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THIS MAN CAN MAKE AN OVATION TALK. 

THANKS TO TRA USTIC 

For more information, please fill in the coupon below and mail to: Kaman Music Corporation, PO Box 507, Bloomfield, CT 06002 
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Correction™” technology 
along with notch filters to 
tune out feedback and a 
sophisticated range of 
input and Eq options. Some 

have on-board effects and 

Today, the Trace Acoustic range has 
grown to include nine combos, all 

featuring our unique “Dynamic 

When Adrian Legg plays guitar, jaws 
have a habit of dropping. So perhaps it’s 
no surprise that he was voted “Best 
Fingerstyle Guitarist” in the Guitar Player 

Magazine Reader's 
Poll, while his record 
“Mrs Crowe’s Blue 
Waltz” won Best 
Acoustic Album. 

Way back in
1990, Adrian heard that Trace Elliot 

had developed a range of amplification dedicated entirely to the 
needs of the acoustic musician. Like thousands of other players 
around the world, he’s been using Trace Acoustic ever since. 

If. cn 
phantom powering and there’s 

even an amplifier designed specifically 
for use with acoustic basses. 

So no matter what, when or where you choose to “unplug”, 
there’s a Trace Acoustic amplifier to help you do it. 

EVERYONE CAN HEAR PRECISHY WHAT 
IT'S SAYING 



A ® 
s a professional musician, you’d never pick out 
your guitar that way. You know it takes a good 

instrument to give you the sound you're after. So why 
choose your sound equipment that way? No matter how 
good your instrument is, if you don’t have a good PA you 
may as well be twiddling your thumbs. 

All equalizers are not created equal. Sure, 
equalizers all look pretty much the same stacked on a 
shelf. But a mediocre design can turn your trademark 
sound to mush. 

Choose your sound equipment the same way you 
choose your ax. Consider sonic quality, reputation, 
reliability and durability. How will it perform after it’s 
been rattling around in the back of a truck awhile? Ask 
around. A lot of what you hear will point you to Rane. 

A professional sound at a reasonable price. 
For not much more than the cheap stuff, you can own a 
piece of Rane gear. Rane has pioneered many of the 
latest advances in EQ technology including Constant Q, 
State Variable, Accelerated Slope and more. In plain 
English that means you get a better sound, with less feed¬ 
back and minimum fuss. 

And Rane delivers years of reliable studio-grade 
performance, backed up by a two-year warranty and a i 
well-earned reputation for the finest in factory support. J 

Consider all your equipment purchases as if your fl 
sound depends on it. Then consider the sound 
equipment that’s already proven itself everywhere fl 
from guitar racks to grammy recordings. 

Consider Rane. 

RANE CORPORATION 

Mukilteo, WA 98275. 

(206) 355-6000 

10802-47th Ave. W. RSñB 
' - J 

^Made in USA 

ÎJW 

Tve got a major gig: 
Give me the j 
cheapest guitar 
you’ve got.” 



Playing the TD-5K Drum Kit may lead to 
spontaneous purchase. 

Whether practicing alone with headphones or playing with the 

band, the TD-5K is as powerful as it is fun. It comes with 32 expres¬ 
sive drum kits from Rock to Rap to Latin to Jazz. And because it has 

MIDI in and out, you can enter realistic drum parts right into your 

sequences. So check it out at your local Roland dealer — but be 

prepared to give in to a spontaneous urge to take it home with you. ŒÜ Roland' 

Take advantage of the TD-5K's 
dual-trigger inputs 
and expand it with 

the Roland PD-7 
and PD-9 dual¬ 

trigger pads. 

WARNING I 

Roland Corporation U.S., 7200 Dominion Circle, Los Angeles, CA 90040 (213) 685-5141 
Roland Canada Music Ltd., 5480 Parkwood Way, Richmond. B C V6V 2M4 (60-1)270-6626. COMPUSERVE: GO ROLAND; 72662.376 



CONTENTS 
MUSICIAN MAGAZINE J A N U A R Y / F E B R U A R Y 1995 ISSUE NO. 195 

THE YEAR IN MUSIC 1994 
Our annual roundup of trenj 

embarrassments. This was 

rocking moms and sing 
BY THE MUSICIAN -MWm 

WEEN’S HOME SI 
Gene and Dean cred 

BY TED GREENWALD' 

REBELLION ROCKS THE MUSIC BIZ 
This was the year of earthquakes. Metallica, Prince. 

Don Henley and George Michael broke ranks with 

their record companies and raised questions about 

the way business has always been done between 

musicians and labels. Pearl Jam fought a war 

bring down ticket prices—and put their mt^y^ 
their me nth was. Meanwhile label c h i e t 

■ .i''. i- tn .amoration- " g" 
_ J 

blood baths. 

FRONTMAN: JOHN MELLENCAMP 
A heart attack shocks the Indiana rocker—and 

forces him to reconsider the way he operates. 

BY MARK ROWLAND 

ROUGH MIX 
How Melissa Etheridge wrote that hit; why John Zorn 

got all that flak; Kevin Salem, Portishead, Continental 

Drifters and more. 

R.I.P. 
Backside 

PAVEMENT 
At the end of a long international tour, Pavement is a 

lot more successful than they expected and a little 

confused about what that means. 

BY NATHAN BRACKETT 

REVIEWS K 
Pearl Jam stretches Ke 

Vitalogy. Also new relK 

Lee Buffalo. DEPARTME^ 

Reader Service, 79 

DRUMSTICK IT 
New shapes make 

BY RICK MATTINGL 

COMPUTERS 
Late for a sd 
caviar? Not! 
BY CONNOR I 

HYBRID Ging 
Pickup lines ™ 

with combinera 

BY E.D. MENASCI 

■Emaoi 

22 JONI MITCHELL’S LAW 
V 

dishonored, but St. Joni can W 

say more in her music, about V 

her music and with her music ’ 

than a host of angels or a pack 

of critics. BY CHIP STERN 

ITARS 
Mat really get some actm| 

Lpiezo and magnetic picku 

Vbroke into 

which they 

at the 

fAIDED CREATIVITY 
tssionP Union scale? Contract riders for 

with this new generation of sidemen. 

REFF COCHRAN 

Mí the year of lo-fi, on-line, 

Mg monks. 

ORICAL SOCIETY 



“the bottom line is : if they didn’t sound great, 
we wouldn't be using them.” 

Tesla doesn’t fool around when 
it comes to their music or their 
microphones. That’s why they 
use Audio-Technica Hi-ENERGY® 
ATM41HE and ATM63HE vocal mies. 
These on-stage vocal mies have a 

fast, open sound, excellent gain before 
feedback and low handling noise. Why? 
Because they’re dynamic hypercardioids 
with neodymium elements and exclusive 
double-dome floating diaphragms. 

Find out what mama hates and 
Tesla loves about these mies. 
For more information, call, write 
or fax. Audio-Technica U.S., Inc., 
1221 Commerce Drive, Stow, 

Ohio 44224 (216) 686-2600 
Fax: (216) 686-0719 



FRONTMAN 

and one night after the show I woke up 
at three in the morning and thought I 
was getting the flu. So I stayed in bed 
the next day, then went on with my 
tour—20 more shows. I had a week off 
and it was time for my normal checkup. 
The guy says, looks like you had a heart 
attack—when do you think you had it? 
I couldn’t imagine. He said, well, did 
you feel like you got the flu or some¬ 
thing? So that was it. 

They told me, you can go on with 
your tour if you want, you’re obviously 
doing alright. But it just pissed me off so 
much: I’m not gonna be able to correct 
my diet or stop smoking on the road, or 
stop being stressed out getting on air¬ 
planes every day and walking onstage. If 
I want to make these changes, I need to 
stay home. I’m sorry for the fans, but— 

attack— 
when do 

You stopped touring because of health problems. What happened? 

I had a heart attack. I’ve got one artery that’s closed off a hundred per¬ 
cent. It comes from eating Mcl )onald’s and smoking 80 cigarettes a day. I 
had a cholesterol count of 300, plus smoking.. .that’ll stop vour heart. 

Did you have any warning signs? 

No, I didn’t even know I’d had one. It was weird. I was out on tour, 

“The guy 
says, looks 

like you 
had a heart 

you think 
you had it?” 

JOHN MELLENCAMP 
But after a heart attack you ’re allowed to take stock of your life? 

And that’s what I’ve been doing. Don’t get me wrong, I don’t wish this 
on anybody, ’cause it does fuck with your head. Now every time some¬ 
thing starts hurting it’s like—what’s that?! What’s really unbelievable, 
George Green, the guy I write songs with, he just had a heart attack three 
days ago. We’re both 43, we grew up together. I just saw him in the hospi¬ 
tal. I said, “George, do you have to do everything I do?” 

Didn’t you guys write '‘The Big Jack " together? With the line "I want 
a heart attack ”? 

Yeah—we got what we wanted, [laughs] It’s spooky. 
So what are you going to do about it? 

I’ve been doing what they suggested, changing my lifestyle—exercis¬ 
ing. I’m down to five cigarettes a day but 1 have to quit a lot of things I 
love, like eating red meat—my new motto is, if it tastes good, spit it out. 
But, put this in the article too—if it can get me, it can get you. ’Cause it’s 
not like I’m some fat, drug-using slob. I’m 5'8", 147 pounds, I haven’t 
used drugs since 1971—I’m a pretty healthy guy! 

Will you go back on the road? 

I don’t know what I’m gonna do. I’m not gonna do anything I don’t 
want to. I’m thinking about going around and playing bars in college 
towns and not doing any of my songs—sing “Stand” by Slv and the Fam¬ 
ily Stone, or something by the Red I lot Chili Peppers. You know, partv 
songs for college kids. I’d like that, go out weekends on a bus to Ypsilanti 
or somewhere, come home Sunday night. I started out that way. I want to 
see if it’s still fun. 

How hard do you try to conjure a song? Do you wait for the ideas to 

come or consciously work them up? 

The ones that come easy are the best—I’m sure you’ve heard that 
before. If you labor over them, they sound labored over. But you’ve got to 
be writing to get the easy ones. I wrote a song yesterday that sounds terri¬ 

ble—but I had to write it. Two weeks ago 1 wrote a song that was great. 
Some days you get a good one, some days you don’t. 

Was the simplicity and casualness of Dance Naked partly a reaction to 
the time and effort you put into Human Wheels? 

It was. Human Wheels was not a fun record. 1 think it’s the best record 
I ever made, but it was hard, it was long, it was expensive. This was the 
complete opposite, it took like a week and a half to make and everybody 
kinda laughed and it wasn’t a “big thing.” With Human Wheels we were 
trying to reinvent ourselves; with Dance Naked the guys didn’t hear the 
songs until the day we recorded them. Me’Shell [NdgéOcello] didn’t even 
know “Wild Night”; she thought I wrote that song. I decided to do it on 
the ride out there. 

It ’s weird that song was such a hit, but the album hasn't really taken off. 

