Ball end strings on my Steinberger Bass.
There is definitely a difference between playing
and Playing. 1 use LA BELLA strings and for
some time now it has been said that I can really
play the bass. | know for a fact that LA BELLA
strings has had a lot to do with this recognition.
Long live LA BELLA!

FNOE 33,35
Mari £ssS23:82:5

E. & O. Mari, Inc.256 Broadway, Newburgh, New Ycrk 12550
If your passion is music, your strings should be La Bella.
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BASS TECHNOLOGY

A machinist’s first attempt at designing a
bass results in timeless principles of great
instrument construction: a stiff neck, a
resonant body, and punchy pickups.

By J.C. Costa

he electric bass was born in 1950 at the young but
dynamically expanding Fender Musical Instrument Co.
of Fullerton, California. Leo Fender, a gifted machinist
with an ear for country & western and an unwitting vision
of the real future for electric guitars, had already spun industry
traditionalists out of orbit with the iconoclastic Fender Broad-
caster solid body. Historical trivialists will rightfully argue that
Adolph Rickenbacker actually got the jump on Fender with his
ungainly “frying pan guitar, but they're missing the point. Leo
was the first one to intuitively comprehend the market poten-
tial of the solid body electric and go after it with a vengeance.

Problems come thick and fast for pioneers and Fender had
to quickly change the name of his guitar because Gretsch had
already appropriated Broadcaster for its drum line. Turns out
Leo liked his new name a lot better anyway. The Telecaster,
inextricably linked to the advent of television and its subse-
quent impact on our culture, sounded more like Tommorrow.
Enough progressive country and pop guitarists overcame
traditional hollow body leanings for the clean, crisp, penetrat-
ing tones of the Tele to nudge Fender in the direction of
another first — the electric solid body bass guitar.

Originally assuming the shape of the Telecaster guitar, the
Fender Precision bass was designed to go either way. Electric
guitarists could benefit from its reduced size and portability to
"double” on bass and bass fiddle players who were tired of
being pinned down to their stationary behemoths had enough
familiar features (like traditional finger rest) to ease their tran-
sition into electricity. The Precision body, soonto evolveintoa
more futuristic, contoured shape for increased playing com-
fort and a distinctive identity of its own, was made of alder. A
massive bolted-on maple neck culminated in the classic
Fender headstock with hefty tuning machines arrayed four-
on-a-side like the guitar that preceded it. A patented “split
coil” pickup produced a fat, midrangey sound with unheard-of
punch and presence for this type of instrument. The miracu-
lous combination of a dense and surprisingly resonant body
wood — for years, wood snobs have looked down on alder as
a fow-grade “prole” hardwood fit only for construction — a
long-scale (34") neck made of exceedingly stiff hard rock
maple and a clean, high-output electronic pickup elevated the
Fender Precision to its preeminent status as the electric bass
guitar, past and present.

Later on, Fender developed the Jazz bass which offered a
slimmer neck and two pickups with individual controls. The
sound had more treble and high-end definition with an even
response better suited to the exacting standards of the
recording studio. And although the Telecaster bass was also
re-introduced during this period, the Fender Precision and
Jazz basses — often referred to simply as the P-bass and the
J-bass — easily led the way inthis areato become icons of the
music industry. Much like Kleenex and Frigidaire, “Fender
Bass™ has become a generic term and you can find plenty of
evidence to support this on countless album credits of the
sixties and seventies. Vintage editions of these instruments in
good condition are still sought after with specific models like
the 1959 “concentric" Jazz bass bringing up to $2500.

Recently, Fender reintroduced a souped-up version of the
original Precision — which by now had become one of the
most copied instruments in history — as the Fender Precision
"Special.” This guitar features active electronics (+15dB bass
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Get your hands on the new Victory Bass, by
Gibson. Success has never felt so good. Or so
comfortable. from narrower high frets to the
deep cutoway body design. An adjustable neck
pitch and new neck shape give you even more
fost. action and playability. And the feel is so
balonced, you'll swear it's a past of you.

in the studio. Hold it back for light, smooth
jazz. Or rip it wide open to heavy rock. No
matter how you play Victory, you'll look great
doing it. Because new molded black pick-
ups and a reshaped pickguard add extra
class ko the sleek Victory Standard or deluxe
Artist model.

This Gibson bass is destined to be number
one, with sound unequaled on the stage. Or

 THE THRILL OF VICTORY

N

if you're going to play, play to win. With
Victory Bass, by Gibson.
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whining, mean-spirited gadfly in the
public consciousness, his message
heartiessly ridiculed and widely

misunderstood. Which sounds, ironi-
cally enough, just like the way he
started, twenty years ago. — Roy Trakin
Bob Seger & the Sliver Bullet Band

Nine Tonlight (Capitol)

I After 11 years
of underpaid
overtime work
in the rock 'n’
roll salt mines
of the Midwest,

ANOTHER ONE ' WE WILL ROCK YOU - Bob Seger &

he Silver Bul-
BITES THE DUST ‘ }eteBalnc;e frin:lly

WE ARE THE CHAMPIONS - broke into su-
BOHEMIAN RHAPSODY perstardom mn 1976 with a double live
FLASH’S THEME album, Live Bullet, recorded on their

CRAZY LITTLE A/K/A FLASH home turf of Detroit's Cobo Hall. That

was the first of four consecutive double

THING CALLED LOVE platinum albums that yielded seven top-
- ‘ 20 singles. Now Seger h turned t
KILLER QUI’]EN S S DI LN CobsclJngaif(wit%wsoni(ge'ielpafsror'r?w ‘tJI':geBoscf
R YOU'RE MY BEST FRIEND NGRS HE it
FAT BOTTOMED GIRLS double album Nine Tonight.
KEEP YOURSELF ALIVE The live versions fall somewhat short

of the inspired studio versions on the
BICYCLE RACE 1976 Night Moves. They juice up the

PLAY THE GAME originals from the 1980 Against the Wind
and improve considerably on the disap-

. = pointing studio work of the 1978
PIUS a SpeClal new Song' Stranger in Town. The tunes that Seger

[NDER PRESSURE originally recorded with the Muscle

. . Shoals studio band (about half of each
p(arformed by QU(“(*‘H and Dav1d BOWIP album) sound less precise and more
exciting recorded live with the Silver
Bullet Band. With three nights in Boston
and six nights in Detroit to choose from,
% = the consistency is unusually high for a
QI EE \ live album. The record introduces the
= Silver Bullet Band's new keyboardist
Craig Frost, who once played with
another Michigan hard rock band,
Grand Funk Railroad
The album pretty much follows the set
order on the 1980 tour, leaving out the
pre-1976 songs. It opens with the blaz-
ing rocker, “Nine Tonight,” which pre-
viously only appeared on the Urban
Cowboy soundtrack. The only new song
is Eugene Williams' old Memphis soul
hit, “Tryin’ to Live My Life Without You."
Side four is given over to Seger’s spec-
tacular encore numbers, “Night Moves,”
‘Rock 'n' Roll Never Forgets" and an
oldies medley of Chuck Berry's "Let It

The first GREATEST HITS album ever ke DIEIRCHIL o o S St

ry's “Little Queenie.” All in all, Nine
Not just the best, but the GREATEST! Tonight is a welcome if unsurprising live
document from one of America's very
best rock 'n’ roll bands.
I still can't understand why the rock
media pays so much more attention to
V Bruce Springsteen than to Bob Seger.
O Both are hard-ncsed working class men
who write about the daytime drudgery,
"elekira weekend wildness and elusive dreams
©198] Flektra/Asylum Records @ A Warner Communications Co. of their friends through soaring, R&B-
based rock 'n' roll. Springsteen may




FASTER THAN A SPEEDING DULLET.
MORE POWERFULTHAN A LOCOMOTIVE.

NEW SUPERSTICKS.

Maybe our headline claims
are a little extreme, but it
shows you how we feel about
our Supersticks.

The key word is Kevlar, not
to be confused with Krypton.
Kevlar, the basic material in
Supersticks, has amazing
durability. It’s used in bullet-
proof vests and spacecraft
fuselages because of its |
extreme strength and light
weight.

Fast rebound. Powerful
sound. And a longer life than
wood sticks. But that’s just
half of it.

Supersticks won’t warp.
They’re matched to within %

L D P — v —

ANV ENU
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gram of weight. And when
they’re wet, the porous
surface helps keep them in
your hands. You won’t get
those benefits with wood
sticks. Benefits that can save
you money and help improve
your drumming.

Supersticks are available
in five weights . Buy the pair
that feels best for you and
compare them to the sticks
you’re using now. But don’t
throw your wood sticks away.
They’re about to become a
collector’s item.

AURALINE.,

11300 Rush St. So., El Monte, CA 91733



The new advanced-design GS 1 FM digital keyboard.

ITS ONLY SIMILARITY TO OTHER KEYBOARDS
IS THAT IT HAS A KEYBOARD.

