














JS: Grace Under Pressure was all my tunes; it was my record that
Bill played on. I Can See Your House From Here is half mine and half
Pat’s; it's co-led. Frisell has such a unique, personal sound that at
times it's almost like you're playing with another instrument. I have
noidea how he does that stuff. All I knowis that I can't doit. Patand I
are out of the same mold. Were a little closer in style—‘normal
guitar,’ as they say. Both Bill and Pat are high-level musicians, so the
act of making music is the same with either one.

JF: I Can See Your House From Here is also a kind of reunion
between you, Metheny, and Steve Swallow.

J8: Pat and I met in Boston in 1973; I had dropped out of Berklee
and was just hanging out. Pat had just come up there to be a guitar
teacher. Besides Mick Goodrick, who was the local hero, there was
no one else in Boston who played modern jazz guitar that well. Pat
was going for a looser kind of approach and was influenced by hip
sax players like I was. That same year, Gary Burton got Swallow a
job teaching at Berklee; he was the bass player when Pat joined
Gary’s band. I also met Swallow, and we started our trio a couple of
years after that. He's been a big influence on both Pat and myself.
We see him as one of our direct teachers. He was one of the first
really good jazz musicians on any instrument that we met. He was
also influential as a composer. In Boston it became a thing to learn
his “Falling Grace,” which represented a certain pinnacle of modern
chord improvisation.

JF: You've played with Frisell more than you have with Metheny. Did
it make a noticeable difference?

JS: Not really. In fact, Swallow remarked about how Pat and I
played the heads exactly together. Since we phrase in a similar way,

on some things it might be hard to tell us apart. Pat and I have been
fans of each other for a long time. The title of the record refers to
how we've been checking each other out, seeing each other from a
distance. As with all of the guitar players I know, it's always been a
friendly thing, not a mean kind of competition. The real competition
is with yourself to get better, and having your peers play great just
helps you do that. Bill and I recorded two albums and did some gigs
with [bassist Marc Johnson's] Bass Desires. Pat and I played
together back in 1973 and then jammed in New York a few years
after that. About two years ago we had a rehearsal for this record,
but his company wouldn't let him do any more sideman stuff. He sat
in with my group in Spain last summer. Prior to making the record
we played a couple of small gigs.

JF: So you saw this album as an opportunity to enter each other’s
musical world.

JS: Right. Pat really owns the kinds of vibes and moods on tunes
like “Message To My Friend” and “Say The Brother's Name,” which
has a bossa kind of groove. But there are some surprises. For
instance, this is the first time I've recorded with acoustic guitar. On
“Message To My Friend,” Pat plays a nylon-string and I play one of
his steel-strings [made by Canadian luthier Linda Manzer]. Then
on “Say The Brother’s Name,” he plays electric and I play acoustic. I
used to think that acoustic guitar would immediately make me
sound like Earl Klugh or Ralph Towner—that I'd lose my voice; but
I'm starting to not care. Now I want to find a place for the acousticin
my music, because it has such purity. The main problem is that you
can't funk out with it.

JF: Although you might be thought of as the nastier player of the two,
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into three or five notes. And everybody else
was improvising.

“I thought improvising was a very won-
derful thing to do, like a salutation or
praying to yourself,” chuckles Ulmer, who
also uses his Muslim name Damu Mustafa
Abdul Musawwir. “It got so I wanted a
chance to do that, to play a very, very long
solo.”

Blood abandoned his old style
upon being “initiated” by Or-
nette—whose concept of divergent unisons
makes solo and background distinctions
irrelevant—and got the chance to stretch
out when he met drummer Rashied Ali.

“Rashied was in the zone about playing

free, and I hadn't played free with nobody
before. So I had to figure out how to prolong
my solos, and find out what the guitar itself
does. It's a rhythm instrument like a piano,
but it's not a piano. The piano is so big, it
-makes a lustrous, cushy sound. I wanted to
find out how to play my three little notes and
get a big, full sound.
“I did it playing from the drone, really
designing a tuning system. If I wanted to
play in D, I would take the lower E stringand
put it on D. So when I play the D I can play
that, get a whole new sound from the drone,
and it will be more equalized into the key. I
can play all the notes—it could be D minor
or D major of D major 7 with a minor five,
or....
“My original concept of tuning to the
drone was to change each string to the same
keynote. You could call that diatonic harmo-
lodic tuning. You tune up to the note, to the
sound. But after getting into that for a while
I learned how to get what I want from the
original tuning, whichis basically all fourths,
and use five strings for the guitar and one for
myself. :

“Since I've got two E strings, I use one of
those for me. One for me, one for the guitar.
I give it the harmolodic approach, and
maintain the drone and am still able to play
all 12 notes in a chromatic scale. Which is a
little different than playing in the key, be-
cause in the key you have to stick to the eight
notes of the key; but in the drone, you can
have the drone which rings like a key, and
you can also play alternative notes. You
know what I'm saying.”