I can tell you the weirdness—they changed record company presi¬ 
dents! Look at the numbers. PolyGram got rid of Dick Asher in 19X9 and 
nobody sold any records that year. They’ve had three or four presidents 
since then, and they can’t get that company back on. Now they’ve got 
another guy in there. So we’ll sec what happens. But those records are as 
good as anything I’ve made, they got great reviews, the shows were get¬ 
ting great reviews—it’s not my fault! [laughs] 

And this is my fourteenth record, and after a certain point, your core 
audience only does one thing—it diminishes. Even when the Rolling 
Stones make a new record I don’t go out and buy it—I’ve already got all 
the good ones, that’s how I feel. But their record company had Voodoo 
Lounge so well displayed that when I went into the record store to buy 
another record, I bought that too. So that’s how you’ve got to sell artists 
who’ve been around for more than two weeks, you’ve got to price and 
position them. That’s how they hooked me on that Rolling Stones record. 

Of course, that was two months ago, and I still haven’t taken off the 
shrink wrap, [laughs] But I bought it. MARK ROWLAND 
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Only a Gibson is Good Enough! 
Gibson Guitars are played by some ot the most creative people in the world. Gibson recently asked these players to 
"Show us their Gibsons ' and the response was fantastic! Gibson thanks all of our loyal customers for their support. 
It is because ot you that Gibson will maintain its position as the premier guitar manufacturer in the next century. 

Don't wait another 100 years! 
Buy Gibson today! 
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LETTERS 
PAT MARTINO 

Chip Stern’s article on Pat Martino (Nov. ’94) is 
one of the most transporting profiles I’ve ever 
read. I really want to hear this guy’s music! I’ve 
subscribed to Musician for a long time—thanks 
for the great quality each and every issue. 

Alexandra Simms 

Edmonds, W4 

I have taken lessons with Pat Martino on and 
off for about two years. From Pat I haven’t just 
learned about the guitar, but also about myself. 
It is almost as if he is more than a man: a mys-

right for this industry. We need smarter musi¬ 
cians to lead this difficult business into better 
times, with better product, and with guys like 
Clapton as an example. As a manager and musi¬ 
cian, I would encourage anyone buying the 
album to listen without prejudice. Altman’s 
mistake was to compare this to Clapton’s past 
rock or pop output-—instead, pretend he’s some 
blues guy you never heard of, which won’t be 
hard considering how varied and different and 
revealing these performances are. What you will 
find is the man, not the mystique. 

T. Aronburg 

drugs” {Backside, Aug. ’94), yet at the same 
time the CIA and the Army were actively 
involved in drug-running in Vietnam, in some 
cases smuggling the illegal drugs back home in 
the body bags of dead soldiers slaughtered in a 
bullshit war. This same wonderful government 
of ours also used prisoners and minorities as 
guinea pigs in the 1940s and ’50s to test the 
effects of LSD and other drugs. Not to mention 
their secret experiments with the syphilis virus 
on blacks in the ’40s and Agent Orange on 
unwitting soldiers in Vietnam. But what can 
you expect from a government that murdered 

tical force. Pat is essence, he is 
Music, he is a true master. I have 
often wondered why people didn’t 
discuss him more often. Thank 
you for doing such a great article 
on him. 

David Ullman 

READERS EMIT MOANS 

I have been a fan of R.E.M. ever 
since Fables of the Reconstruction 
and I would have to say that the 
band has gone downhill. The Green 
album was about as “Loud And In 
Your Face” as the band can get. The 
two subsequent albums sound tired 
and stale; Buck’s E-chord formula 
of rock ’n’ roll is more worn than an 
old pair of Levis. On the positive 
side, Stipe’s voice sounds refined 
and higher-reaching than ever. Let’s 
hope that the Monster tour can revi¬ 
talize an otherwise mediocre collec¬ 
tion of songs. 

FarmBoy24@aol.com 

Hurray! Hurray! R.E.M. is on the 
cover of Musician1.1 was starting to 
think you might make it through 
four or five issues without another 
mind-numbing exposé of the dull¬ 
est band on earth. I didn’t subscribe 

year, 
receive 12 issues per year per sub¬ 
scription. 

NEW ISSUE DATE 

In an effort to coordinate 
our newsstand on-sale 
dates better, this issue of 
Musician (#195) is dated 
January/February 1995. 
The following issue will be 
March ’95 (#196), then April 
’95, and so on. We will still 
produce 12 magazines this 
and subscribers will still 

ERRORTA 

Illustration credits for Warren Linn, 
whose work is actually on page 78, 
and Marcos Sorensen, whose illus-

Your recent feature on jazz, "Jazz Becomes Big Business" 

(Nov. ’94), brings up some interesting points about the 

industry. Back when I was a "young lion” piano player, my 

first LP was caught in the mire of disco and I faced com¬ 

plete rejection. That is when I 

started Southport records 

and Sparrow Sound Design 

recording studio. 

I am now 40. There are 

over 30 projects released on 

our label. The powers at the 

"major" labels have tried 

countless ways to market 

jazz. Perhaps instead of 

looking for the next "wave” 

the producers and the mon- Í 

ey people should concen¬ 

trate on the music. 

How can a person like 

Richard Seidel make a 

statement like “...the

quality of songwriting isn’t what it was”? Has Mr. Seidel 

heard all the new compositions of the last 20 years? 

Remember, Dizzy Gillespie was never signed to a major 

label. I guess Richard Seidel didn’t dig his songs either. 

Bradley Parker-Sparrow 

Southport and Sparrow Sound Design 

Chicago, IL 

our own president. 
On another note, comparing 

winkingly playful rock songs about 
recreational drug use with angry, 
violent, misogynist rap songs is like 
comparing oranges with rotten 

apples. I’m all for free¬ 
dom of speech, but for 
me at least, gangsta rap 
rhymes with crap and 
belongs in the toilet. 

Ralph Haselmann Jr. 

Hampton, NJ 

to the R.E.M. fan club—or at least 1 didn’t mean 
to. I subscribed to Musician. 

David Bradley 

Sterling, VA 

BLUES 

In fairness to Eric Clapton, I have to respond to 
Billy Altman’s thoughtless, “sloppy” review of 
From the Cradle (Nov. ’94). Musician made a 
mistake by approving an intern to espouse his 
neophyte opinion on one of the precious few 
major artists committed to doing something 

I listened to From the Cradle honestly expecting 
sub-standard replicas and was astonishingly 
delighted. The best “review” for Billy Altman is 
a job he can handle without garnering public 
humiliation for incompetency. 

Michael Faul Morgan 

Manhattan Beach, CA 

BLACKLIST 

How sick and hypocritical that our govern¬ 
ment tried to blacklist certain rock songs that 
“tended to promote or glorify the use of illegal 

tration is on 82, were switched in our Dec. ’94 
issue. On page 75 of the same issue, the screen 
shot depicted is actually the Lyrrus Bridge, not 
MOTU’s Freestyle for the Mac as described in 
the caption. The Lyrrus Bridge is reviewed on 
page 80. 

Send letters to: Musician, 1515 Broadway, New 
York, NY 10036. Musician magazine now has 
an e-mail address. Letters to the editor, sub¬ 

scription inquiries and other messages can be 

sent to: musician.mag@sonicnet.com. 
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JINGLE BILLS 

Is the composer of dish-soap 
jingles as deserving of finan¬ 
cial reward as one whose 
tunes are fodder for the Top 
40? As far as Manhattan’s 
Federal court of appeals is 
concerned, he isn’t. On 
August 24, the New York 
Times reported that Steve 
Karmen, composer of such 

prime-time staples as "Week¬ 
ends Are Made for Michelob” 
and "Aren’t You Glad You Use 
Dial,” lost his final lawsuit 
against ASCAP. Karmen 

sought a royalty rate for 
broadcast of his jingles equal 
to that afforded other com¬ 
posers of popular songs. 
ASCAP pays one royalty 

rate for broadcast perfor¬ 
mances of music for the gen¬ 
eral marketplace, and anoth¬ 
er—much lower—rate for 
commercials. In fact, the roy¬ 

alty payment for a piece of 
music written for a commer¬ 
cial can be as little as three 

percent of what a song by, 
say, Michael Bolton would 
accrue, even if it were used 
in an identical commercial. 
That's because Bolton's work 
is considered an “artistic cre¬ 

ation,” while a jingle is—well, 
a jingle. 

According to the court, Kar¬ 
men’s lower rate is balanced 
by the fee paid up front for 
jingles and the large volume 

of broadcast performances 
credited to him. 



How I Wrote That Hit Song 
by Melissa Etheridge 

F
rom the very beginning, “I’m the Only One” was 
what I consider a typical Melissa Etheridge song. It fits. 
I have wanted for so long—and have tried, a little bit— 

to write a slow, kind of blues-shuffle beat. That’s one of the 
rock staples, and I really didn’t have one. And I knew that 
vocally I could do it justice. I played a G 
chord, played a slow shuffle, thought about 
what I wanted to write about, and knew that 
that energy and emotion and inspiration 
were there. Kept it pretty simple. Wanted 
the verses to paint the picture of the feeling 
of desperation, and then the choruses to give 
a strong, powerful answer to the verses. 

I’d never performed it prior to recording 
it in the studio, which was tough. But I 
wanted to make sure it could be presented 
live as well as it was in the studio. And the 
way I do that is just to make sure we record 
it live—and it was, from vocals on down. 

I was pleased that the record company 
decided to go to pop radio with it after it 
had done very well at rock radio, because I 
felt it was the truest example of what I do. 
“Come to My Window” is very much a 
part of me, but it was kind of mv soft side 
and hard side all together. But “I’m the 
Only One” is, you know—that’s what I do. 
I rock, I sing from the gut. 

Probably the closest song I’d written to it 
would be “Bring Me Some Water”—they 

both kind of come from the same bluesy 
background, it’s just more of a modern ver¬ 
sion of that. This one came pretty fast, one of 
those lucky ones—maybe in a day. The nor¬ 
mal place that 1 write a lot of my songs lately 
is on my tour bus—my tour bus and hotels— 
and this one especially I remember writing in 
Europe. I believe I started it in Austria, going 
to Vienna. Of course it then takes weeks after 
to polish up, but the bulk of it came boom— 
the melody, and the idea of the chorus. 

I’m thinking of writing a faster shuffle 
next. I like to keep myself open to writ¬ 
ing—I don’t like to restrict myself. And I 
don’t like to put pressures on, thinking, 
“Oh, I have to write a hit.” I like to keep it 
open and see what happens. 

I think people relate to emotion, pure and 
true emotion, the sold. We don’t have 
enough of that in our day-to-day lives, and I 
think people go towards that. I think that’s 
the appeal of “I’m the Only One.” I was real 
happy to have written it, and I was excited to 
perform it live. 1 leit like in concert it would 
really grab people. And it has. 

RETRO RULES 

According to the latest RIAA statistics, 
vinyl sales have increased 80 percent 
this year from 1993, from half a mil¬ 
lion to about 900,000 units. That's 
small potatoes, unit-wise, but still a 

sales percentage increase that tops 
cassettes, CDs and videos combined. 