Combo Products

THE WAY IT WILL BE. @ YAMAHA




The recording quality, though expertly
engineered by Rudy Van Gelder, is
slightly reminiscent of past Columbia jail
albums like Freddie Hubbard's “Super
Blue" and Cedar Walton's “Animation.”
The bass drum seems high in the mix,
and on the first cut the string bass
sounds like an electric bass. But let's not
nit-pick. With this record, Tyner should
silence the criticism he's taken in the
recent past. This is one of the year's
best. — Peter Giron

Eddie ‘Lockjaw’ Davis and
Johnny Griffin
Live at Minton's (Frestige)
Wiilie Jackson and Von Freeman
Live Lockin’ Horns (Muse)
;. Two mock
tenor battles
are presented
here, a 1961
evening at
Minton's Play-
house in Har-
lem with the
robust, elegant
1 Davis - Griffin
team and a more raucous, gutsy 1978
outing with Jackson and Freeman. The
latter two have paid their dues with many
years in organ-guitar combos on the
chitlins circuit while the former pair
have been fortunate to have had class-
ter assignments with the likes of Basie
and Monk, and the influence of those
respective backgrounds comes roaring
through in the playing. Jackson and
Freeman are conceptually more sim-
plistic than Davis and Giriffin, relying on
emotional outbursts rather than creative
line design to thrill an audience, while
their counterparts excite both the mind,
with subtle melodc brilliance, and the
emotions, with hard-charging swing. In
each setting, the hornmen play lengthy
solos, fully exploring a variety of material
and tempo. Jackson and Freeman get
their fingers tangled and tongues
twisted when the tempos get heated, but
Davis and Griffin have no such prob-
lems with pace,

“Light and Lovely" is representative of
the quality performances that constitute
Minton’s. This archetypal medium blues is
an optimum cruising device for ‘Lock-
jaw," who glides without revealing effort,
purring out round-toned arpeggios, dis-
patching intricate statements tagged
with twirling triplets, emitting ecstatic
upper register brays. Also a marvel is
Davis' superb breath control, which is
the basis of his magnificent, multi-hued
tone. Griffin, like his partner, cites Ben
Webster as a primary source of inspira-
tion, and he, too, has a buoyant sound,
albeit a brighter one, especially at the
top of the horn. Here on “Light” he pran-
ces, issuing delicate double-times offset
by long, wailing cries. Pianist Junior
Mance climaxes his choruses with
some perfectly placed, ten-fingered rol-

ling filigree. The rest of the session, with
such standards as “Straight No
Chaser,” "Woodyn' You," and "Robbin’s
Nest,” but no ballads, is equally first
class. Highly recommended 60s blowing

azz.

: Lockin’ is a ballads and blues party,
highlighting Jackson's direct, throaty
tone and Freeman'’s sometimes breathy
yet centered, sometimes wispy and
wavering sound, backed by organist
Carl Wilson, guitarist Joe Jones and
drummer Yusef Ali. The blues are best
when played medium — the leaders and
Jones lay out some succulent phrases
— butthe ballads are inconsistent, Free-
man preaching passionately on “"Shad-
ow of Your Smile” while Jackson turns
“The Man | Love” into a circus of pre-
posterously corny excesses. Both lead-
ers have fared better. — Zan Stewart

Ramones
Pleasant Dreams (Sire)
The Ramones
'] L have always
| occupied a
delicate posi-
\ tion in rela-
‘ tion to time —
raiders of
rock's past to
..... \ reinvigorate
the music's
present, reintegrating the two in their
own image as the self-ciaimed future of
rock. But on their sixth album, Pleasant
Dreams, the band's temporal sense is
way off. When they brought on Phil
Spector as producer on their last record,
the purpose was not to recapture the
past but to update it. With their new
record, though, the band's backward-

IF IT DOESN’T HAVE AN ANVIL
you don’t have a Case.

It takes a lot to build a top quality
Case worthy of the ANVIL* brand
name. ANVIL* utilizes only the finest
raw materials which must conform to
exacting specifications. ANVIL® stocks
these materials in huge quantities, so
even the largest orders can be pro-
duced without delay.

The machinery used to manufacture
ANVIL" Cases is the finest in the Travel
Case industry. The result is a Case that
stands up to the bumps and grinds of
life on the road —so your delicate
equipment doesn’t have to.

But Cases don’t build themselves.
People do. And ANVIL" has the most
highly-skilled and dedicated design-
ers, assemblers and Customer Service
people you'll find anywhere

So if your delicate equipment has to
get there and back in one piece,
every time, just take our word for it —

ANVIL":—The # 1 name in Travel Cases

for almost three decades.

ANVIL'CASES,INC.,4128 Temple CityBlvd.

Rosemead, CA 91770 « (213) 575-8614
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do believe that Shannon's turned the
page. Order from: Rick Ballard, P.O. Box
5063, Berkeley, CA94705. — Rati Zabor

e St\ankar MELODIES
Who's To Know (ECM) fWheﬂ on. FOR
ith |
e MODERN

el music from a
PSie tradition thou- M I N Ds

sands of years
old, which is
exquisite inits
g; approach to
rhythm andim-
provisation, and which makes extraordi-

nary demands on its players as well as
on its listeners, one cannot help but feet
like Marco Polo arriving for the first time
in the glittering court of Kublai Khan, that
is to say, like a barbarian Be that as it
may ...

The violin, in the form of the sarangi

has been used in Indian music for' f\\/
hundreds of years. The violin Shankar

uses on the record has two necks, to
increase the range, and sympathetic
strings, which give it a pronounced
echo-y effect. Aithough it is billed as a
record of Indian classical music, tradi-
tional Indian music seems to me to be
only its jumping-off place. This is a
record by a pioneer. Side one begins
traditionally enough by exploring the
raga Hemavathi, but ends in uncharac-
teristic blue notes, vaguely Western
bowing patterns, and harmonies that
seem to be a further deveiopment of the
traditional Indian approach. Shankar
builds up a layered, orchestral sound,
almost as if the sound of a single violin
itself was not enough for him, which is
perhaps why the instrument Shankar
invented, and uses throughout the
album, is a strange combination of West-
ern technology and Indian tradition.
Shankar’s playing, as usual, is techni-

A UNIQUELY
CONTEMPORARY
MIXTURE OF

POP AND JAZZ,

[ B o FEATURING

cally superb. His intonation is perfect.

Yet, there is something unsatisfying INCLUDES THE

about the album emotionally. He seems | THE SOARING SINGLE MULTI-TALENTED
to play in a world of his own. The scintil- “PROPHECY”

lating interplay between tabla players ‘ JEFF TYZIK'

and soloist is almost entirely missing. As TYZIK PROPHECY

brilliant as the improvisational investiga-
tions of the raga are, there is no warmth.
Part of the problem may be the record-
ing. The tablas sound awtul, as if all their
sound has been processed through a
compressor. This could account in part
for the colaness of Shankar's sound, but
in the final analysis, the responsibility is
Shankar's.

Despite the faultless technique and
the truly innovative harmonic and rhyth-
mic approach, the record left me with my
heart unmoved. It is obvious that Shan-
kar has mastered the instrument, per-
haps better than anyone else ever has.
Now all that is needed is for the playerto

mature and ripen, so that the music that 3 A q
comes through is worth listening to. — W Pt a%,%, $
Jason A. Shulman 1961 CAPITOL RECORDS INE o
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lcehouse

1

lcehouse (Chrysalis) Too easily dis-
missed as the Aussie Ultravox, lce-
house (formerly Flowers) are in fact
closer to our very own Cars in their deft
execution of post-punk pop moves with
rock muscle and transistorized clarity.
And if songs like the sunny "We Can Be
Together” and the Euro-melodrama of
"Sons’” are skeletal song ideas in cold
wave clothing, note the haunting chiller
of a title track and the magnum force of
“Can't Help Myself” and remember
these are the first ten songs guitar-
ist/singer lva Davies ever wrote. And
speaking of things cold, you should hear
their live rendition of “Cold Turkey.”
Jo Jo Zep & the Falcons — Step Lively
(Columbia) The best little dance band
Down Under wins Round Two in the
States with this slightly altered version of
their last Aussie LP. The spirited K.C.-
produced covers of “But It's Alright” and
“Gimme Little Sign" are obvious singles
gambits and the originals don't yet have
the classic ring of “So Young" or "Shape
I'm In" from last year's Screaming
Targets. But if you have to think about
the Twilight Zone —Michael Jackson
funk of “Sweet Honey Sweet" and the
randy ska hop of “Puppet on a String,”
do it with your feet.

Swamp Dogg — /'m Not Selling
Out/I'm Buying In (Takoma) The mad
rappin’, hot rockin' funny man of R&B
returns after too long an absence with a
good time platter with more smiles and
soul per groove than George Clinton’s
recent bad acid-funk trips. So nice, too,
to hear Dogg and soul queen Esther
Phillips lock vocal cords on "The Love
We Got Ain't Worth Two Dead Flies.”
Songtitle of the month: "'California Is
Drowning and | Live by the River."
John Entwistle — Too Late the Hero
(Atco) As befits a bassist, the Who's
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Jo Jo Zep & the Falcons

Quiet One plays this one real heavy,
certainly much heavier than Face Dan-
ces, and guests Joe Walsh and Joe
Vitale oblige with both muscle and sup-
portive finesse. Although short on the
novelty horror numbers a la “Boris the
Spider,” the album sports Entwistle's
best solo writing in many moons and his
dark wit scores a direct hit with the disco
parody “Dancing Master,” complete
with overdubbed Chipmunk-Bee Gee
harmonies. And one-quarter Who is
always better than none at all.