Maybe yes, maybe no—anyway, you hear
what Blood's playing, which is a line of
nearly infinite possibility, outrageous disso-
nances, and blues inflections wedded to a
drone similar to that against which sitarists
play. Blood willingly discusses his system in
detail, demonstrates on an instrument at
hand, theorizes as he continues. But his
basic message is, “You are allowed to play all
the notes.” And he recommends Odyssey, his
trio album featuring Charles Burnham on
violin, as a most successful result of the

“I have the same audience, it
seems to me, wherever I go.
I'm not hooked up to no
commercial audience, but
everyplace I've played seems to
know my music.”
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method. Odyssey sounds like a rocking blues
raga hoedown.

Blues Preacher, however, is stone black
rock: rhythm-heavy, guitar-laden, with ur-
gent vocals and a deceptively live mix.

“I've made three, what I call, blues rec-
ords, and this one took the longest,” Blood
explains. “I must have been in the studio 14
times to get that live-in-the-studio sound, to
record music we can play live onstage.

“First, we recorded one guitar and bass
with the drums to get good, strong drum
tracks; like the drummer, Aubrey Dayle, is
playing the song with the band. Hopefully,
we got bass tracks that way, too, so it was all
synced up. If not, I erased the bass tracks as
well as the first guitar tracks. The bass
player, Mark E. Peterson, overdubbed every
bass part of his that wasn't solid enough,
then I did a guitar part for the main chordal
structures of the songs. Then I put two
rhythm-guitar tracks on top of that. Then
added Ronnie Drayton’s rhythm and lead
tracks on top of my guitar.

“Then we laid in the vocals over the
rhythm, and whatever the background was,
and any leads, all the improvisations. This is
for the nine songs I produced myself. On
‘Angel, William Patterson—he’s a guitar
player, too—he laid down keyboards, bass,
and drums in his home. We put that up on the
24-track in the studio, and did the same
process, going over it track by track. He put
keyboards to my sound. I never used them
before.

“You can get a good, real live studio
recording if you live with the band for a
month, rehearse every day, and you got the
studio in your basement. I used to line the
guys up at the mic and record everybody all
together. Made whole records in six or eight
hours. But the studio is sucha dead place, it's
better to record it like we did this time. It
was live—just separate.”

“Rock & rollis far out, because it goes for
the fullest guitar sound possible, heading
for more even if they have to use two or three
guitars to get it. But the thing about rock is,
the music is not as advanced as the words. I
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like the music part,” insists Ulmer, whose
voice can be effectively sweet and plaintive,
or a hoarse roar. “I like words, too, but I put
them in perspective. Singing is singing, and
playing music is playing music to me. I've
been singing songs, and it’s much different
than playing guitar.

“When I started playing music I was
singing all the time, but I left it out for along
while. I don't really think nothing should be
left out—if you can do something at all, you
should do it. You don't want nothing laying
around, hanging dust on it. You got to find a
use for everything you have.

“To me, there ain't but two categories of
music: when youre singing and when you
ain't. If I'm going to a gig to play music, and
don't have to sing, I'm more relaxed. If I have
to sing, I'm more upset.” He has a wheezing
fit of laughter, then straightens up. “The
categories of jazz, rock, punk, funk, I think
people do that to market the music, but I
don't think it's a real thing players do in their

heads.
[ hey used to call my music all
kinds of things—punk,
funk, harmolodic, jazz, fusion—and I can
see why. Before, I tried to do everything at
once. I would have the band play one song,
and we'd say we wanted to go 10 degrees into
the audiences’ mind while we were playing.
We wanted them to experience every kind of
twist we could put on them. I'd say 10
degrees like if you were talking from one to
10. . . . And if I played 10 different kinds of
songs, or 10 different approaches to a mel-
ody, youd listen and might come out hum-
ming one or two. If I'm playing only one
thing, a person either likes it or doesn't like
any of it.