Coincidentally, PolyGram Group Dis¬ 
tribution, a subsidiary of Phillips 
(inventor of the CD and Digital Com¬ 

pact Cassette), has selected BASF 
911 analog tape as the back-up medi¬ 
um fortheir archive, which includes 
the Verve and Mercury catalogs. 

Why not digital? “We don’t feel that 
digital tapes that are on the market 
have the shelf life that analog does," 
according to Jim Nevins, who is in 
charge of the masters. Oh. 

NAKED CITY UNDER FIRE 

Avant-garde saxophonist John 
Zorn is under attack by Asian-

American activist groups for his 
use of “anti-Asian and sexist 
imagery" in his album artwork. 
A statement issued by a New 

York-based organization called 
the Committee Against Anti¬ 
Asian Violence criticized the 
artwork for the LP Torture Gar¬ 
den (pictured below) and a 
release by Zorn’s group Naked 
City, L'eng T'che, which uses 
photos of the dismemberment 
of a Chinese man. Both 

albums have been available for 
several years, and are exam¬ 
ples of Zorn's penchant for 
using provocative, violent 
images. Because of the furor, 
Zorn stopped U.S. distribution 
of both albums and offered to 

cover the artwork in black plas¬ 
tic wrap. “I understand their 

point of view, and have tried to 
make decisions that are both 
respectful and sensitive to 
their position,” wrote Zorn in a 
response to the accusatory 
statement. “At the same time, 
I hope that these ‘P.C.’ special¬ 
interest groups will someday 
be able to make similar ges¬ 
tures, so that we can really 
begin to bridge these great 
misunderstandings that exist 

between politics and art." 

This month’s Rough Mix was writ¬ 

ten by Nathan Brackett, Dave 

DiMartino, Andy Gilbert, Ted 

Greenwald, Michael Lipton, Ken 

Micallef, Mark Rowland and 

Devlin Sherlock. 
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TALENT 
JAMES CARNEY No one can accuse jazz pianist/composer 
James Carney of lacking ambition. He not only produced his 
debut recording on his own label, the New York native drew 
upon his eventful years in Southern California to create 
Fables from the Aqueduct, an impressionistic sojourn 
through the Southland’s scarred psychic landscape. 

With a top-notch cast of young L.A. jazz talent, including 

PORTISHEAD "I’ve kinda gone anti-technology,” says Portis-
head mastermind Geoff Barrow, shaking his head. “I’d spent 
three years gazing into a computer screen trying to make this 

record and I realized I couldn’t achieve what I really wanted 
musically.” 

So instead of pressing the button marked “atmospheric 
sound” on his synth, the 22-year-old Barrow, whose remix 

his former CalArts classmates Darek Ü 
Oleszkiewicz (bass) and Ravi Coltrane | 
(tenor sax), Carney takes on such Angel s 
City landmarks as L.A.’s former police * 
chief (in "Daryl and the God Squad”) and 
the 1992 civil disturbances (in "Walpur¬ 
gis Night”). There’s no shortage of excel¬ 
lent solos, but it’s Carney’s arrange¬ 
ments that hold center stage. 

“I’m more concerned with the whole 
than with piano pyrotechnics,” Carney 
says. "A lot of people think that everything 
out here is fusion. But you don’t have to be 
in New York to be motivated to write stuff 
that takes chances. The future is here, and 

it’s going to be interesting.” 
X 

KEVIN SALEM After stints with Í 

Boston’s influential Dumptruck ï 
and with Freedy Johnston, 
tunesmith Kevin Salem headed 

to New Orleans for a fling with 
misery and depression. Con¬ 
sulting the local tarot readers 

only worsened his quandary. 
“I’ve toyed with fortune tellers 

a lot,” says Salem, “seen the 
hangman drawn a few times. I’ve 

lost best friends and I've lost 
some illusions. Reality is the only 
thing that works for me now.” The 
hard-luck collection of songs on his 
solo bow Soma City are magnified by 
raw production and Salem’s scratchy 
yelp of a voice. But beneath the folky 
settings and his Dylanish howl 
Salem seeks a spirit of rebellion to 
blank out any sadness. 

“If Porno for Pyros represents 
rebellion for today, then we’re 
screwed,” he says. “Maybe there is 

credits includeJMeneh Cherry, Paul 
Weller and Primal Scream, created his 
own atmospheric sounds for Portis-
head's spooky debut, “Dummy.” With 
hauntingly slow break-beats and the 
smoky vocals of engaging chanteuse 
Beth Gibbons, Portishead (named after 
their English hometown) combine This 
Mortal Coil-like goth, later-period Talk 
Talk and the movie-score sensibility of 
Barry Adamson and John Barry. The 

result sounds like a '90s soundtrack for 
your favorite '60s French spy flick. 

"There are a lot of records that have a 
lot of noise and strange things going on, 

but they’re not very musical. I 
I like a little melody,” notes Bar-
□ row. "Having a noise for the sake 
» of being weird isn’t worth it." 
X 

CONTINENTAL DRIFTERS “This 
band is my redemption for being 
in the Bangles," Vicki Peterson 
said with a smile. The comment 
was not as much a slag on her 
hit-making, power-pop '80s 
quartet as it was a tribute to her 
latest endeavor, the Continental 
Drifters. Peterson’s passion is 

equaled by her bandmates’, a 
crew with stellar if not diverse 
resumes: rock ’n’ roll couple Peter 
Holsapple (dBs, R.E.M.) and Susan 
Cowsill (yes, that Cowsill), Carlo 
Nuccio (Subdudes), Robert Mache 
(Sparks/Steve Wynn) and Mark Wal¬ 
ton (Dream Syndicate/Steve Wynn). 
The result is an earthy mix of solid 
grooves, rich harmonies and classic 
tunes. While the group’s self-titled 

debut (on New Orleans’ Monkey Hill 
no rebellion left in young people, but it’s my belief that there’s 

still plenty to rebel against. I’m tired of seeing the package.” 
Produced by Niko Bolas (Neil Young, Melissa Etheridge), 

Salem took the unusual tack of signing with death metal label 
Roadrunner, sandwiching himself between bands such as Dei-
cide and Obituary. “Most of these labels are a black hole where 
snakes eat snakes,” he reasons. “I’m happy where I am.” 

label) recalls the timelessness of the Band and the close har¬ 
monies of the Mamas and the Papas, it's but an appetizer for 

the group's eclectic live shows. 
“The music is as comfortable as an old pair of jeans,” 

says the affable Holsapple. “We all have different musical 
obscurities but we're of a like musical mind. Most of all, it’s 
really important that everyone’s soul is satisfied.” 
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The XR 600E is the latest addition to Peavey's popular powered mixer line. W ith cool features, 
great sound, easy affordability, and total reliability, the XR 600E is the obvious choice! 

g Features, 
5? Great Sound! 

In addition to the 
XR 600E, Ptavey has 
three other excellent 

powered mixers 
available in both top¬ 
box and rackmount 
formats. XR™680E 

Featuring eight 
channels for bands 

with additional 
mixing needs. 

XRD™680 Eight 
channels and a 

digital effects section 
with over izo reverb 
and delay presets to 

choose from. 
XRD™680S The 

stereo model with 
individual pan 

control on all eight 
channels and a 

digital effects section 
featuring over 120 
reverb and delay 

presets. 

XR600E FEATURES 
Six channels 
Available in top-box or rack-mount formats 'Internal spring reverb 
-Power amp section features: 
3(M1 watts total output (dual 150 watt amplifiers into 4 ohms) 
Dual i /4" output jacks for each amplifier 
Independent direct input jacks on each amplifier 
Power amps can be used for main output only or can be spilt for 
independent main and monitor applications with assignable EQcapability 

-Six channels each featuring: 
Balanced XLR and unbalanced 1/4" line inputs 
3-band active EQ (high, mid, low) with ± 15 dB cut/boost 
FX & Monitor Sends 
Channel Gain control with professional taper 

-Master section featuring; 
9-band graphic EQ with ± 12 dB cut/boost 
Main, Monitor, FX, and Tape Output level controls 
Aux/Tape to Main and Monitor level controls 
Reverb to Main and Monitor level controls 
Left & Right Tape In and Out RCA jacks 
Main, Monitor, and FX line out jacks 

» ... . A Í 1 . . The Monitor Magazine is a publication filled with the latut 
Auxiliary Input jack Ä» 
FX foOtSWitch jack A»« Ekctronk, JU A Slrfel. MertdUn. MS 3930F 1994 
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INDIE-ROGK'S MOST OBSCURE OUTFIT SHUFFI 

Below (I to r): Stephen Malkmus (on guitar), Steve West, 
Nastanovich, Scott Kannberg; bottom left: Ibold; bottom I 

« « 



’m sort of at a loss on how to enter 
that world with dignity.” 

“That world” is the music biz, 
and Stephen Malkmus of Pave¬ 
ment is, for once, unquestionably 
serious. He’s talking about the 
place where something that used 
to set him apart from the stars at 
the top of the pops—his post¬ 
punk roots—has become com¬ 
modified. “I know a lot of people 
in bands,” he continues, “who are 

just happy to play on the signifiers of this gener¬ 
ation to make a quick buck. ” 

Malkmus should know something about sig¬ 
nifiers—his band has become one for a genera¬ 
tion of garage rockers. Dozens of new bands, 
from Weezer to the Palace Brothers to the 
Archers of Loaf, have been tagged as “post¬ 
Pavement” or “Pavement meets [blank],” and 
not just because rock critics are generally lazy. 
Musical virtues aside, Pavement has built up a 
prodigious mystique because they’re consid¬ 
ered to be largely untouched by the hand of 
commerce. Until this year, their identities had 
been kept a semi-secret, and they hadn’t made 
any videos, despite a successful debut album. 
They were also reportedly bumped off Lolla¬ 
palooza because Malkmus called out headliners 
Smashing Pumpkins in the song “Range Life,” 
complaining that “I don’t understand what they 
mean, and I don’t give a fuck.” 

TO THE SPOTLIGHT PHOTOGRAPHS BY DAHNY CLINCH 

‘“Range Life’ was like an indie-rock dis,” he 
says now, “like, ‘I’m trying to say something, but 
I’m too repressed and nerdy and white to really 
say anything mean.’ It was just to make it inter¬ 
esting in the end, to give our songs some life.” 

Not that Malkmus has ever been afraid of a 
little snotty obscurantism if it serves his musical 
purposes. What many people first hear on Pave¬ 
ment records is the studied looseness of the 
instrumentation and purposefully rough pro¬ 
duction values. But a foundation of angular riffs, 



inventive tunings and tight 
hooks lies beneath. Similarly, 
Malkmus’s lyrics, while often 
jaded and opaque, can offer 
redemption in pop songs, girls 
and dreams. Pavement speaks 
in an outwardly dispassionate 
tone because many of their 
listeners won’t trust any 
other. But in the end, they’re 
looking to stir the thoughts 
and bob the heads of a cynical 
audience. “I like things that 
sound like ear candy,” Malk¬ 
mus admits. 