Poco — Blue and Gray (MCA) Not
unlike the Eagles' Desperado in its
daguerreotype Civil War motif and brisk
backwoods rock production, Poco's
latest shows — their recent AM fodder
withstanding — there's fife in the old
band yet. Poco purists note: Rusty
Young's specialty, electric steel guitar,
is almost nowhere to be heard.

Novo Combo (Polydor) Above-average
modern pop with a real Sting to it. One-
time Santana rhythm ace Michael
Shrieve keeps expert, imaginative time
and the mesh of ringing guitars and Uto-
pian harmonies is alluring indeed. The
only problem with imitations, even a
good Police one, is that it's still an
imitation

Karla DeVito — /s This a Cool World or
What? (Epic) Is this a fun album or what?
Ex-Orchestra Luna, ex-Meat Loaf, and
currently the love interest in the B'way
Pirates of Penzance spectacle, DeVito
belts out the twelve songs here — some
her own work — like all three Shan-
gri'Las rolled into one against a bright
neo-Loaf backdrop minus the Great
Fatsby's overblown theatrics. The cov-
ers of the Grass Roots' “Midnight Con-
fessions” and Randy Newman's “Just
One Smile" are a pleasant surprise, but
a moratorium is hereby called on John

By David Fricke

John Entwistie

Fogerty's "Almost Saturday Night.”

Nils Lofgren — Night Fades Away
(Backstreet/MCA) Not so much a Nils
Lofgren album as producer Jeff Baxter's
idea of whata Nils Lofgren album should
sound like if it's going to sell. Which
means heavy on the homogenized ses-
sion back-up and light on Nils' own flick-
knife guitar, with the guest of honor
singing like a fish out of water. “Night
Fades Away,” "Ancient History" and the
raucous “Dirty Money” are hardly the
worst songs he's ever written, but you'd
never know it from the sound of this.
Human Sexual Response — /n a
Roman Mood ¢Passport) With a four-
piece vocal section that wails like the
Jefferson Airplane after the holocaust
ana a guitar-bass-drums backfield kick-
ing like Gang of Zeppelin, HSR play for
keeps on their second LP. More adven-
turcus, less cutesy material (“Andy
Fell"'s dark Banshees-like pop, the PiL-
headbanger “Public Alley 909") and the
gritty production of Mike Thorne (Shirts,
Wire, Cale) make all the difference
Besides, how can you resist their resur-
rection of the Balloon Farm's “A Ques-
tion of Temperature?”
Billy Squier — Don’t Say No (Capitol)
Competent, oft-tuneful, but generally
unremarkable hard-rock descended
from the House of Zeppelin. Small
wonder it's all over AOR radio.
Sheena and the Rokkets (A & M) From
the land of the rising Plastics comes this
latest Japanese import, an '81 top 40
compact with new wave lines. Unfortu-
nately, it runs like an Edsel. Sheena
sings like she's got some terminal flu,
the songs are strictly Archiesville, the
Rokkets play like tinker toys. Sayonara.
Ronnle Wood — 7234 (Columbia) Or
“Dytan gets Stoned.” it's notenough that
continued on page 116
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be equal. Other pieces are post-
Braxtonian or vamp-based and modal.
It's good, but, knowing what Clayton can
do, | had higher expectations.

Steve Lacy is one of the few (only?)
musicians to make European expatria-
tion more than a mere holding pattern.
Lacy's Paris band, with his wife Irene
Aebi on cello and voice, altoist Steve
Potts and a fine rhythm section, is one of
the best of his career. Got two Lacy
albums here, first being Steve Lacy/
Brion Gysin Songs (hat ART 1985/86).
Gysin is Wm. Burrough's fellow cutup
and has written some post-hip daggerel
("Oh I'm a baboon, I'm a blue baboon,
I'm a true baboon, I'm one helluva hulla-
baloo baboon”) to which Lacy has set
music. It's a pretty funny record and like
most of Lacy’s music it sounds as if it
had been beaten up and been sieeping
in the street. Good Lacy, good Potts,
some eye-opening piano from Bobby

Few, and although it's become some
people's favorite Lacy album | find
myself preferring Steve Lacy/Steve
Potts Tips (hat Hut 1R20), featuring only
Lacy's soprano, Potts’ alto, and Irene
Aebi singing the notebook maxims of
cubist painter Georges Braque. Great
project. The maxims are fine for any
artist or human, and Lacy’s band has
always turned on the contrast between
his own obliquity and Potts’ passion.
Here, that's all there is and it works like a
charm.

There's another unusual vocal setting
on Robert Ashley’s Perfect Lives (Pri-
vate Parts). The Bar (Lovely Music
4904), but the voice talks rather than
sings. It's a long, funny, mostly conver-
sational poem written over minimal bar-
room piano, Ashley's voice is droll and
dry; | like the poem and the piano but
have not yet felt like listening to the
whole thing through in one sitting. Still

Stay tuned.
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it's kind of fun. Roscoe Mitchell has been
the most important experimentalist in
jazz forthe last dozen years, and | gener-
ally perk up when one of his albums
comes along. Tom Buckner/Gerald
Oshita/Roscoe Mitchell, New Music
for Woodwinds and Voice (1750 Arch
1785) features one side of Oshita com-
positions, one of Mitchel!’s. | think Oshi-
ta's pieces come off better and it's
because of the prominence Mitchellhas
given here to Tom Buckner’s voice. He
sings long notes in a clear, pure tone
and sounds totally artificial; listening to
him has clarified for me how very difficult
it is to write effective new music for
voice. The voice has so many custom-
ary uses that when you want it to do
something odd, your music had better
have some pretty compelling internal
reasons for doing so, or you will sound
silly faster than you will on an instru-
ment. Sounds good, might even be true
Now, if we only had an album from
Jeanne Lee, the Sarah Vaughan of the
avant-garde. ..

Following in the non-tradition of Mit-
chell is reedman Ned Rothenberg,
whose solo Trials of the Argo (Lumina
001) actually introduces a range of sax-
ophone sounds Mitchell and Braxton
haven't gotten to yet. “Trials" is a long
piece that uses overdubs and is filled
with sounds you would not think could
come from a reed instrument: percus-
sion in a rain forest, a chorus of tiny
whales, a didjeridoo. The piece seemsa
lesser version of George Lewis' "'Imagi-
nary Suite,” and at first | thought it was
more of a technical than a musical
achievement. Alisten to “Continuo After
the Inuit,” the solo alto piece that makes
up the rest of the album, changed my
mind. Rothenberg is an exceptionally
gifted young musician working on the
extreme fringe, destined for no great
popularity probably, but likely to keep
some of us awake nights

And now for something completely
different. Nangape by Yaya Diallo
(onZou 001), a lovely album whose point
I managed to miss completely last
month. Diallo is an obviously fine African
balafonist and drummer whois joined on
the album only by a young flutist named
Sylvain Leroux. At first | was bothered by
the rigor of the overdubs — Diallo plays
a number of parts on each cut, layering
drums and balafon to approximate a
group — because the time didn't seem
to have the give and take of an ensem-
ble. Must have my ears fixed someday
Diallo is from Mali, and since the album
has much of the sound magic of Chico
Freeman’s "Kings of Mali,” | can only
assume that Chico was really listening.
Available, like most things, from NMDS.
Erratum: Among the typos in last
month's column, the following sentence
was omitted from the Jarrett review: " ‘The
Moth and the Flame' is one of Jarrett's
most unalloyed successes for solo piano.”
It makes more sense that way and credit
where credit is due. [
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Anderson from pg. 33

unpredictably winding solos, which reel
out, drop below one's consciously
reacting surface, then are pulled taut,
hook and hold.

"I've thought about that word, radical,”
he reconsiders. "It can be reinterpreted
in too many different ways. At this late
stage in my life, I'm still just as enthusi-
astic about my music as | ever was. But
I'm looking at things now in a somewhat
different way."”

Fripp from pg. 48

the staff collecting tickets from the
concert-goers put a proportion of the
tickets in their back pocket, which were
shared out between the promoter and
them. And then the promoter could quite
justifiably say that ticket receipts were
low. But any promoter in ltaly, even with
good political connections, accepted

liability for damage at venues. If King
Crimson didn't play that night in Rome, it
was a reasonable guess that 15,000
rock fans wouid rearrange the architec-
ture. Remember that Big P had forked
out for the glass wall the night before
and that this was a time of changing
political sensibilities in the youth culture
of Europe. So he had no alternative but
to tell the ticket takers that the fiddle was
off, and this he did in a dressing room
which inadvertently John Wetton walked
into. John told us that he realised some-
thing was going on when a lot of shout-
ing froze into embarrassed silence as he
walked in. So he turned round and
walked straight out.

The performance itself went quite
well. | can remember it: we battered the
crowd with sound for forty minutes to
make enough room for ten minutes of
experimenting. Then as attention wan-

sireel - B — State B cy —
e CAMBER.CYMBAL
101 Horton Ave., Lynbrook, N.Y. 11563
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dered we built up another level of
pounding for twenty or thirty minutes, so
a pulped crowd would feel it had its
money'’s value and go home happy. And
then come back next time. Like football.
We even got a standing ovation for a
second encore. This took us by surprise,
as we were changing. We only learnt
about it because the small contingent of
police, who we recognised because
they were the only ones behind the
stage with machine guns, sent a mes-
sage to us pleading with us to play a
second encore. They had the job of
keeping the peace, and, outnumbered
by maybe six hundred to one, peaceful
remonstrance wouldn't have worked
and machine gunning a token number of
the audience might not have worked
either. (A proportion of whom were pul-
ling out the power cables as a prelude to
architectural rearrangement.) The
promoter seemed relaxed at the pros-
pect of the damage bill: he had begn
screwing a 13-year-old teeny bimbi on
our dressing room table while we were
on stage. Naturally, we were very happy
to do a second encore. We decided to
play “Cat Food.”