“But now I want to separate the styles of
my music, I don't want to play all mixed-up. If
I'm feeling all songs, I play all songs. If I
make a record of songs, I don't add instru-
mentals, or long drum solos, and nobody is
telling a story. Same way in the harmolodic
music we play—everything is totally harmo-
lodic. Now I don't do but three things: I do
records of songs [e.g., Blues Preacher], 1
have the Music Revelation Society which
plays harmolodic music in instrumental
form, and I write music, such as the string
quartet music with guitar.”

One of Blood's most telling songs on Blues
Preacher—deeper than the rave-up “Let Me
Take You Home” and as personal as the con-
cluding “Angel,” which he sings in duet with
his longtime partner Irene Datcher—claims
“Jazz Is The Teacher (Funk Is The
Preacher).”

“If you play jazz, you can learn a lot about
music,” the guitarist explains. “It's a very
technical form of learning how to play music;
you almost have to go to school. In fact, you
have to go to one school or another, such as










they wrote the charts.” Setzer wrote half the
tracks (his goal is to write all the tracks on
the next recording) and collaborated with
Acosta and Jones. “We'd come up with an
idea, Mike would write out the trumpet line,
then Mark would write the trombone line
that fits under it. Mark wrote all the har-
mony and counterpoint, which I can't do. I'm
definitely no Billy May or Quincy Jones.”

Setzer admits that the collaboration was
“a lot of pressure off my shoulders, which
was great. I'm not a hog with credits, or
getting all the attention.” He didn't mind
asking for help with his Freddie Green-style
rhythm guitar technique, either. Setzer
caught up with big-band guitarist Al Viola at
agig, and “Al tied some loose ends together,
showed me chord substitutions, and most of
all showed me what not to do. I was playing
the whole chord, and in a big band, you only
need three notes. The band will fill in.
Nobody'd ever showed me that.”

Nobody'd ever showed Setzer how to lead
abig band, either. “The trick,” he says, “was
getting them to follow my vision. But [ didn't
want this to be the Quincy Jones Quintes-
sence album. I want this to be my own thing.
Yeah, the band has to follow my vision on
charts, but on solos they blow. They do their
own thing.”

Innovation has a built-in integrity when it
comes from the heart, which has served
Setzer well over the years. He's never been
one to diminish his personal expression by
catering to a mass market. He wondered if
his fusion of orchestral jazz and rhythm
guitar would alienate both rockabilly and
big-band purists. Then he remembered
some advice Bob Dylan gave him on a record
date for Dylan's Empire Burlesque. “He
understood what [ was going through, since
he'd risked offending the folk purists when
he went electric, while he wasn't electric
enough for the other crowd. He told me to
follow my instincts. He said, ‘Just play it

”

where your heart lies.

Brian Setzer plays a Gretsch 6120SS Brian Setzer

modet to get his rock sound. For jazz, he uses a
Gretsch Synchromatic when he's playing live and
an old D'’Angelico archtop in the studio. He uses
DAddario strings: 11-gauge on his 6120 and 13-
gauge on his Synchromatic. He uses stock Fil-
tertron pickups and wires three dlonde Bassman
amps from Fender, circa 1962, in sequence.
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Bom in St. Louis in 1960, Weckl
moved to New York at age 19,
but has called Los Angeles home for a few
years now. He got a full-scale Californian
initiation in mid-January, when the devastat-
ing predawn 6.6 earthquake struck.

Talking with him three days after the
major trembler, Weckl was still rattled.
“We're sitting right on the fault line, and
we're about two miles from the epicenter, so
we got hit pretty good. It was the most
violent thing I ever felt. The best analogy is
a freight train hitting the house first and
then continuing to run through the house to
the room behind. But my house fared better
than most in the neighborhood.”

Earthquake anxiety aside, does he miss
the opportunities to play jazz that he encoun-
tered while in New York?

“The whole issue of L.A. musicians vs.
New York musicians, I think, has changed
over the last 10 years quite a bit. I lived in
New York for 12 years, and I once had that
attitude. That's why I moved to New York
instead of Los Angeles when I was 19,
because of the feel of the musicians and the
place.

“Anymore, there is still that certain vibe,
to a certain degree. But there are great
musicians out here who burn. But a lot of
that is due, also, to the fact that a lot of New
York musicians have moved out here.”

There remains the curious fact that,
despite the high regard for Weckl's technical
fluidity and graceful intensity in the jazz
world, his attraction to jazz is only part of the
larger picture of his interests.

“I enjoy playing jazz—if were talking
bebop or straightahead things—only for
very short periods of time. Even with
Chick's Akoustic Band, I always went
through it and thought for a couple of weeks
that it was great. But I like to hit and express
the emotion of the drums with a certain
volume level. A basic drum set just plain
does not work with an acoustic piano and
acoustic bass.