Pavement is at the end of 
their longest, most ambitious 
tour up to this point, a nine¬ 
month trip to Japan, Prague 
and “The Tonight Show,” 
among other places. The jour¬ 
ney left drummer Steve West 
with a positive impression of 
the post-Nirvana sea-changes 
in the music industry. 

“These times are a blessing 
for a band like us,” he says. 
“Everywhere we went, from 
Prague, Vienna, to New 
Zealand, Australia and Japan, we always had at least four or five hun¬ 
dred people out to see us, even in the smallest places. There were 
1000 people at our Prague show. That wouldn’t have happened five 
years ago. For the Replacements, or even R.E.M. in ’83 or ’84, when 
they were at our level, to go to Prague, or even to fly to Australia 
would have been impossible.” 

Their last show is in the Amherst College Campus Center in 
western Massachusetts, in a smallish, modern function room more 
suited to some undergraduate playwright’s debut than a rock con¬ 
cert. A couple of college journalists loiter in the hall, waiting for 
soundcheck. Pavement’s bassist, Mark Ibold, stands by the stage, 
keeping an eye on the soundman and making uncertain promises as 
to when all of the band will be in one place. “I try to present the 
appearance of organization,” he says. 

The group is self-managed by co-founder (with Malkmus) Scott 
Kannberg. They’re also their own roadies, which is a bit unusual con¬ 
sidering where they’ve played this year and that they’ve sold over 
100,000 records. But lack of pretense and the do-it-yourself aesthetic 
are the order of business in any Pavement enterprise. Of course, some 
members are more DIY than others. “I think my sense of responsibil¬ 
ity increases while we’re on tour,” says Ibold, “because there are a 
couple of people who don’t have a sense of responsibility.” 

“1 just kinda walk around,” says Malkmus, “and pretend to be 

cranky and threatening to any 
business interests.” 

Malkmus is a tall, dandyish 
27-year-old with a slightly 
precious Northern California 
twang in his speech, as well as 
lack of intonation that makes 
it difficult to tell when he’s 
being sarcastic, which he is 
often. For example, it’s hard 
to know how straight he’s 
being when he calls Ketchum, 
Idaho, a privileged movie-star 
retreat where his parents live, 
his home. It’s well document¬ 
ed that he spends more time 
in New York City. 

“Jamie Lee Curtis helped 
me out of a snowbank once,” 
he relates in his inscrutable 
deadpan. “Steve Miller lives 
there. So does Peter Cetera. 
That had an effect on our last al¬ 
bum. Seeing those guys around, 
and listening to Chicago.” 

The band’s everyman on 
the road is Bob Nastanovich. 
A classmate and fellow col¬ 
lege DJ of Malkmus’s at UVa, 

he was enlisted in 1990 when it became apparent that Pavement’s for¬ 
mer main drummer, Gary Young, was a slim reed to lean on. Bob 
now serves as Pavement’s percussionist, keyboard player, back-up 
singer (or screamer, depending on the song) and tour manager. “I 
was going to be the roadie on the first tour,” he says, “and as it got 
closer, Steve suggested that I get a couple of drums and play along, 
because Gary was so inconsistent, dropping his sticks and running 
around in the crowd.” Young’s antics—propelled by the sheer 
weirdness of an out-of-control 40-year-old man playing in an under¬ 
ground band with four quiet youngsters—often overshadowed the 
music. Which wasn’t necessarily always a bad thing at the time. 

“There would be nights when he would be completely obliterat¬ 
ed,” says Nastanovich. “And when we weren’t as experienced, the 
tragedy of it was probably entertaining for the crowd. But it was 
always really humiliating for us. The theater aspect was overempha¬ 
sized, especially by the English press, who love to see human tragedy 
on the stage.” 

“The thing was, there would be some nights where he would liter¬ 
ally not be able to make contact with the drums,” says Ibold, “and 
then on the next night he would be the best drummer I’ve ever 
played with.” After a serious bout with pneumonia, Young quit. 
West, a high-school buddy of Nastanovich’s, replaced him in the 
summer of ’93, with Nastanovich staying on as jack-of-all-trades. 

PAVEMENT: PRODIGIOUS MYSTIQUE UNTOUCHED BY COMMERCE. 



You’re the WARM UP for a band no one’s ever heard of. 

Your MANAGER just decided he could sing. 

The SATANIC YOUTH just adopted your lyrics as an anthem. 

And, yes, that’s a PRODUCER in the audience tonight. 

Now, what kind of WIRELESS MIC did you say you’re using? 

The HA IS 100. 
About S l.JOO. And n orth every cent. 

AKG. The most foolproof wireless systems in the world. 

H A Harman International Company 

© 1994 AKG Acoustics, Inc. AKG isa registered trademarks of AKG Acoustics, Inc. 
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SCOTT KANNBERG isn’t happy about the 
venue tonight. The larger hall that the band 
agreed to play in fell through, and the show is 
looking suspiciously like a study break for 
the 150 or so attendees. The rest of the band 
is in good spirits, however. Some old friends 
are in attendance, most significantly Dave 
Berman of the Silver Jews, a band that also 
includes Malkmus, West and Ibold. 

Pavement will never be as erratic live as 
they were with Gary Young, but they’ll 
never be the Famous Flames, either. Where 
their recorded efforts are crafted to sound as 

if they’re about to deconstruct, the live unit is 
still finding itself—Malkmus has even been 
known to stop in the middle of a song to cor¬ 
rect a bandmate. 

But tonight they’re as tight as they’ll ever 
be. They tear into “Ell Ess Two,” a swelling 
anthem without a chorus that evokes Califor¬ 
nia sprawl and bloat, and maybe even 
Ketchum (“Range Rovin’ with the cinema 
stars/But I wouldn’t want to shake their 
hand”). Malkmus sings from the side of the 
stage, a baseball cap pulled down over his 
bangs, peppering non sequiturs into his 

800 5-AVENUE 

DennyBrown 
Featuring: 

Booker T. Jones 
Dave Grissom 

Tower Of Power 

Produced by Erik Nielsen 

between-song banter—“Spiritualism,” he 
pronounces at one point, for no reason—but 
obviously committed to delivering the goods. 

After an interesting detour or two, Malk¬ 
mus sings the first few bars of “Gold Soundz,” 
one of Crooked Rain’s straightforward pop 
songs, and the band suddenly lurches into a 
minute of bleating ersatz, free jazz. Drummer 
West twists in his seat and erratically pounds, a 
stream-of-consciousness scat coming out of 
his mouth. Finally, Malkmus sings, “and we’re 
coming to the chorus now...” and the band 
returns to 4/4 time. Even the flirting freshmen 
in the back of the room are paying attention. 

Pavement’s end-of-world-tour party is 
held in a smoke-filled college conference 
room littered with beer bottles. The next day 
Nastanovich drives 18 hours straight to his 
home in Louisville, Kentucky. Kannberg flies 
back to the West Coast, and Malkmus, Ibold 
and West return to New York City. 

BY THE STRICTEST definition, Pavement 
is Malkmus and Kannberg. They make the 
records, as they have since they recorded their 

TEPHEN MALKMUS plays a Gibson Les 

Paul strung with GHS Boomers through 

a Fender Twin Reverb amp. His secret 

weapon these days is a fuzzbox made in 

New Zealand by one of the former mem¬ 

bers of Split Enz called a Hotcake. SCOTT 

KANNBERG runs his Sunburst Strat through a 

Twin that used to belong to DJ Dmitry of Deee-

Lite, a friend of Mark Ibold’s. For pedals he 

uses a vintage ProCo Rat, as well as a Turbo 

Rat, and his strings are D'Addarios. 

MARK IBOLD plays a Fender Precision bass 

guitar through an Ampeg V4B. His fave fuzzbox 

is a Japanese guitar pedal made in the ’70s 

called a Companion, and his strings are DGs, 

which he plays because they're handmade and 

“have a real nice sustain.” 

The star of STEVE WEST'S drum kit is a 

brass Ludwig Pioneer snare from the '20s. The 

bass drum comes from a Pearl Export kit, and 

his 18" floor tom is also a Ludwig. He uses 

Zildjian cymbals. He loves his “egg mallets,” 

which are Lexan mallets with egg shakers 

gaffer-taped halfway up the sticks. 

Percussionist/keyboard player BOB NAS¬ 

TANOVICH plays a 16" Ludwig floor tom 

hooked up to a Zildjian cymbal. His Moog 

Prodigy is in the shop, and for touring purposes 

he’s been using a Roland Juno Six. 
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self-released seven-inch “Slay Tracks” in 1989 
under the pseudonyms “S.M.” and “Spiral 
Stairs,” respectively. Their playground was a 
garage studio outside of Stockton owned by 
Young. After releasing a couple of singles and 
an EP on Chicago-based indie label Drag 
Citv Records—now compiled on the West¬ 
ing (By Musket and Sextant) LP—Pavement 
signed with Matador, an independent now 
distributed bv Atlantic Records. 

Kannberg, a soft-faced, quiet 28-year-old, 
lives in San Francisco and handles the group’s 
business affairs out of a spare bedroom in his 
apartment. He’s been covering the band’s 
business since Malkmus took an extended 
trip abroad after college, leaving him to put 
out the first single. He’s contributed one song 
to each of the two Pavement albums (“Two 
States" and “I lit the Plane Down”), and helps 
with arrangements and production. 

Slanted and Enchanted was released in 
1992 on a shoestring budget. “The basis of 
our sound was playing guitar through a real¬ 
ly old bass amp,” recalls Kannberg. “We 
would record all the guitar tracks first, and 
Garv would play over that.” 

“We were lucky, because this metal band 
were in the studio before us,” says Malkmus. 
“They had these giant amps and really nice 
equipment,” continues Kannberg, “and 
would work from like one in the afternoon 
until ten at night, and we would come in at 
10:30 and use their settings.” 

Crooked Rain, Crooked Rain was record¬ 
ed in what Kannberg calls “the twentieth 
floor of some Manhattan skyscraper.” It was 
nevertheless heavily informed by the Golden 
State, from the epic scale of “Unfair” to the 
homage to fellow Stockton townie Dave 
Brubeck on “5—l=Unitv.” Whether Califor¬ 
nia will loom as large on the next album, to 
be recorded in Memphis in 1995, remains to 
be seen. 

“Steve and I don’t talk as much anymore 
because he lives in New York,” says Kann¬ 
berg. “He works out the songs in New York, 
and then we go into the studio. I couldn’t live 
back East. Can’t deal with the people.” 

So Kannberg stays in California, the busi¬ 
ness manager of a group known for being am¬ 
bivalent about business. Pavement does each 
record for Matador on a one-off basis and will 
own the masters to Crooked Rain in five years. 

Predictably, the band members give 
sketchy answers when asked about Pave¬ 
ment’s future. “The band’s a very temporär}’ 
thing,” savs Kannberg, “kind of like going to 
college.” I Ie and Ibold already have ideas of 

what they’ll do when the band is through: 
He’ll finish a degree in urban planning, and 
Ibold expects to go to culinary school. 