As we walked on stage the angry
crowd became very happy and they
cheered. Meanwhile, as | walked on
stage a young man followed me into an
area closed to the public. He was
friendly, his movements slow, and a
strange smile balanced on his mouth; he
was seeing vistas beyond the normal.
Since this was a restricted zone the
promoter's muscular, sharply dressed
right-hand man, the one who carried a
gun, hit the happy hippy, whose blood
reached the stage before he did. The
happy crowd of 15000 became very
angry at the sight of one of them being
roughly treated and our only hope was to
play, trusting the power of music to bring
order. Bill gave us a rapid count of four,
but the only sound to emerge from King
Crimson in the Palais at that moment
was Bill hitting his kit, acoustically: the
crowd had pulled out the power cables.
We had no amplification and no P.A. So
we stopped and stood in front of 15,000
angry people, a bleeding hippy, nervous
police with machine guns, distressed
ticket takers, a furious but mellow Big P
and a 13-year-old teeny bimbi who |
never met to ask her reaction to events.
And we stood. This was the moment that
| lost hope. Of course, the road team
managed to run down the cables and
eventually the power came on and we
played "“Cat Food." It even went down
well, and we got paid our full percentage.
Except, at that time, Italy had stringent
currency restrictions and it was quite
impossible, and illegal, to take lira of any
amount out of the country. And a group
of King Crimson's prestige and standing
would never fly out of ltaly with the entire
proceeds of an Italian tour in their shoes.
In high denomination bills

A few months later King Crimson
“ceased to exist" and | began totalk a lot
about small, mobile and intelligent units.

........ to be continued.
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Rock Shorts from pg. 108

the Rolling Stones have just given us
their best album in years. Now Keef-a-
like Ron Wood goes and makes the best
Dylan album in years, a shot of gin-
soaked British rock 'n’ blues played by
famous friends and topped by Woody's
remarkably familiar nasally whine. Yes,
Bob, they do make albums like you used
to. It's as easy as 1234.

Blue Oyster Cult — Fire of Unknown
Origin (Columbia) Where once their
heavy metal ieft you black and blue,
recent records find the Cult lacing more
commercial tunes with melodramatic
dread and an overdose of Dr. Shock
keyboards. As compromises go, thisisa
much better bet than their next-to-last
album Mirrors, and with “Burnin’ For
You" Buck Dharma has finally come up
with a worthy successor to “(Don't Fear)
the Reaper.”

Arthur Lee (Rhino) No love lost here. |
Do Wonder" captures some of that old
Da Capo magic, "Happy You'" is upbeat
Hendrixana, and the HM overhaul of “7
& 7 Is" — though no patch on the origi-
nal — certainly beats Alice Cooper's
recent interpretation. But most of the
album sounds like incomplete demos
and his reading of Jimmy Cliff's “Many
Rivers to Cross" is a disaster.

Rodney Crowell (Warner Bros.) Has
this ol' Hot Band boy made a bad aibum
yet? Ace tunes, crack rock’'n'roll with a
Confederate twang, and just enough
Nashville schmaltz to sweeten the pot.
The John Hall Band — A//of the Above
(Capitol) What's wrong with this album?
It's got slick AM production, eminently
sellable material, soaring Eagles harmo-
nies, and just enough guitar solos to
keep the axe freaks happy. What's
wrong? All of the above. It just sounds
like Orleans gone Hollywood.

Meat Loat — Dead Ringer (Cleveland
International) Absence has not made
this heart grow fonder. The Round
Mound of Sound is back in full bull ele-
phant voice, but Jim Steinman is capa-
ble of writing only one kind of song —
and he does it over and over and over
again — while the epic scope of Todd
Rundgren’s production on Bat Out of
Hell has been reduced here to almost
monaural monotony. Warning: Mr. Loaf's
duet with Cher on the Mitch Ryder cop
"Dead Ringer for Love' could be bad for
your health. You may die laughing. P.S.
The fact that this album is actually sel-
ling is strictly a Pavlovian response.
The Raincoats — Odyshape (Rough
Trade) Charming, confounding, chal-
lenging chamber punk from one of Bri-
tain's most underacclaimed bands. The
all-female Raincoats (assisted on occa-
sion here by Robert Wyatt and ex-PiL
percussionist Richard Dudanski) share
the Slits’ affinity for tribal earthbeats but
use them atmospherically to under-
score the fragile oblique melodicism of
their songs and exotic application of
cello and rhythm instruments. The ody-
shape of things to come. [
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Books from pg. 21

sissippi). A group of critical essays
about the king of rock 'n' roll, etc Some-
times the authors' fixation on Presley as
a Southerner, to the exclusion of more
widespread views, can be maddening.
But Linda Ray Pratt’'s “Elvis, or the Iro-
nies of a Southern Identity” more than
makes up for that, and the two essays
which zero in on Elvis as a musical entity
(Charles Wolfe's “Presley and the Gos-
pel Tradition” and Richard Middleton’s
“All Shook Up? Innovation and Conti-
nuity in Elvis Presley’'s Vocal Style”)
cover long neglected and utterly funda-
mental aspects of his style. A little aca-
demic, of course, but whatisn't? B plus.

Beginning to See the Light, by Ellen
Willis (Knopf). Willis has the capacity to
convince you that Christgau isn't an
absolutist ideologue and I've never
trusted her unreconstructed hippie uto-
pianism. Her concerns here are more
wide ranging than rock, which occupies
less than a quarter of the text. But while |
may think that her demonizing of mar-
riage and monogamy is stupid, | know
that what Willis has to say about Dylan,
Presley and Creedence (if not the Who)
is important, and not because she’s the
“only important female rock critic,” but
just because she's an important rock
critic. The fact that she is the best femi-
nist rock critic — or maybe just the best
feminist critic of anything — is
exemplified by her writing on Janis
Joplin, ordinarily not my cup of tea. This
IS strong stuff, even though much of it
made more sense as ad hoc journalism. B.

All About Elvis, by Fred L. Worth and
Steve D. Tamerius (Bantam). This is so
far superior to every other Elvis trivia
volume that it's easy to forget that it was
compiled by ftrivialists. That is, while |
love having a listing of every song Elvis
recorded, with its composers and
recording history by the King and others,
| would love it a lot more if the compos-
ers were indexed, too. And while | liked
knowing the date and place where Elvis
bought his first guitar, | wish the informa-
tion were listed under “first guitar"
instead of the name of the shopkeeper
who sold it, so | could find the fact again
when | need it. Cplus. @

Go-Go’'s from pg. 24

Butler's affection for Stax-Volt R&B.
The songs are sooner talky than
melodic — "I decided it'd be best to
spew the words as opposed to cram-
ming them into the melody" — but the
record is as accessible as the sing-
song-y "I Know What Boys Like" would
lead you to expect.

Butler says David Byrne's work was
part of his inspiration in turning to chal-
lenging themes. "He's amazing — he
makes the songs so great and fresh by
being so simple.” He knows he’'s in risky
terrain: “it'd be really awful to imply |
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know everything about women. I'mtrying
to solve these mysteries.” But he
doesn't plan to change course in writing
for the next album. “It's 1981, and things
are tough. The response we see a lot, in
films and music, is escapism. i'm not
real hopeful that there’'s going to be
much soul-searching. This new roman-
tic thing sounds to me like a revival of
five-year-old disco with a new wave
veneer. I'm afraid that music that's non-
fantasy, non-escapist and confronta-
tional is gonna be minority music.”

So he takes his inspiration from
moments like seeing the Au Pairs play a
Communist festival in Copenhagen.
Meanwhile, however, he does want as
much of an audience as he can muster.
“Hey, it's still just a rock 'n’roll band. We
get up there and slam it out. You can't
forget that it's entertainment, whatever
the message. The Waitresses have tried
like hell to walk that line.” (04

Africa from pg. 39

seriously wonderful record. What the Sir
Douglas Quintet would sound like if they
were South African: loose, bluesy
vocals; rolling organ; chunky guitar.

Bob Ohiri & HIis Uhuru Sounds
(Ashiko Records 001). A Nigerian band,
now living and recording in London,
Ohiri & His Uhurus sound like a cross
between the Beat and the best reggae
band in the world. It's not really reggae,
but it has that natural dance to it: the
staggered bass and drum pattern; the
lunatic guitars, darting in and around the
beat like small flying creatures, never
quite landing; the saxophone riding
behind the cymbals; the chanting voi-
ces, natural as breath.

Kakraba Lobi Xy/ophone Player from
Ghana (Tangent 130). Lobi, supported
by master drummer Mustapha Tettey
Addy (who has two fine albums of his
own available), comes off as the Slim
Harpo of xylophonists — sly, punchy
and immaculately soulful.