“If I had to do it over again, I would
recreate the drum set for acoustic jazz so
that it's coming from more of a Trilok Gurtu
approach, just the way the drums sound. It's
something that takes a great deal of control,
if you're going to play musically so that you
can hear what everybody else is doing.”

By this point, Weckl feels a bit misun-
derstood, colored by a reputation that is not
entirely of his own choosing.

“Over the last 10 years, I've slipped into
this reputation as being a jazz drummer—
busy, a lot of notes, that kind of thing. The
point of it is, before I got with Chick and was
doing all that kind of stuff, I loved to play ‘2’
and ‘4.’ I was doing dates and records like
Peabo Bryson, Diana Ross, the Honeydrip-
pers, that kind of thing.

“I always love to try and maintain differ-

you let yourself go and not think about
progressing and doing other things, it would
be very easy to sit back and think, ‘Wow, now
I'm jealous, I should never have let that gig
g0. .. ." Butthat’s the fun of progression. I'm
happy for him and for that progression, and
at the same time, it’s very challenging for me
now to sit back and say, ‘What's next?’”

What is next?

“Right now, believe it or not, I'm looking
to do something really different—the ap-
proach of something like a Sting gig or a
Peter Gabriel-type of gig. I love that music.
That’s not to say that I would want to do any
pop or rock tour that came along. For me to
want to go out and want to play that kind of
music, it would have to have some kind of
integrity that really means something to me,
musically.

“It’s a juggling act, but it's something I'm
working real hard at now to try and get
people to know that, yeah, I still want to do
freelance things and be a sideman and play
with different people, and yes, I am trying to
get my group together and do some things
with that, as well. And yet I'm still trying to
sically the ability to play the instrument. It's stay home and do some studio work, and
like a Michael Jordan approach on drums. also get into a musical situation with more of
Obviously, you have to be musical, and you apop-rock thing. Given all that, I don't know.
have to approach it from a very musical view.  You figure it out,” he laughed.

But, man, just the ability—that's always This penchant for diversity in his worklife
been an amazing inspiration.” is nothing new. “That was my goal, as a

What is Weckl's assessment of Corea’s teenager. I had started to achieve that kind
new incarnation, the Elektric Band II? of thing in New York, but then came the

“Everybody sounds great, and it doesn't decision to go out on the road with Chick,
sound anything like the old band. It'sgreatin because I loved the music so much, and he
that way. Chick would never do that anyway, was always one of my idols. I would never
just continue what the old band was. He's regret that decision. It's partly responsible
always the master of creation. It's nice to for everything that has happened in my
hear a new concept coming from him after career at this point.
basically living with him for seven years. “But it’s just a matter of breaking the label

“[Corea’s new drummer] Gary Novakisan once you are labeled. But that's just the way
incredible young talent. As a young kid, he it is. The biggest thing is just to have the
was coming from my style, which came out personal time to try and get some other
of [Steve] Gadd and [Vinnie] Colaiuta. things happening, and practice again, for a

“There are a lot of ways to look at that. If change.” DB

Weckl plays a Yamaha maple custom kit, with  is a 22 x 16, and for his cymbals, he uses Zildjian

three rack toms across thetop—8x8,10x10,10x  K.s.
12—and a 12 x 14 floor tom. On the left side, he Stick-wise, Weckl uses signature Vic Firths. He
places eitheran 11 x 13tomora4 x12snareona  also relies on AKG microphones, and Latin Per-
tom-tom stand: “Sometimes, | fike to use a little  cussion equipment. The percussion on his new
high-pitched snare drum on the left.” album was programmed using an E-mu 3XP
A new addition to his drum kit is an aluminum-  sampler triggered by a Yamaha SY99. He uses
shell version of his signature Yamaha snare, intwo ~ Macintosh computers with Performer music se-
sizes, 6.5 x 14 and 5.5 x 14. His bass drum  quence software.

“I enjoy playing jazz—if we’re
talking about bebop or
straightahead things—only
for very short periods of time.”

$

ent styles and try to be able to play them all.
I'lost the chance to do that when I went out
on the road full-time—not that I'm regret-
ting any of that, but that's just the way it is.
You get the exposure doing one thing, and
that's what you're labeled as.”

But hasn't Weckl always claimed Buddy
Rich as perhaps the primary influence on his
own early development on the drums?

“Buddy will always be, as far as the
instrument is concerned, one of the biggest
inspirations. Throw style out the window;
this has nothing to do with style. It’s ba-
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