And Malkmus? The closest he comes to 
talking about the future is in a conversation 
about Pavement’s appearance on Jay Leno: 
“This guv Pancho from Crazy Horse was 
telling us how when Neil Young was on ‘Sat¬ 
urday Night Live,’ they had edited out all the 
good parts, and then made him do it again 
after the rehearsal, not the way he wanted. 
He told us, ‘This isn’t rock ’n’ roll, this is 
bullshit. You can’t expect this to be anything 

that’s good about music.’ As soon as I 
thought of it that way, it was fun.” 

And you got to meet Drew Barrymore 
and Harry Shearer. 

“Meeting stars doesn’t excite me unless 
they live in my town or something.” 

But you’ll look back at it fondly someday. 
“1’11 look back. It’ll be behind though. 

And not forward. Forward is, you know, 
opening for the Stones at the Grammys.” 

And being covered in Musician. 
“As long as Steve Vai transcribes ‘Range 

Life,’I’ll be happy.” 'u' 

E NEW RELEASE FROM SAXOPHONIST 
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BY CHIP STERN 

Songs 

To AGING 

CHILDREN 

Joni 
Pulls your ear 

To go on to the next period you have to 

be able to withstand a tremendous 

amount of rejection,” asserts Joni 

Mitchell from behind a curtain of cigarette smoke. 

“Everything I loved was completely snickered at, 

razzed and ridiculed at the time of its release.” Her 

voice rises and falls in singsong cadences and subtle 

changes of inflection, as she leaps forward like a 

proud mama lion in defense of her brood. “You 

see,” she says with escalating animation, “I’ve done 

17 albums since 1968, and each one of them is like a 

dear child. I’m protective of my babies. I’m ready 

to defend them, and so I should be. There’s beauty 

there waiting for you,” she adds earnestly. “So if 

I’m defensive you have to understand that these are 

my children that have had their noses bloodied.” 

PHOTOGRAPHS BY 

JEFFREY THURNHER 





Joni Mitchell is one of those artists about whom there is very little 
middle ground. For my tastes, she has few peers as a singer/songwriter, 
save for Dylan and Neil Young, and she’s really stretched out in the stu¬ 
dio, creating innovative audiophile recordings and progressive electronic 
hoodoo every bit as hip as anything Peter Gabriel, Weather Report, Kate 
Bush or Brian Eno have done. But musicianship doesn’t have that 
much cachet in our whathaveyoudoneformelately alternative nation. 
Every artist has their admirers and detractors. To my astonishment 

was pretty much eradicated from the music scene at a certain point. 
It’s like nobody wanted me to exist, you know,” she declares matter-
of-factly, concluding with mischievous triumph that “it was a good 
period for exploration, because no matter what I did they were going 
to hate it. So it provided a kind of freedom.” 

I’m sitting across from her at a table in the Polo Lounge on Man¬ 
hattan’s East Side. The beauty of her craft, the freedom of her vision 
and the striking originality of her songs and orchestrations have been 

MUSIC 
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EXTRA CAR 

HAVE BAGGAGE I N 

WITH 

an enormous source of inspiration for me, going 
back to the ’60s. Like Miles Davis, she is a lyric artist 
with an exquisite, personal style that is easily identi¬ 
fiable yet impossible to copy. Their music seems to 
emanate from secret places far removed from the safe 
havens of conformity. Both were driven by a com¬ 
pulsion to keep growing, and had the guts to turn 

(because most artists never cop 
to reading their clippings), Joni 
seems to have heard every pos¬ 
itive and negative word ever 
uttered in regards to her singu¬ 
lar milieu, and seems to take it 
personally—very personally. 

“I can remember the essence of the rejections for nearly every pro¬ 
ject,” she affirms. “They were out of sync with their time, frequently 
off by about two years. I’ve been kicked out of every school of music 
there is, basically. A classical musician includes some of my music in 
his concert in London and they haul him up on the carpet to explain 
why. The Grand Ole Opry thought I was a country singer because I 
was on the Johnny Cash show, and when I took the LA Express in—a 
jazz band—they never had me back there. And then they excommu¬ 
nicated me from the airwaves for doing the Mingus project. Well, you 
know, that led to the decline of my popularity. Suddenly the press 
began to say her work is jazzy. And people would go, ‘Jazzy the 
dreaded jazzy, we hate jazzy, we don’t like it, we can’t understand it!’ I 

their backs on those whose affection for a particular peak period was 
so profound they’d have frozen them in amber if they had half a 
chance. Like Miles, Joni never really played to her fans, speaking 
directly only to her muse, with nary a backwards glance except to 
invite audiences along for the next bumpy ride. And from the grace of 
her folk period through the outreach and charm of her pop break¬ 
through Court and Spark to the painterly collages, jazz harmonies 
and profuse orchestrations of her mature works following Mingus, 
Joni Mitchell has endured in this fan’s heart, because she dares to take 
chances, to push the envelope of her art at every stage, to acknowledge 
and nurture her childlike aspects—to strive for originality, no matter 
how dear the price (as measured in hits). 

■ ately for guitars Joni’s been using a fairly recent Martin D-45,” explains long-time accomplice Joel Bernstein, “and a pair of Martin-style guitars by a luthier named 

I Collings, I believe, which are based on D-28 and 00-45 styles.” Joel helped her develop a system wherein she could come up with a performance set based on her 

I roughly 40 tunings, and play them on six guitars, which Joel would adjust between songs. 

I “Each of these tunings is like Alice going through the looking glass—you enter another world, quite different than in standard tuning. And in many of these tun-

■■I ings, the chords Joni came up with, and the fingerings, were completely idiomatic, and she began writing in them. And to pop people, because of the combination of 

her chords and melodies, her tunes began to sound more jazz-like, particularly on Hejira, and especially on Don Juan's Reckless Daughter. She has been an innovator in 

this area, and very few people have delved into it at all, and for me, the one other person I’ve heard do something creative with this approach is Michael Hedges. 

“As the years went by, and her voice deepened, so did the tunings, and a lot of them that used to derive from a D, are now open C-based, and beyond. Now, Joni uses 

a normal medium-gauge set on her guitars, but I’d probably use an .058 instead of an .056, maybe even go up to an .060, if you wanted to really ring true C. On ‘The 

Magdalene Laundries’ from the new album, the tuning is B-F#-B-E-A-E. When you tune the low string that slack, it gets pretty floppy down there, like a dumbek, and 

there's a tendency for the string to go sharp and go flat.” 

“In my own peculiar way, I invented the chorus," Joni adds. “This is Fred Walikee’s tale of the invention of the chorus machine. On Hejira I doubled the guitar and I 

doubled it in a way that Wayne Shorter and Miles double up on Nefertiti. It’s like silkscreening—it’s not tight doubling. I'm playing the part twice but there’s some varia¬ 

tions on it so they're not perfectly tight—they're shadowing each other in some places. That sound was satisfactory for me for that project, so when it came time I asked 

Fred, ‘Do you have anything that will break the signal on a guitar and double it? I need to somehow or other duplicate this sound in performance.’ He said, ‘Gee, I 

don't—there’s nothing like that.’ 

“So, the Japanese were very earnest at that time and interested in how their products were doing and were checking in with them from time to time. Some salesman 

from Roland came to see me, and I asked them, do you have anything for spreading the signal and doubling the guitar part? ‘Oh, no.’ So they went away and in a very 

short space of time they came back to Fred with the original Roland Jazz Chorus amp.” 
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Yet when it comes to making music, she’s fearless. “1 think it’s very 
important to teach people to take the risk, and view failure as one step 
towards success,” she declares. “You should not be afraid to fail, espe¬ 
cially if you want something fresh. Say you have five solutions to a 
problem, and all of them are commonplace. Well, throw it into ran¬ 
domness. Often, out of the chaos, come these great juxtapositions. I 
do it with film, I do it by twiddling the strings into a different tun¬ 
ing—I throw it open to the cosmos. Then when you discover some¬ 

thing that has an element of divine intervention, it’s like a blessing— 
and it’s real exciting. And it also restores your faith in the greater 
ether,” she laughs. “It draws you into a state where synchronicity can 
come in.” 

Here’s the woman who defined a liberated feminine (not feminist) 
persona years before Liz Phair, Tori Amos or Madonna got their first 
hickeys, who dealt openly and honestly with her own sexuality, and 
had the grace to acknowledge romance in a more mature vein with 
Wild Things Run Fast (which marked the occasion of her romance 

with, and marriage to, bassist Larry Klein, launching a fruitful series of 
musical collaborations). Looking into her eyes, I have a vision of Joni 
as a feisty 90-year-old, holding court in her rocking chair like some 
éminence grise, railing against conformity and spiritual indifference, 
nothing but damn copycats, afraid of you if you’ve got anything new 
to say, as she looks around furtively for the nurse and leans forward 
toward her guest, asking in a stage whisper: “Young man, are you sure 
you don’t have any cigarettes?” 

Now comes her seventeenth album, Turbulent 
Indigo, which is magnificent—as vital as anything 
she’s done. The record is an edgy, unsettling work. 
Mitchell confronts the darkening clouds on 
America’s horizon, decrying the abuse and dehu¬ 
manization of women, the herd mentality that 
drives art, the artificial barriers we erect that keep 
us apart, the pain and bitterness we endure as the 
toll charge for sensitivity. Painting her canvas in 
broad, vivid strokes of instrumental color, the 
orchestrations on Turbulent Indigo are all the 
more lovely for the shadowy tales of fear, anger, 
regret and isolation these songs depict. In the end, 
the wayward pilgrims who populate Turbulent 
Indigo vent their rage and wrestle with their 
doubts, but come out on the side of the angels— 
and like Job, endure with grace and move on. 

“Well, you know,” she cautions, her voice 
dropping down for emphasis, “there’s always a 
danger of reading too much into these songs. I 
mean, I’m not saying I’m Job. There was this one 
writer who was just convinced that ‘Sire of Sor¬ 
rows’ was autobiographical, and I had to explain 
to him that the text was right out of the Bible. I’ve 
always tried to make the meanings of my songs 
broad enough that listeners could find themselves 
there. But I am cleaning out a lot. This album rep¬ 
resents a lot of soul cleansing for me, getting out 
the crap, you know? I mean already the new songs 
on the next album are of a different nature. I can’t 
afford to be carrying extra baggage in my spirit. I 
have to fight this thing with cheer.” 

At first listen, Turbulent Indigo is an aural ban¬ 
quet for the senses. Half-speed mastered LPs of 
Court and Spark were popular demo records at 
high-end audio emporiums a generation ago, and 
this CD should achieve similar audiophile status. 
The stereo field is unbelievably broad and deep; all 
the instruments are rendered with wonderful detail 
and resonance; Wayne Shorter’s soprano saxo¬ 
phone is serpentine and mellifluous, and Joni’s 

voice bobs along like a harvest moon on a slightly hazy night. Her 
offhanded observation about how sex drives everything...and, oh, by 
the way, “Sex Kills,” is accompanied by a swirling, diabolical 
whirlpool of sounds that would make Robert Fripp feel right at home. 
A breezy, almost countryish wash of textures, and Seal’s engaging 
background vocals, wrap her lovely reading of Dan Hartman’s “How 
Do You Stop” (a possible airplay anthem) in a cool, elegant R&B aura. 
And the title tune, with its poignant conversations between Shorter 
and Mitchell, essays its tale of stifled creativity in general (and Van 

“I THOUGHT I CAN’T 

AFFORD TO BE IN THE 

BUSINESS ANY LONGER. 