Aihaji Bai Konte — Kora Melodies
from the Republic of the Gambia, West
Africa (Rounder 5001). A lilting album of
voice and kora (a twenty-one stringed
gourd-shaped instrument, somewhat
like an oud), Konte is a delicate player
with a light but sure touch, reminiscent
of both Hamza EI Din's oud playing and
Paco De Lucia's flamenco guitar style.
This is a casual, attractive album; the
playing is occasionally overly busy, but
there is a warmth and a sense of spirit
and place that come through regard-
less. “Alhaji,” by the way, is a title given
to anyone who has made a pilgrimage to
Mecca, putting Bai Konte's name firmly
in the grand tradition of Philly Joe Jones
and Miami Steve.

Edikanfo — The Pace Setters (Edi-
tions E.G. 112). After reading about Brian
Eno's interest in African music, Edikan-
fo's manager, Faisal Helwani, invited
Eno to come to Ghana and help produce
his band. The result is a record that is

beautiful-sounding, pristinely produced
and more than a little puzzling. Edikanfo
is a tight eight piece unit that, with their
emphasis on horns and percussion,
sounds like a good, if somewhat face-
less, Afro-Cuban-American dance
band, the kind of group you might expect
to hear playing at a Holiday Innin Accra.
The record is riddled with a sense of
discipline and work, a need to get things
right. | miss the playfulness that seems
part and parcel of most African pop.

Burundl — Music From The Heart of
Africa (Nonesuch 72057) The Soul Of
Mbira — Traditions of the Shona People
of Rhodesia (Nonesuch 72054) Shona
Mbira Music — (Nonesuch 72077).
These are among the best of the many
Nonesuch albums of African music. The
Burundi atbum is beautifully recorded
and has a strange, wistful quality about it
— less martial and assertive than most
of the field recordings I've heard. In the
interplay between flutes and drums and
voices, the music sounds almost Java-
nese, filled with the constant sense of
both remembering and forgetting.

The mbira (sometimes called a
kalimba) is a thumb piano with a raspy
sound, rich in overtones, often creating
the same impression as a gamelan
orchestra. The mbira albums, featuring
mbira solos and duets with occasional
vocal and percussion accompaniment,
feature some of the most delicate and
meditative African music on record.

Assalam Aleikoum Africa: Voiume|
— Progressive & Popular Music of West
Africa (Antilles 7032) Volume I — Tra-
ditional & Modern Folk Music of West
Africa (Antilles 7033). An amazingly
successful sampling of music from the
lvory Coast, taken from the singles
catalog of the Societé Ivorienne du
Disque. It's incredible to hear the overt
influence of Jimi Hendrix, Miles Davis,
John Coltrane and Stevie Wonder onthe
musicians of Volume |. Francis Kingsley,
whose “Assalam Aleikoum Africa,” and
“Live in Peace” are standouts, lists Tom
Waits as one of his main influences, and
Martial Droubly’s “You Dji N'indje”
("The Suffering Child") could easily fit
onto an African edition of Blonde on
Blonde. There is a strange psychedelic
feeling in much of this music, a sense of
spirit and adventure that overcomes the
limitations of some of the musicians: the
horns go sour, the bass players are fre-
quently leaden, and it doesn’'t matter.

The album of more “traditional” music
(which nonetheless embraces electric
guitars, sax, etc.— is less startling, but
much of it actually swings more and lets
loose with more raw power, and what
they call "traditional” sounds like poly-
rhythmic James Brown to me (for my
money, Moussa Doubia's "Yeye Mousso”
is the best James Brown single since "
Got You"). Then again, traditional Amer-
ican music may be Doc Watson, but tra-
ditional African music is closer to Bo
Diddley. [
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STUDIO FUTURE SHOCK

Two technologies which have come of age together, digital and
video, will be the ultimate architects of the studio of the future.
Tape, mixing boards and even records themselves will become a
thing of the past. With digital, engineers will be able to work
out of living room environments using a computer keyboard to

produce, adjust and memorize all sound levels and mixing
functions utilizing an unlimited number of tracks.

By Jim McCullaugh

hange is an inevitable element in

the modern industrial experience,

as we have all numbly come to
accept. Change itself, however, has
begun to change: technological accel-
eration has brought an exciting and
even frightening pace to every area of
applied science, especially to the pro-
fessional recording community. For the
tast twenty years, the industry has been
perfecting the art of recording informa-
tion on magnetic tape, known as analog
recording. Now suddenly, a radically dif-
ferent and demonstrably superior
method of recording, the conversion of
sound to computer language for perfect
storing and reproduction, has burst
upon the scene. This system is called
digital. Between the conversion to digital
and the confluence of video, the next ten
years will make even the most hardened
veterans of future shock blink.

The sleeping giant of digital was first
taken into present studios as a menial, a
mere mixing tool. Solid-state memory
systems could store any mix including
equalization, panning, filters, compres-
sion, limiting and noise gates. Hours of
busywork were cut by the perfect recail
of a “floppy disc," a soft plastic disc that
could store every trivial setting a nit-
picking bassist or boozed-out heavy
metal singer could demand. This was a
role that digital didn't mind helping with,
but it had other intentions: to eliminate all
the other electronics inthe control room,
especially the tape recorder.

For that floppy little disc had a 45-
sized big brother who was happy to
replace all those clumsy reels and miles
of thick tape. He also brought along a
cousin, the word-processor screen, who
would work cheap. For many producers
in the major N.Y. and L.A. studios, the
change seemed minimal; the mixing
console was the same, only the sound
was more exact, with a certain hard
steeliness.

Digital recording machines did not, of
course, drop from the sky all at once, but
it did in fact drop from the sky; much of
its early research was done by NASA in
the 60s. Trying to transmit data and
communications from the earth to vehi-
cles in space with the least possible
interference, NASA engineers devised a

122

o / 5'*{”
P rh s, ERp S hirk i .91'

AR

“Captain, I'm getting a curious reading on my scanners. The limiters on the drums are
tailing and secondary compression on the vocalist is dangerously high.” “Set phasers on
band bass, Mr. Sulu, and increase screen range.”

system that had virtually no loss in sig-
nal. Having myself heard "A-B" com-
parisons of analog and digital record-
ings of the same material, | can say that
the presence of the digital, the lack of
minute inefficiency. is immediately
apparent. The sound is right there. The
attack time of the digital recordings is
perceptibly lower and the clarity more
distinct. There is also a broader dynamic
range, which is leading speaker com-
panies to develop monitors that will do
justice to it.

The immediate effect of the digital
invasion may have seemed minimal, but
its implications were anything but: the
console, effects, equalization, limiting,
and other familiar furniture of the control
room were in fact dinosaurs, much like
the DC-3, the Model T and, yes, the
traditional analog plastic record album.
Once the digital process had started, it
would head toward only one logical con-
clusion: all that is ultimately needed to
control a complete digital system is a
keyboard and a screen.

Chris Stone, founder/owner of the
L.A. Record Plant describes the
stripped-down essentials of the future

control room as “a living room with a
typewriter.” He waxes enthusiastic
about his future ability to control the pre-
cise nuance of each musician's sound
as more and more solid-state memory
circuits, “bubble memories,” are pro-
grammed into the computer: “In
essence, a producer will be sitting there
giving a computer commands; he'll be
operating with an unlimited number of
recording tracks and an unlimited var-
iety of sounds. He will be able to call up
the exact echo of Carnegie Hall, for
example, or the L.A. Forum."

Since there is so little loss in a digital
system, there emerges the possibility of
an audience making direct contact with
the performer, an unbroken chain from a
singer to a digital mic through a digital
board onto a digital disc copied onto a
digital videodisc or broadcast over a
digital satellite network to digital audio-
visual receivers in millions of living
rooms. Chris Stone says, “The equip-
ment has got to go in the digital direc-
tion, right down to a digital microphone.
Everything will be in a computer.
Records will be distributed by satellite.
The physical characteristics of record-






ing are what will change the most
because of satellites, computers and
bubble memory."”

Giorgio Moroder, Donna Summers’
producer and owner of Musicland, views
the digital revolution with optimism: “The
engineer will probably have less to do.
All the mixdowns will be digital and auto-
mated. Studios for audio only won't be
that large since so much will be done
with overdubs. Right now, it can take
quite a bit of time to do digital editing, but
later on it will take less. Since so many
instruments like bass and synthesizer
go directly into the console, studio con-
trol rooms won't require acoustics.”
Indeed, plastics have already shattered
the conventional rules about using only
wood and rock for acoustic clarity

Into all the visionary prophecy stepsa
familiar demon: techno-confusion. No

matter how miraculous a technology is
in isolation, it must enter the world, and
such factors as simple economics and
complex human superstitions come into
play. Consider first the price of a digital
machine: $180,000, more than triple the
price of a good analog multi-track unit.
Most of the digital studios now rent their
equipment from one or two companies.
The only manufacturers are in Japan:
Sony, Mitsubishi and 3M. There are
standardization problems between the
three different models; why should a
business buy a machine now when they
can wait a little while for the smoke to
clear and one version to become stand-
ard? Echoes of the quadraphonic deba-
cle permeate the industry; no one wants
to be left out on a limb. Moreover, the
new equipment is cranky; breakdowns,
expensive and potentially lethal to a

The past is played out.
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FREE CASIO CA-90
CALCULATOR/GAME WATCH
From Nov. 1 through Jan. 31, your
participating Crumar dealer is
giving away America’s most popu-
lar watch, the Casio CA-90, FREE,
with the purchase of a Crumar
Roady, Performer or Toccata. See
your Crumar dealer for full details.
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sounds for a super musical
mix.

The past is played out. Get
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Distributed by:

Music Technology, Inc.
105 Fifth Avenue
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N.Y. 11040 » (516) 747-7890

session's energy, continue to plague
digital recording.

Of equal complication is the humanist
backlash. One of the darkest suspicions
many technophobes have is ground-
less: no amount of computer technology
can replace the actual musician (there-
fore insuring a certain amount of inher-
ent chaos in the studio of the future).
Digital companies are now very nervous
about musicians’ fears of becoming
obsolete, especially drum machine
manufacturers. More effective argu-
ments have been leveled against digital.
If the options and effects become too
flexible, if there are too many choices,
the whole point of the music can
become lost. Some feel that slides and
pan controls offer a human element that
punching instructions on a keyboard
could never replace. Others say the
sound is “cold, heartless.” Since the
cost is so high, anti-digitalists argue,
control can only be in the hands of large
corporations, further stifling creativity.
Pioneer direct-disc producer Doug Sax,
owner of Sheffield Labs, has led the
opposition, founding Musicians Against
Digital, or M.A.D. Clearly these factors
will slow the onrush of innovation, mak-
ing the complete transition to digital a
non-immediate proposition.

Alvin Toffler, author of Future Shock
and The Third Wave, sees these prob-
lems as merely transitional: "l think it's
only a matter of time, no matter what the
economic problems look like at the
moment, before digitally recorded discs
have a deep impact as a business and
education tool; it's interactive and you'll
be able to build your own system. Now
everybody in the industry will say that is
not likely because it's expensive. But
someone will find a backdoor way of
doing it. My hunch, longterm, is that the
disc, hooked to a computer, will be used
for a million things we never thought of.

“What happens is that you get a new
technology and everybody gets excited
and then nothing happens for ten or
twenty years. People think it's gone
away or never going to work. But then
some newer technological break-
through occurs and the two converge.
Then, bang, it's there.”

If there is a second technology that
will join with digital to transform the
recording studio, it is clearly video.
Egged on partly by the wide open cable
and videodisc possibilities, many stu-
dios are joining the process at the
outset. Future recording studios will be
large soundstages, capable of video-
taping live performances and offering
every sound variation imaginable.

Chris Stone says,"Audio will adapt to
visual, visual will not adapt to audio. A
studio will become more like a post-
production house in that the sound will
be done on location and fixed after-
wards. You'll see a recording studio size
that is larger than normal because it

continued on next page



Introducing
the audio processor that remembers.

'« Super Prime Time

The first Microprocessor-based special effects cevice.
It has non-volatile memory storage for special effects . . .
recalls them on command . . . in the studio or on stage.
Now, with Lexicon's Super Prime Time digital delay — the
first programmable, microprocessor-based audio processor —
you can create . . .store...and recall the desired
effects for any given piece of music, ' as well as have a
frequency response of 20 Hz to 20kHz at all delay settings.
There's never been an audio processor like it.
For the performer, Super Prime Time opens a whole new
world of virtually unlimited musical enhancements. This
remarkable system stores 8 factory preset programs and
32 user programs of effects . . . recallable at any time.
i Programs may be off-loaded to audio tapes or cassettes
providing untimited off-line storage.
Super Prime Time. The first microprocessorsbased delay . . .
the audio processor that remembers.
Write for full details today.
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Studio from previous page
makes good sense to do the audio and
the video in the same place.

“That bodes well for the mobile
recording industry, because if you're
going to do a production on a big sound-
stage, there will be a need for mobile
recording. The question will become,
‘Do we want to do it on a set or do we
want to go on location?' The artist and
producer now will not only have to learn
about computers, but they will have to
learn how to make movies. Of course, it
will be a rather expensive transition. All
the visual arts are totally union, and all
audio employees will become union. It's
a question of when, not if.”

Kent Duncan, helmsman of Kendun
Recording and Sierra Audio, a studio
designing/building firm, sees different
requirements for future studios: ‘Today
in video you might have as many as five
operators, including client and producer,
whereas two are sufficient for audio.
Proper design for both dictates a larger
room with a longer monitor throw and a
brighter decay time. The video client
wants a living room atmosphere at the
back of the room where he can simulate
the typical home viewing environment.
We are starting to see a trade-off from a
design point of view."”

“One of the things I'm looking forward
to," says Murray Allen, president of Uni-
versal Recording in Chicago, “is the dig-

ital film in the theatre that is equipped for
digital sound. That's going to blow
everyone out of the box.” He sees the
ownership and purpose of new studios
changing further away from simply mus-
ical concerns: “The people who own
recording studios will not be independ-
ents; they will be blue chip companies,
such as entertainment conglomerates.
There's going to be a great deal of use
for studios besides recording and enter-
tainment work. A lot of educational and
industrial work will go on. There wili still
be music, but not quite in the same
direction.”

Alvin Toffler thinks that the larger
questions are of far more interest than
the impressive special effects. “The
trick is that the storing of images has
now been learned, it's just not going to
be a big deal anymore. My hunch is a
shift to smaller live concerts and maybe
combinations of live and non-live
events. You might use a videodisc, for
example, to project the rest of the group.
A five-member group can performin five
different places with four canned
members and one live one. Let's take it
one step further into the home. Let's say
| am watching a Rolling Stones concert.
They are singing a particular song. But
there's another group that sings the
same song. Now maybe I'd like to hear
their lead singer with the Stones, not
Mick Jagger. | am going to be able to

select Jagger out and create my own
group, my own concoction.

“Qur homes will all have earth dish
antennae the size of grapefruits. But
when everyone and everything seem-
ingly is plugged into everyone and
everything eise, then some questions
are raised. What is it doing to the air, for
example, how many frequencies are we
using up and how many belong to the
rest of the human race? What'll happen
when we get all those satellites parked
up there? You have these fascinating
problems of computer data flow. Money
is electronic, it's not paper any more.
What does that doto national economies?

“The biggest question | have is
whether the existing sources of pro-
gramming, minds who have been
formed by the second wave, are the peo-
ple who can successfully produce for
the third wave. If | look at cable now,
frenetically trying to duplicate the net-
works of years ago in their choice of
programming and operation, then | am
not sure those are the people who are
going to be able to read the culture
successfully.”

No matter how all these questions are
resolved, the sleeping giant of digital
technology is among us and is sleeping
no longer. With digital's marriage to
video, the recording studio as we know it
will surely change forever, if not neces-
sarily for oetter. [}
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why settle for less. . .|

when you can
afford
Number One?

New PE1 and PE2
Series Microphones

Whether you are just breaking into the busiress or an
up-and-comer, you have enough problems without
taking chances on a microphone that's not the nest.
Go with the leader—Shure.

Look around. When it comes tc live entertainment,
superstars, as well as those who want to be
superstars, insist on Shure. That's because there are
no retakes when you perform live. You not cnly need a
microphone that sounds good, you need one that has
the built-in ruggedness and reliability to stand up to
constant on-the-road punishment.

Professionals fike Mick Jagger. Rod Stewar:, lan
Anderson, Dionne Warwick, Crystal Gayle. Eodie
Fabbitt, Paul An«a, and Conway Twitty-—to name just
a few—put their reputation on th2 line every time they
perform. That's why they insist on Shure.

Introducing the new affordable PE1and PE2 Series

And here s the best part. Being best doesn’'t mean
being the most expensive. Shure has just introduced

an affordable new series of professional entertainment

microphones that not only provide the famous Shure

sound, but also feature many state-of-the-art advances
included on our more expensive studio microphores.
The new PE1 and PE2 Series feature our exclusive
brown SUEDECOAT™ finish, recessed on-off switches
and models with tone-shaping options. In additior,
there are models available with and without cable and
the PE1-SP and PE2-SP (Super Pro™) models are
available with a new special CA95P cable which
has a built-in impedance-matching transformer at the
amplifier end for high-impedance inputs.
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See your local Shure dealer for a demonstration of the new FE1 and
PEZ Series. or write us at the address below and ask for AL666.

_The Sound of the Professionals”
LI SHURE

Shwre Bropnans \nc., 222 martrey A, Evanaton. il 60204
In Canatia A C Setenonds & Sons Lamitiee

Manutaciurer of lian it ypcomonrants. Mmiciophones, Ioucspeakars. solfid systens and alshod crrttlitry



Kaman Performers Electronic
Bass Strings are made from a
specially developed material
called chrome steel and employs
a revolutionary coating system
called Kamflon. This shiny,
black, teflon based coating is a
permanent, baked on finish that
eliminates the ‘'sore fingers"
common to bass players using
round wound strings and virtually
eliminates unwanted finger noise.
Kaman Musical Strings, 1330
Blue Hills Ave, Bloomfield, CT
06002.