IT’S TIME TO CASH OUT 

AND GET OUT.” 
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Gogh in particular) in an almost flamencan 
rhythm style. 

“You can hear it that way,” Joni allows, 
“that’s the interesting thing about it, you can 
hear it that wav, but it’s swinging, too. That’s 
my attempt at playing a black Southern shuf¬ 
fle. But my thumb has a very vertical pattern 
to it, which is similar to a Balinese monkey 
chant. So it’s very Senegalese in its effect—it’s 
swinging and it’s vertical at the same time. So 
it’s almost as if you were watching an air¬ 
plane propeller; it’s swinging to the right and 
all of a sudden it holds still and it swings to 
the left? It’s an audio illusion.” 

Conceptually Turbulent Indigo seems to 
be a reaffirmation of Joni Mitchell’s roots 
and fruits, in which the best elements of each 
stylistic phase are integrated within the 
orchestral canvas she’s been evolving with 
greater success since Wild Things Run last. 
There’s a renewed focus on the relationship 
between her spatial acoustic guitar tunings 
and that voice, which has mellowed and 
deepened into a rich, mature instrument, 
more mezzo than soprano, melodically con¬ 
fident and assured, as if carrying on an 
extended conversation with herself. 

“Well, maybe this is my Amarcord in a cer¬ 
tain area, you know what I mean? There 
come periods of synopsis. I don’t have the 
hindsight to see that yet. 1 played it against 
the last album and I thought Night Ride 
Home was a lot sparser than I remembered. 
At first, I thought Turbulent Indigo was a 
greater departure. But I still have a lot of 
orchestration in my system. And I would 
have orchestrated this one more, except it 
wouldn’t hold it. We added things and took 
them off and added things and took them off 
and it came to rest as it is. Part of the reason 
for that is some of the guitar tunings I came 
up with. The low bass string on my guitar is 
frequently much lower; it’s down to B on 
‘The Magdalene Laundries,’ which is really 
into the upper mid of the bass’s range. So, if 
the bass moved around too much, it was eat¬ 
ing the bassline on the guitar. Also, Klein had 
taken some of my sounds—for instance, the 
sounds of drums that I selected for projects— 
and they began to go out onto the projects of 
another woman, so...we had to go off in a 
fresh direction—things we’d done in the past 
had to be reinvented. And one of the things I 
did was to curtail movement on the bottom 
end of the bass. We had to go in a new direc¬ 
tion, because not onlv had I done it already, 
but others were doing it. It was too common, 
I had to lav some restrictions down and it was 
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difficult at first, trying to find a way. But we 
ended up with very simple pads and the lack 
of movement gave this clarity of movement 
of the bass and the guitar. As for my voice, 
sure, it’s deepened over time, but I never was, 
1 don’t think, a natural soprano. 1 was singing 
in falsetto because it was the style of the time 
and the type of music that I entered into, but 
I’m naturally more of a midrange voice.” 

The waiter finally comes with our food, 
and some casual fans will be unnerved to dis¬ 
cover that Joni did not order a bowl of oats, a 
side of sprouts and a tofu daiquiri. She had a 

steak, friends, and tore into it like the carniv¬ 
orous earth goddess she is, praise the lord. 

“I first realized I was a musician when I 
was about seven or eight. I used to dream I 
could play the piano beautifully. We went to 
sec this Kirk Douglas movie called The Story 
of Three Loves. It was three short films and 
the theme music was ‘Variations on a Theme 
by Paganini.’ To this day I think it’s the most 
beautiful melody I ever heard, and I used to 
go down to a store in North Battleford, 
Saskatchewan, where you could go into a 
booth and take the record out of the sleeve 
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and listen to it before you purchased it, and 
I’m just swooning over this beautiful music. 
So 1 wanted to learn how to play it. 

“ But I could learn it faster by ear than I 
could by reading it, and so my teacher would 
rap mv knuckles. And that took some of the 
joy out of it. I wanted to compose, and as a 
matter of fact I found something I had writ¬ 
ten for piano at that time, called ‘Robin 
Walk.’ But my teacher discouraged that. She 
said, ‘Why would you want to compose 
when you could have the masters under your 
fingers?’ So, the lesson was on a Saturday 
morning and I think it conflicted with Wild 
Bill Hickok or something, and I lost interest. 
I was viewed by my parents then as a quitter, 
so later in my teens when I wanted a guitar 
my mother refused to buy me one and said, 
‘You won’t stick with it, it will be just like the 
piano.’ So, I bought my own instrument; I 
bought a baritone ukulele. 

“My father was in the North Battleford 
Kinsmen’s Band, it was a marching band in 
the town. My father was briefly the leader of 
the band, and I wanted to play drums, terri¬ 
bly. They said girls don’t play drums, so that 
was denied. My father played trumpet. He 
would have liked to have been Harry James 
but, as he put it, he couldn’t interpolate. And 
he used to play duets with my piano teacher 
who rapped my knuckles. 

“Then I was stricken with polio and my 
legs were taken from me, temporarily. 1 kind 
of made a promise to my Christmas tree, that 
if I could get up and walk that 1 would pay it 
back somehow. So when I got out of the hos¬ 
pital I joined the church choir. And I asked 
particularly for the descant part. I called it the 
pretty melody. The descant was a melody 
that threaded everything together. And it had 
wide intervals, that some people couldn’t 
learn because they were too weird. 

“ 1 don’t think I lasted too long in the choir, 
but I did learn to smoke there. One night 
after choir practice—in the winter—one of 
the girls had a package of cigarettes that she’d 
taken from her mother, who was a chain 
smoker, and left a pack in every room. And 
we sat by the fish pond, which was empty for 
the winter and full of snow, and we’d pass 
these cigarettes around. Most of the girls 
coughed and winced and choked, but I took 
to it like a duck. And after that I sold pop 
bottles and newspapers and made enough 
petty cash to afford a pack-a-week habit. It 
seemed to ground me. My ninth year was a 
real emotional ordeal. I had three killer dis¬ 
eases in a row, and a sense of estrangement 
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from the world. It was just a private celebration; it was between me 
and nobody. And in a way I’d been through so much travail by the age 
of nine, that I felt like I’d earned my adult right to smoke. 

“At the age of 11, we were listening to Louisjordan: ‘Saturday 
Night Fish Fry’ and ‘The I louse of Blue Lights.’ My next love came 
when rock ’n’ roll was born. And from let’s say seventh grade until my 
second year of grade 12,1 was a rock ’n’ roll dancer. At that point I was 
looking for dance halls. And there were school dances all over the 
place, and the emergence of some public dance halls. That became kind 
of my reason to be. And specially the jukebox at the Avenue H swim¬ 
ming pool and the jukebox at the CM Lunch, which was on the west 
side oi town, where I was forbidden to go. 20th Street then had the 
highest crime rate per capita in Canada. It was called Little Chicago. 

“Then there was this group of guys: They were my dance part¬ 
ners—we used to call them Ocean’s 11. Three or four of them went to 
New York City and came back with scruffy little goatees, and berets 
and striped T-shirts and one of them wanted a mural of beatniks on his 
bedroom wall. And I’d always painted. I was always kind of the school 
artist. That was how kids identified me, and it was my identity. So, I do 
believe he paid me with a jazz record. Anyway, somehow or other, into 
my record collection crept Lambert, Hendricks & Ross’s The Hottest 
New Sound in Jazz, Miles Davis’s Kind oj Blue and my first rap record, 
Oscar Brown Junior’s Signifying Monkey, and that really began to 
interest me in private, because there was no scene for it around me. 

“Then in grade 12 I picked up the baritone ukulele and began to 
introvert: sit in the corner and pick on this thing. I was still in high 

school but a lot of my friends were in college, and the new style of 
partying was emerging where people sat around and sang folk songs. I 
enjoyed that. We used to go out in the bush and drink beer and put 
our cars in a circle and turn all the radios on at once and dance wildly 
in the stubble. I liked that too, but I also liked this more pensive kind 
of partying. I wasn’t serious at all, it was just for the fun of it. It wasn’t 
for a while that I began to write songs. I had always written poetry, 
but I didn’t see the correlation between poetry and songwriting, until 
Dylan’s ‘Positively 4th Street.’ It’s the first time I ever heard anger 
expressed in a song. And I thought, gee, you can write about any¬ 
thing. So that was a catalyst to think about a lot of things.” 

And the rest, as the scribes say, is history. Young Roberta Joan 
Anderson was swept up m the wake of turbulent indigo, and became 
Joni Mitchell. Between sips of coffee, two aging children go back and 
forth across the years, rehashing the triumphs and tribulations, and 
always that little glint of frustration rises to the surface. Joni Mitchell 
has driven herself to move forward, ever forward, while keeping the 
divine child of her inspiration alive, but at what price? And where’s the 
applause? Even earth goddesses get the blues. 

“I came to the crossroads,” she sighs, “and I had to decide in this last 
year if I really wanted to get out of the business. I’d just had it with it. I 
thought I can’t afford to be in the business any longer, basically—it’s 
time to cash out and get out, you know. I’m being told repeatedly that 
everything I do is no good. With exceptions. There have been a few 
champions here and there, but they were really swimming against the 
tide,” she smiles gently. “So I just thought, what’s the point? I mean it’s 



time to get off; it’s time to develop my painting, it’s time to write some 
books—there’s a lot of things I’d like to do. If I cash out now and get 
out of town, 1 could live modestly and well. The thing that stopped me, 
really, was that I felt that this album was important...but if I gave it to 
Geffen no one would hear it. And either I would give it to him and call 
it Swan Song and get out, or I would give it to Mo [Ostin, of Warner 
Bros.] and straighten out some of my back business with him, and then 
I would have to go another.. .whatever, you know, ten or 12 years with 
bean counters at the top; with a conglomerate over my head of un¬ 
known people who care nothing about music but onlv digits pushed; 
with a myriad of out clauses where there are many, many ways to dump 
me.” Joni smiles and flips back her hair in a gesture of defiance. Her sen¬ 
sitive child recedes for the moment, and her diva reemerges, proud and 
sassy—a bad girl ready to stir up some trouble. “ But that’s my ace in the 
hole,” she whispers conspiratorially. “I don’t give a damn, you know. 
Dump me, see if I care! ’’Her voice drops an octave, and takes on an 
ancient mojo tone. “ I was born in the briar patch,” she laughs. 

We part warmly, but a week later I am treated to a long-distance 
grilling by an ornery Joni Mitchell, the likes of which I haven’t ex¬ 
perienced since my collegiate oral exams. How did this misunderstanding 
come about? Maybe I’d done something to hurt her feelings? Or, per¬ 
haps, as Lester Young once characterized it: “You’re with someone, and 
you think they’re cussing you out, but they’re actually calling them¬ 
selves a motherfucker, and you just happen to be in the same room.” 