Ibanez is pleased to introduce
the UE405 Multi-Effects unit, a
rack mount unit complete with
remote switching and the exclu-
sive Insta-Patch system. The
UEA405 contains 4 studio quality
effects: Compressor/Limiter,
Stereo Chorus, Parametric EQ
and Analog Delay; plus an
external effects loop which is
treated as a 5th effect. The
patching sequence of the effects
can instantly be changed with
the 5-position Insta-Patch selec-
tor switches. Remote FET switch-
-ing controls individua! effects and
the master in/out. LEDs indicate
the status of the UE405. The unit
is AC powered and all effects
operate from a regulated DC
supply. Ibanez, Box 469, Bensalem
, PA 19020.
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C.F. Martin has Introduced a
new grand auditorium size guitar,
the MC-28 cutaway. Previewed
at the 1981 NAMM Expo in Chi-
cago, the MC-28 is the newest
member of the famous "28" style
of Martin instruments. The MC-28
features rosewood back and
sides, ebony fingerboard and
bridge, and a solid spruce top. An
oval soundhole aceommodates
the top bracing pattern presently
found on Martin grand auditorium
size instruments. With a Venetian
cutaway 20 of the 22 frets are
readily accessible The C.F. Mar-
tin Organisation, 510 Sycamore
Street, Nazareth, PA 18064.

Sequentlal Circuits introduces
the Model 500 PRO-FX, designed
to consolidate all signal processing
and mixing effects into one
package, and give instant control
over sound changes while
playing. All operating modes of
the PRO-FX are directed by the
system controller. The desired
program is entered on eight
Program Select switches and
appears on the LED display. The
mode switches initiate record or
preset, and the memory switches
load the non-volatile program
memory to or from a tape deck
(cassette or reel-to-reel). The
allocation controls are used to
configure the program memory
to the system's current module
arrangement. The first 500 series
modules available will include
several of the most popular
effects devices, such as the 510
Phase Shifter, the 512 Distortion
Sustainer, the 514 Mixer, the 516
Parametric Equalizer and the 518
Reverb. Sequential Circuits Inc.
3051 North First Street, San Jose,
CA 95134

Aria has introduced a new CS
series 6-string electric guitar and
a CSB series bass guitar priced
from under $300. The CS250,

Tne Gulld Accupitch 440, an
extremely versatile tuner and
tone generator, has a special
microcomputer which can tune
to within 1/100 of a semitone. it
can be used acousttcaily with a
built-in condenser mic, or elec-
tronically with its input recep-
tacle. As a tone generator,
connected to any amplifier, it pro-
duces a perfect “A-440" as well
as the 6 tones of a guitar's open
strings, can accommodate basses,
banjos, violins and other stringed
instruments and provides a refer-
ence tone for groups or ensem-
bles. The Accupitch 440 can
also be used “in-line,” con-
nected to both instrument and
amplifier. Guild, Box 203, Elizabeth,
NJ 07207.
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The Roland CR-8000 updates
Roland's CR78 CompuRhythm, a
live performance oriented rhythm
unit with 24 preset rhythms
which can be altered or customized
as desired. The CR-8000 allows
for independent Level Mixing,
Accenting and features an
Intro/Fill-In section that allows
any of 8 different fills to be
inserted manually, by remote
pedal or automatically by multiple
measure. Also, there is a user-
programmable section with 8
rhythms and 4 fills which can be
cross-mixed with preset rhythms
for even more creative combina-
tions. Quiet applause for Roland,
as they upgraded the product
and left the same price tag.
Roland, 2401 Saybrook Ave, Los
Angeles, CA 90040.

GHS Strings has added Super
Steels electric guiter and bass
strings to its product line. Super
Steels are made of a special kind
of stainless steel which provides
“The Ultimate in volume and
sustain.” Super Steels guitar
strings are available in three
colorfully packaged sets of rock
gauges: Ultra Light (008-038),
Extra Light (009-042). and Light
(010-046). Super Steels bass
strings are available in three
sets: Light (040-102) balanced
tension; Medium Light (044-102)
traditional gauging; and Regular
(044-106) balanced tension. The
bass strings have a unique
“naked" look because the silk
has been intentionally left off the
bndge end to improve sustain.
GHS Strings, 2813 Wilbur Ave,,
Battle Creek, M| 49015.

which is a 6-string basic standard
model, features Ash body, Maple
neck, Rosewood fingerboard,
Chrome-plated machine heads,
Aria TS bridge, 2 Aria Protomatic-
IV pick-ups, 2 Volume and 2
Tone controls, 1 Coil-tap switch,
1 Phase-reversal switch and 3
position pick-up selector. Aria
Music, 1201 John Reed Ct. City
of Industry, CA 91745.
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Classified

BOOKS

ROCK READ Twisted Kicks by Tom Carson, the
rock novel acclaimed by Dave Marshin MUSICIAN,
Publishers Weekly and the NY Times. $11 95 pius
$1 00 shipping per book Free catalog avaiable
Send check or money order to Rock Read, Dept M,
799 Broadway, NY 10003

ROCK MUSIC BOOKS at DISCOUNT PRICES
Van Halen $9.95. Zeppelin Complete Guitar $7 95,
AC/DC Back in Black $6.95 Pat Benatar $8 95,
Devo Freedom Of Choice $7.95, Grateful Dead An-
thology $13 95, Black Sabbath Shattering Sounds
$7 95,Hendrix Note For Note $5 95 Send check or
money order 50¢ for catalog DISCOUNT MUSIC
WAREHOUSE. PO. Box 212M. Lindenhurst, NY
11757

THE GENESIS BOOK, NOW! Acclaimed by
critics and fans as the bible of a true Genesis fan
GENESIS | KNOW WHAT | LIKE 1s availlable in
deluxe paperback ($16 00) and cioth hardback
($2500) Postage 1s on us! DIY BOOKS, INC
P O Box 2055. Dept M. Hoilywood, CA 90028

INSTRUCTIONS

DJ-NEWSCASTER-TV CAMERAMAN—Sports-
caster-Announcer-Studio Technician Financial aid
and VA benefits American Academy of Broadcast-
ing, 833 Chestnut St, Philadelphia, PA 19107 (215)
922-0605 Call collect

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

WARMING-UP VOCALLY cassette tape Voice-
work at home or on the road Relax your energy,
expand your breathing, increase sensitivity $10°
Voicetapes, Box 10689-M, Chicago. IL 60610

PLAY MUSIC BETTER through understanding
chords as used to create "musical ideas * — Free
information — Music Learning Systems Publishing,
Dept 11M, RD3 Box 142, Olean, NY 14760

/ Love The Piano Great songs made easy to play
for the elementary ptanist Includes 17 songs $3 00
to MUSIC HOUSE. Box 544, Bronx, NY 10467

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 (refundabie on first purchase) Precision Drum
Company, 151 Cahformia Rd, Yorktown Heights, NY
10598.

LEFT-HAND GUITAR SHOP: New, Used & Vin-
tage, complete access Write 6615 Backiick Rd
Springheld, VA 22150 (703) 451-0752

STRINGS, PICKS, PICKUPS at Discount Prices!
We carry only high qualty name brand merchan-
dise. FREE price list. Mail America, P.O. Box 8939,
Balttmore, MD 21222

ELECTRONIC KEYBOARDS! Priced for musi-
clans! For quotes, wnte. DICK SHORT MUSIC,
Keys, 1503 Cedar. South Bend. IN 46617 (219)
287-8221

VINTAGE GUITARS. For sale or trade. Example:
'58 Gibson Flying V., '56 Stratocaster, etc For photos
contact: Ed McDonald. 4811 Steeles Ave, Weston,
Ont MIL 1X2, Canada 1-416-743-7370
1-416-494-2728.

MUSICIANS

MUSICIANS! GET WITH IT!Fed up with waiting
for the right group or right musicians to find you?
Then call us! The music industry's {ar gest source of
Qualhed national talent PROFESSIONAL MUSI-
CIANS' REFERRAL — we are putting more musi-
cians 1n contact with each other than anyone inthe
business. Want to be next? Call 1-612-825-6848 or
toll free 1-800-328-8660 and get things rolling now!

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

MUSICIANS. Find out how the professionals do it!
Roadies Handbook covers all phases of band set-
ups from AC distribution, sound system hookup,
amplifier problems. etc Send $500 to Sound
Unhimited, 57 Brnidge St . Belleville Ng 07109
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MISCELLANEOUS

SATIN PANTS, etc For entertainers, etc Write,
call for catalog SATIN SALES, Dept. 34, 7 South 5th
St, Minneapohis, MN §5402. (612) 333-5045.

ZAPPA/MOTHERS fanzine-collector's guide
Issues 1,2 & 3. $2 00each MOTHER PEOPLE,P O
Box 6374-M. Bridgeport, CT 06606.

PHOTOS & POSTERS

ROCK/COUNTRY COLOR PHOTOSIAC/DC.
Petty, Beach Boys, Bee Gees. Buttett, Cars, Chapin,
Chicago, Cross, Dire Straits, Doobies. Denver.
Eagles, Elton, Engelbert, Foreigner, Heart, Jan
/ Dean, Journey, Kansas, Loggins, Mandrells, Oaks,
REOQ. Rogers, Waylon, others Catalog/Sample $1
Mention favorite SMILE. Box 15293-M, Chesa-
peake, VA 23320.

FRONT ROW & OFFSTAGE

COLOR PHOTOS

Stones Springsteen Dead Bowie Hendrix Zeppelin Clash
Sex Pistols Who (ostello Zappa Kinks Blondie Pretenders
Petty AC DC & 400 other Rock Heavy Metal and Progressive
bands Longestin the photo business largest selechion highest
quality by far Serai $1 tor Sampie Catalog indicate favorite
bandts} for sample photo

PINES PHOTOS LTO., OEPT. MPL
P.O. BOX 1122 MADISON SQ. STA. NEW YORK CITY 10159

SPRINGSTEEN OR TOM PETTY SAMPLE
Beautiful, close color concert photos; Presley, Ron-
stadt, Juice Newton, Diamond, K Rogers Catalog
Sample $1 00. IN CONCERT PHOTOS-MS, Box
1156, Panama City, FL 32401

RECORDS & TAPES

IMPORTED RECORDS Lennon, McCartney,
Rundgren, Springsteen. High Quality Rock, New
Wave, Audiophile Pressings from Japan, Australia,
England, Europe. Mexico, Canada. Large Selection.
Free Catalogue. SCHEHERAZADE RECORDS.P O
Box 607-M, Carrboro. North Carolina 27705

REGGAE » SKA

and. rock steady recordings from
Jamaica, US.. UK. Wide selection of
current and classic LP's, 45's. lllustrated

catalog listing records, T-shirts,
and more-50¢ Retail/ Wholesale.
SINBAD
POB 701 M Athens Ohio 45701

RECORDS/TAPES/IMPORTS!NOWAVAIL

ABLE! The FREE 40-page Moby Music Faill 1981
Catalog. We offer an extensive selection of European
and Japanese imports, domestic records, tapes, and
up-to-date new releases at super discount prices

Audiophile, specialty items, 100's of import and
domestic cut-outs also Fast efficient mail and
phone order service Complete Import and Domes

tic Catalog! Send for yours now! MOBY MUSIC,
14410-M, Ventura Blvd . Sherman Oaks, CA 91423

| DAYBREAK EXPRESS RECORDS |
| 1981 Matder C.

Our new 116 page catalogue leatures the fargest selection of avalable Jazx LPs I
ever! Over 400 labels of Jazz imports, independent fabels, and standard Janz
I catalogues. We offer fast UPS Service. Visa and Master(ard.
' Send $200 to Daybreak Express Mecords. Dept. M
PO. Box 250, Yan Brunt Station, Brooklyn, N.X 11215,
I foreign customers add $5 for air mail, deductible on first order.

I [ 1¥es, please rush me the 198) Master Catalogue.
Enclosed s $.

Name

I Street

Ciry State

WORLD'S LARGEST RECORD COLLECTORS
magazine — Goldmine Over 50000 records
offered each monthly 1issue Sample $3.00 (US)
Free music book catalog rock jazz. oldies
GOLDMINE, Box 187-MU, Fraser, MI 48026

THE RECORDS YOU READ ABOUT are only
the beginning of a vast unrecognized well. Get a
catalog and find out more ILLUMINATEAR,
Dept-MU. 500 North St Ext. Winooski VT 05404

LIVE ROCK-CONCERT TAPES. Available on
cassette tapes only Send stamp for catalog MD
Tapes. RD 2, Box 306, Milford, NJ 08848

ROCK POP RARITIES from 1960's to present
Free Catalog! Rock Rarities, 145 E! Ogden, Wilming-
ton, NC 28405

JAZZ AND BLUES. LPs! Over 3000 tities at dis
count prices Fasl, dependable service. For Free
Catalog wnte MAINSTREAM RECORDS. Box
271-M, Cambridge. MA 02138

PROMISES PROMISES PROMISES???
WE DELIVER! FREE FAT CATALOG! Rock, Imports,
Space. Oldies Rather Ripped Records/M. 4266
Broadway, Oakland, CA 94611

RARE CONCERT & STUDIO RECORDINGS
Dead. Doors, Beatles, Dylan, Stones, Springsteen,
etc. Send two stamps for catalog ACME PO Box
14438, Minneapolis Minnesota 55414

LIVE CONCERT & STUDIO RECORDINGS
from AC/DC. Stones. Zeppelin, Van Halen, Who,
Dead, etc. Send one stamp for interesting free
catalog to. ROCK TAPES, P.O. Box 356. Scarsdale,
NY 10583

TOMORROW'S MUSIC TODAY! Independent
records by the country's most promising new artists
Many are heading for a career with a major label, but
you can hear them now For an album samplingtherr
works, plus our import catalog. send $2 00toNEBU

LAE RECORDS, PO Box 16214 Phoenix AZ 85011-6214

T-SHIRTS

QUALITY SILKSCREENED T-SHIRTS. NY
Dolis, The Who, Clash, Doors, Beatles, B-52's, Jim
Morrison, Sex Pistols, and many many more, over
60 designs. Send stamp for catalog to Gang of
Printers, 8 South Broadway, Box 15M, Salem, NH
03079

T-SHIRTS; Roling Stones—Tattoo You, Judas
Priest, Krokus, Iron Maiden, Rainbow, Rush, Angus
Young, AC/DC. Def Leppard. Scorpions, Police,
Sabbath, REQO, Who, Clash, Plasmatics, Benatar,
UFO, Zeppelin, Allman, Journey —Escape, Johnny
Van Zandt, Foghat, Schenker, Petty, Skynyrd, BOC
Blacktoot, [ravers, Stranglers, Van Halen, Nugent,
Tull, Yes, and Aerosmith and MANY, MANY MORE
American made, excelient quaity, generous sizes,
S-M-L-XL $7 50 ppd We also sell posters, buttons
jerseys. caps and tour programs Catalog 50¢,
ROCK TOPS, Dept M12, New Hampton, NY 10958

YOU CALL YOURSELF A MUSICIAN and you
don't have a Dirty Old Guitarist™, Dirty Old Piano
Player®, Dirty Old Drummer® T-shirt? Get with t!
Quality sitk-screen design Red or blue S-M-L-XL
Check/M O $898 ppd to"“Ramnbow Designs Ltd
11 Peeptoad Road, Warwick, Rl 02888

MUSICIAN T-SHIRTS

Your choice of black regular or fancy
French cut black or belge. AH with a bright
blue Musician logo emblazoned shame-
lessly across the chest.

Please send me shirts.
Blk Regular OS OM OL OXL @ $5.95.
Blk French 0SS OM DOL OXL @ $7.95.

Beige French 0S OM OL OXL @ $7.95.
French shirts run small, order one size up.
Please add 75¢ postage each.

AND SWEATSHIRTS!

Warm and stylish! Choose rich maroon
with It. Blue logo or athletic gray with
bright red logo.

Maroon OS OM OL OXL (@ $12.95
GrayOS OM OL OXL@ $12.95
Please add $1.00 postage each.

Please send me sweatshirts.

Total §

Detach and mail with your name, address
and check to Musician, Player & Listener,
P.O.Box 701, Gloucester, MA 01930.

VIDEO

VIDEO MUSIC — Rock, Country, Jazz, on video
cassette & disc Catalog $100 VLS/MP, 1007
Wright, Ann Arbor, MI 48105

CLASSIFIED: $1.25 per word, $25.00 minimum.
DISPLAY: $100 per column Inch. Frequency
discounts avaliable. Call Cindy at(617)281-3110



Total Harmonic Control.

The new Distortion Il gives you maximum control over harmonic distortion while preserving
the characteristic sound of your instrument.

MXR has managed to trick sclid state circuitry into reacting audibly like tubes, yielding a
warm sound with incredibly smooth and elastic sustain. For ‘ower volume levels, we've
incorporated a resonance control to add low frequency punch, characteristic of a speaker
cabinet driven at high volume levels. A variable filter controls the upper harmonics for
smoother. more “tapered” distortion while a drive control varies the amount of sustain and
harmonic: content over a wide, usable range. MXR’s noiseless circuitry allows you to regulate
gain from your instrument withcut annoying hiss and pops.

No bells, no whistles — just total contrcl in a compact, indestructiole package. Try the
Distortion Il at your MXR dealer and discover the world of tatal harmonic control.

MXR Innovations, Inc. Dept.L
740 Driving Park Avenue Rochester, New York 14613 (716) 254-2910

Products Group




ADAMAS II: Imagination Becomes Reality.

It started with a clean sheet of paper.
We imagined a thinner, more respon-
sive top . . . a more dynamic, even
sound . . . aradically new sound hole
design andbracing pattern. The result
was Adamas. Now, several years la-
ter, we proudly introduce the next
step: Adamas II.

A carbon graphite top—stronger,
lighter, thinner than ordinary spruce—
gives the Adamas Il a virtually flat re-
sponse throughout its entire range.
Twenty-two soundholes, scientifically
positioned and matched to our fa-
mous Lyrachord® Roundback bowl,
reflect every note clearly and pre-
cisely. A unique neck reinforcing sys-
tem called the Kaman Bar™ allows the
Adamas Il neck to achieve the maxi-
mum rigidity possible at the lowest

weight. A built-in stereo acoustic-
electric pickup system, complete with

preamp, eliminates the need for com-
plicated external miking and drasti-
cally reduces feedback. These and
other features combine to make the
Adamas [l guitar a musical reality.
Imagine the possibilities. Imagine
what Adamas |l can do for you and
your musicalimage. Then,imagine no
more! Send $1.50 for your full color
Adamas catalog today.

Ovation

Ovation Instruments, Inc., A Kaman Company
Blue Hills Avenue Extension, Bloomfield, CT 06002