My rapt enthusiasm tor Turbulent Indigo seemed to Joni to indicate 
a relative lack of esteem for the rest of her post-Mingus canon. She felt 

like I was sitting in judgment of her. Anyway, after we talked out our 
misunderstandings, Joni told me that “I’m basically a very, very open 
person, and that’s the way I communicate with everyone. But when 
talking with the press, I often find myself going back over things I said, 
and feel like I’ve left myself very vulnerable. I need to be reassured.” 

Why are you so sensitive? 
“Why am I so sensitive?” 
Yeah. What do you care what people think? So long as they keep 

talking about you. Ultimately, you can’t please anybody. You can 
only please yourself. 

“Exactly.” 
Right, so tell all these motherfuckers to go fuck themselves—and 

tell me to fuck off, too, while you’re at it. You’re Joni Mitchell. 
“Well, look, I’m not whining and I’m not complaining. Sensitivity, 

I find, is a very important perspective.” 
The most important perspective. How else can you open yourself 

up to creativity? 
“You need all four major perspectives. You need I know, you need 

I see, you need I feel, and you need I sense.” She pauses. “I’m very 
childlike in a certain way. Like, you like me, 1 like vou. You don’t, I 
don’t. You know what I mean?” she laughs. 

And what’s the nicest thing someone ever said to you, Joni? 
She brightens right up. “You know, in my entire adult life, my favorite 

compliment—and I think a true compliment should be inspiring, not just 
flattering—was received from a blind black piano player. And what he said 
was Joni, thank vou for your music—it is genderless and raceless.’ ” 'S' 

What they mean when they say, 
"Rock'n Roll-will never die." 
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What a year for the music world! 

Musicians were going on strike against their 

record companies, the record executives 

were staging mutinies against the corpora¬ 

tions that owned them, the corporations 

were firing top executives and trying to screw 

musicians and technology was mutating so 

quickly that no one was sure who was going to need who by the 

time the dust settled and people began to think about playing music 

again. Your faithful native guides at Musician have condensed all 

the news, theories, slander and gossip into one easy-to-carry ball— 

which we now take great delight in lobbing at your head. DUCK! 

LABELS REBEL AGAINST THE CORPORATIONS 

W ITH FREEWHEELING 
chairman Steve Ross dead, but¬ 
ton-down Time Warner corpo¬ 
rate began to try to bring the 
unruly honchos of the Warner, 
Elektra and Atlantic record 

labels into line with what they consider proper business deco¬ 
rum. Execs bitter about the turn of events said that Time 
Warner’s Robert Morgado (the Warner Music Group’s chair¬ 
man and chief executive and bean counter supreme) was finally 
free to do what Ross would not have allowed—remake the 
self-governing labels in the corporate image. Morgado walked 
around announcing that he was going to teach these record 
executives that the music business was a business and should 
be run like any other business! He told MTV CEO Tom Fre-
ston that he was going to “bury” him and his network—along 
with anyone else in the industry who acted like a maverick. 

Why should musicians care about what happens among 
these millionaire businessmen? Because as much as the old-
guard label chiefs may be snakes, they’re our snakes—they are 
music men. The new corporate megastructure climbers are 
interested only in the bottom line. They have no use for the 
type of serious rock artists upon whom Warners and Elektra 

built their labels. They would rather have a pop assembly line 
that keeps the product coming. To such people the notion of 
waiting five years for an album from a Paul Simon or Peter 
Gabriel is nonsense—it would be like Kellogg’s being told 
there’ll be no Frosted Flakes this year ’cause Tony the Tiger 
isn’t feeling inspired. 

Warner/Reprise, Elektra and Atlantic represent the glory 
days of the freewheeling U.S. record business. Each label has 
its own personality and creative history. Morgado set out to 
put an end to all that. Atlantic’s Ahmet Ertegun and Elektra’s 
Bob Krasnow have both had health problems. Ertegun had 
already passed the running of Atlantic over to his co-chairman, 
Doug Morris. Krasnow’s Elektra had been struggling with a 
bad run. Only the Warner/Reprise label \ headed by legendär}' 
chairman Mo Ostin and president Lenny Waronker, was still 
operating with its old guard at full strength. 
Morgado turned that old world upside down with one 

move: He put Atlantic’s Doug Morris in charge of all the WE A 
labels. Predictably, Ostin and Krasnow quit. Nerves at Warn-

:To avoid confusion we are referring to the overall corporate structure 
as Time Warner, the combined labels as WEA, and Ostin's Warner 
Bros, label as Warner/Reprise. 

B 1 G 

U S T R A I I O N BY G A R Y PANTER MUSICIAN jANUARY/FkBRUARY 1995 33 



pearl jam’s ticket wars 
IN 1994 PEARL JAM showed they weren’t just the biggest band in America, they were the most revolutionary. Now that’s a combination we haven’t seen in a while. 

Consider: The band refused to make any videos for its massively successful second 

album, Vs. They released no singles in the U.S., and in the U.K., where they did put out a 

single, “Animal,” they released it without a bar code, more or less stifling attempts to track 

Jeff Ament and Stone Gossard testifying in D.C. 
its sales. They didn’t tour, of course—not exactly a political act in and 
of itself. But the drama behind their decision to not tour became, at 
least in the music business, the David and Goliath story of the year. 
Vs., indeed. 

This was, after all, the year in which large-scale concert prices shot 
through the roof. Fifty bucks for the Rolling Stones? Seventy-five for 
Pink Floyd? $150 for the Eagles?! Golly, them old yuppies got the 
bucks. But high-profile shows like the aforementioned have the 
unfortunate effect of raising ticket prices across the board. Teenage 
rock fans may not care that old farts like the Eagles are gouging their 
fortysomething customers, but chances are they’ll be shelling out 
more dough too, the next time Smashing Pumpkins or Soundgarden 
come to town. 

Enter Pearl Jam. Spurning the reigning rock star attitude of 
noblesse oblige in favor of good old-fashioned populism, on the cusp 
of the most anticipated tour of the year Eddie Vedder and company 
demanded a $20 ceiling on ticket charges, including a top service 
charge of ten percent. This last stipulation put them at odds 
not only with concert promoters but with gargantuan ser¬ 
vice agency Ticketmaster, whose virtual monopoly on arena 

contracts made a large-scale tour without their coopera¬ 
tion difficult at best. Indeed, Pearl Jam’s attempt to 
structure a tour around “alternative venues”—i.e., those 
not bound by Ticketmaster contracts—proved impos¬ 
sible to put together on short notice. But Pearl Jam’s 
militancy also hit a nerve, partly because of their stature, 
and also because of rumors throughout the music indus¬ 
try of sweetheart deals and kickbacks among some pro¬ 
moters, managers and service agencies that were inflat¬ 
ing prices. 

The controversy made its way to Washington in June, 
where Pearl Jam put these issues before TV cameras and 
a panel of preening congresspeople, while raising the 
spectre of Ticketmaster’s vulnerability to anti-trust legis¬ 
lation. In the end, the band never did tour, and Congress 
turned its attention to new sources of sound bites. A new 
twist in the fray occurred in October, when Green Day 
announced a national tour with tickets priced under $20 
(albeit including 15-20 percent service charges) and with 

Ticketmaster’s enthusiastic support. But with the release of Pearl 
Jam’s new album Vitalogy, expectations of another tour—or war—in 
’95 are once again in the offing. Stay tuned. 

Beyond Pearl Jam, large-scale rock concerts generally raked in 
what the market would bear, which in the case of certain ’60s icons 
turned out to be a case of feast or famine. Sure, the Stones and Pink 
Floyd cleaned up, not to mention that enduring symbol of the coun¬ 
terculture Barbra Streisand (that’ll be $350 a ticket, thanks, plus ser¬ 
vice charge); on the other hand, the Traffic reunion required a certain 
amount of, uh, downsizing. 

For sheer audacity and greed, however, nothing quite compared 
with the Eagles “reunion,” a snore-fest that packed amphitheaters at 
tickets ranging from $75 to $150 a pop, while giving new meaning to 
the phrase “Take It to the Limit.” In a minor stroke of genius, 
Boston’s WBCN drew national attention by offering its listeners the 
chance to turn in their Eagles tickets in exchange for an unreleased 
live-performance CD by—who else?—Pearl Jam. 

BY MARK ROWLAND 
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er/Reprise were calmed a little by news that Lenny Waronker, Ostins 
deputy, would replace him. There was some hope that Lenny could 
keep the legacy alive. That hope was dashed in October when 
Waronker announced that he, too, would walk when his contract ran 
out at the end of 1995. 

At that point two weeks of madness erupted in the record business 
during which label presidents accused each other of treason, resigna¬ 
tions flew, and the multinational corporations got a first-hand lesson 
in why the music business will never fit comfortably into a corporate 
pyramid structure. Krasnow had been replaced as Elektra chairman 
by Sylvia Rhone, an African-American woman who had been suc¬ 
cessfully running Atlantic’s East/West imprint. No one was going to 
protest that. Then Seymour Stein, the brilliant, eccentric head of Sire 
Records, a Warner/Reprisc imprint, was offered the job of president 
of Elektra under Rhone. Stein equivocated—there was talk that he 
would take the job but that his right-hand men, Howie Klein and Joe 
McEwen, were reluctant to move with him. Then it was rumored that 
in the wake of Waronker quitting, Stein told Morgado and Morris to 

WEA employees whisper that things got so hot Morris took a 
swing at Morgado (well, they admit, he didn’t connect). Morris decid¬ 
ed this had all gone too far. Morris went to Time Warner Chairman 
Gerald M. Levin and got backing to usurp Morgado’s power over 
label appointments. Reportedly Morris said that he, Elektra’s Sylvia 
Rhone and Atlantic president Dannv Goldberg were all prepared to 
resign if Morgado’s rampage wasn’t stopped. Levin must have been 
taken aback. Ostin was gone, Krasnow was gone, Waronker was 
going, Stein was (maybe) readv to go, and now Morris, Goldberg and 
Rhone were set to quit? Who the hell would sign the T&E’s?!? Levin 
sided with Morris against Morgado. 

By the time Morgado’s man Dickins landed in America and 
unpacked his suitcase his new job was gone. Morgado, publicly 
humiliated, went back to Time Warner with his tail between his legs. 
His dreams were further dashed the next day when Levin announced 
that he was giving the presidency of the whole Time Warner corpora¬ 
tion (a job Morgado supposedly coveted) to surprise choice Richard 
Parsons, a banker. Morgado had in one 48-hour period been cut down 

“We’re just watching in amazement as 
Morgado dismantles the most powerful record 

company in the world.” 
take the job and shove it. Then gossips said 
that Stein would indeed take Elektra, but was 
covering his bets as anti-Morgado sentiment 
erupted across the industry. 

Doug Morris found himself in a lousy 
position. He was seen by the other label 
chiefs as the turncoat, the guy who sold out 
his peers to side with the evil corporate bean 
counter. Morris was perceived as having 
allowed himself to be used to get rid of Ostin 
and Krasnow. He was the public face of 
Morgado’s attempt to turn the Atlantic, 
Warners and Elektra labels into one homoge¬ 
nized corporate entity. 

There was about to be more blood on the 
walls. Morgado decided to bring Warner UK 
chief Rob Dickins to America to replace 
Ostin at Warner/Rcprisc. An outsider, a for¬ 
eigner was coming to take over the flagship 
of the last American major! There was wild talk of massive walkouts. 
There was speculation that major acts such as R.E.M., Neil Young and 
Eric Clapton would follow Lenny and Mo out the door. An executive 
of a rival label told Musician, “We’re just sitting here watching in 
amazement as Morgado single-handedly dismantles the most power¬ 
ful record company in the world.” 

Remember the old Lenny Bruce routine about the Lone Ranger 
and Tonto surrounded bv a band of wild Indians? The Lone Ranger 
says, “What are we going to do, Tonto?” Tonto says, “What do you 
mean we, white man?” That is the situation in which the Lone Morga¬ 
do and his faithful sidekick Doug Morris found themselves as the wild 
record execs circled them screaming for blood. Morris turned to Mor¬ 
gado and said, Whadya mean u C? 

from above and below. WEA employees 
danced around singing, “Ding dong the 
witch is dead” and talking about how when 
the chips were down Doug Morris remem¬ 
bered he was a record man and saved the day. 
Morris quickly moved to put his own right¬ 
hand man, Danny Goldberg, into the chair¬ 
man’s job at Warner/Rcprisc. Goldberg is a 
music man, former top artist manager and 
free speech crusader. It seems that the forces 
of good triumphed over darkness. 

And they probably did, they probably 
did. But there is one other scenario, a sce¬ 
nario no one really wants to believe and even 
if it is true we will never know. What if that 
swing Morris took at Morgado missed on 
purpose? What if, having gotten themselves 
into an impossible corner, the Lone Ranger 
and Tonto decided to play a little game of 

good cop/bad cop to fool the other Indians? 
What if, way up in that Time Warner penthouse, Morgado and 

Morris are locking the door, exchanging high-fives and saving, “We 
got what we wanted, and they bought it. Atlantic, Elektra and Warner/ 
Reprise have been folded into one corporate culture. Mo and Lenny 
and Krasnow arc gone. We’ll get rid of their loyalists as we go along.” 

Unlikely? Sure. Bv the time you read this Morgado mar have exit¬ 
ed Time Warner altogether. He’s already being blamed for decisions— 
such as big layoffs at Elektra—that he had nothing to do with. Cer¬ 
tainly, WEA staffers who might have felt morally obligated to walk 
off their jobs before now have an excuse to say, “Well, the good guys 
won,” and go back to work. And if the work they arc going back to 
has a little less room tor, say, a Randy Newman—who’s really going 
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to notice? Maybe Warner/Reprise and Elektra could learn a lesson 
from Doug Morris, who it is probably fair to say is a little less con¬ 
cerned with pampering the artists than Mo Ostin was, and a little 
more comfortable with a philosophy of push the record as far as you 
can as fast as you can. 

It’s not the ’60s anymore. Hell, it’s barely even the twentieth centu-

by top country stars. When that was a smash, the Eagles reunited for a 
tour, TV special and album. Ultimately Henley and Geffen settled out 
of court, Geffen got the Eagles reunion album, and Don’s future looks 
lucrative. Unfortunately for other musicians, the way labels do busi¬ 
ness was not tested in the court. 

But wait! It might be for the best. There was one big impediment to 
ry anymore. None of this was meant to last forever. 

MUSICIANS REBEL AGAINST 
THE LABELS 

ONE OF MORGADO ’S transgressions was 
that he gave musicians a stick with which to 
beat the record companies. Allegedly Metalli¬ 

ca, one of Elektra’s biggest acts, had reached an oral agree¬ 
ment with Bob Krasnow for the return to the band of 
ownership of their master recordings. When Krasnow 
was deposed, Morgado refused to honor the agreement. 
That brought down on WEA the bad blood of both the 
artist community (who saw it as proof that the new WEA 
management was untrustworthy) and the music execu¬ 
tives, who do not want to see Metallica win a court ruling 
that could set an anti-label precedent other acts would 
follow. 

See, Metallica are challenging Elektra’s right to their 

Henley’s legal case—an impedi¬ 
ment Geffen would surely have 
beaten his head against; like 
many successful artists Henley 
had, during the course of his rec¬ 
ord deal, renegotiated his con¬ 
tract. Geffen would have made 
the solid argument that such 
a renegotiation began a new 
seven-year period. The same 
cannot be said of Metallica, who 
signed a ten-year contract with 
Elektra Records and never rene¬ 
gotiated. Metallica’s suit main¬ 
tains that they stuck to their ini¬ 
tial deal, their seven years is up, 
and they want out. 

If the courts rule with Metal¬ 
lica, Bob Morgado will have 

George Michael and his lawyers 
presented a case that would have made Jimmy 

Hoffa side with management. 
contract under California Labor 
Code 2855, which limits the length 
of any personal services contract to 
seven years. The labels have been 
dreading the day some artist would 
invoke that law to break a record 
deal. Don Henley tried first. 

Henley let it be known some 
time ago that he was unhappy with 
Geffen Records and would wel¬ 
come offers from other labels. The 
trouble was that Henley takes 
years to make an album and he still 
owed Geffen three—as many as 
he’d made in the first decade of his 
solo career. After a decent amount 
of complaining, Henley launched a 
lawsuit to dissolve his Geffen deal 
under the seven-year law. 

The ears of the music industry perked up! Every recording artist 
wanted to sec that law tested, and Henley’s contention that the major 
record labels maintained a tacit agreement to not sign artists who 
invoked it to get out of other deals had (as Thor used to say) the ring of 
truth. While the lawsuit was being fought out Henley kept his face 
before the public with charity work, high profile appearances and 
helping to put together Common Thread, a tribute album to the Eagles 

inadvertently been the catalyst for the biggest blow 
against standard record deals in years. 

The possibility of a Free-Agency for musicians is the 
sub-text of a lot of maneuvers in the music business 
these days. Several major acts were also vying for the 
chance to be first to test the strength of the deals that 
bind musicians to record labels in the courts of Britain. 
When George Michael brought suit against Sony in 
London, there was a lot of speculation that this would 
be the blow that would prove that the standard record 
deal was so weighted against the artist as to constitute 
an unfair restraint of trade. 

Unfortunately for other musicians, Michael and his 
lawyers presented a case that would have made Jimmy 
Hoffa side with management. Rather than focus on the 
ways in which virtually all record deals put the artist at 
a disadvantage, Michael’s case seemed to be based on 
the assumption that George Michael was the most 
important performer in the world and if any other 

Sony artist were promoted more than George Michael, it was self-evi¬ 
dently unjust. Michael’s attorneys suggested that there was something 
unprofessional in Sony Music president Tommy Mottola’s label pro¬ 
moting the career of Mottola’s then-girlfriend (now wife) Mariah 
Carey—which is pretty hard to sustain when you consider how many 
millions of records Carey has sold. 

Michael’s main complaint was that Sony had not promoted 
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Michael’s self-consciously artsy Listen Without Prejudice album with 
the same enthusiasm that they had poured into the more pop Faith. 
Now aside from the fact that it appears to be untrue—so what if it 

were} What court would demand that record companies are obligated 
to push uncommercial albums as hard as they push those with a 
chance of selling ten million? No doubt Sony spends more on pro¬ 
moting Michael Bolton than they do on Bruce Cockburn, which is no 
reflection of artistic value but is a reasonable investment. 

What really sank Michael’s argument, though, was that he himself 
refused to promote Listen Without Prejudice. He did virtually no 
interviews for the record and refused to appear in its videos. Bv unin¬ 
tentionally presenting their client as a self-absorbed prima donna, 
Michael’s lawyers set back the cause of artists’ rights by a mile. 

Prince’s ego may have inspired his rebellion against Warners as much 
as Michael’s did his against Sony, but Prince gives every impression of 
being a lot smarter. I laving signed a multimillion-dollar deal to great 
fanfare, Prince was surely upset when his recent albums did not sell well 
enough to trigger the big payday his new contract called for. 1 Ie let it be 
known that his relationship with Warners had deteriorated to the point 
where he had little interest in continuing with the label. He said he would 
fulfill his contract by delivering albums made up of unreleased material 
from his large archive, and look for other ways to get his new music out. 

Unlike George Michael, Prince’s main complaint was not that he 

coming capacity to sell music by direct transmission from artist to fan 
(over telephone lines, cable or satellite transmission) would call into 
question the need for record stores and even record companies as they 
are now structured. Musician was hit with requests from up and 
down the industry—from superstars to mainstream reporters to the 
boardrooms of multinational corporations—to send over piles of the 
issue, to advise on setting up electronic distribution systems and to 
discuss the ramifications of the new gold rush. 

Musician had brought out of the closet a subject the music industry 
was struggling to figure out and to keep quiet: In a world where there 
is no cassette, no disc, no record to sell—who’s going to own the 
music? Ethically, it seems obvious that the artist should, but nobody 
ever said this business was run by ethics. In 1994 the record companies 
scrambled to assure themselves of a future in this new world, most 
obviously by lobbying through the Recording Industry Association 
of America (RIAA) for a new law that would grant labels a royalty 
payment each time a recording is broadcast. Today “broadcast” means 
played on the radio or TV, but the law makes clear that it also covers 
music transmitted into individual homes. The American Federation of 
Musicians managed to get tagged on a provision to include payments 
to performers in this law. You can sec that as either a great accomplish¬ 
ment for artists (their first-ever broadcast royaltv) or a buy-off to keep 
the labels in the power position. The bill (sponsored in the Senate by 

In the new world musicians will need a gigantic 
corporate distribution system less than a few 

smart advisors. 
wanted the record company to do more for him—he just wanted the 
label to get out of his way. He explained that he records much more 
music than Warners is willing to release (the accepted wisdom is that 
more than one album a year dilutes the market and hurts an artist’s 
sales) and that his inability to get all his music out is stifling. 

Warners seemed to be pretty gracious about letting Prince try a few 
experiments. He released a maxi-single “The Most Beautiful Girl in 
the World” through independent distribution and scored a big hit. 
Then, simultaneous with the release of the archival album Come, 
Prince released an album of songs written and produced by him (with 
other artists performing them) on his own label and available through 
an 800 number. At a concert in New York in July Prince played a 
whole set of new material and, smiling, told the ecstatic audience that 
he would rather come out and play his songs live than have to deal 
with record companies at all. 

Prince seems more Iikely than other musicians to really challenge the 
way the music business operates, because more than most musicians he 
seems to sincerely value making the music above making the money. 

RACING FOR THE WIRE 

O
NE EARTHQUAKE THAT set off these shockwaves 
came from the efforts of everyone in the music indus¬ 
try—musicians, label chiefs, corporate honchos, lawyers, 

managers, retailers and manufacturers—to get their own positions 
protected as we move toward the information superhighway that will 
change the way music is sold to consumers. A year ago Musician ran a 
cover story called “Future Shocks: The End of the Music Business as 
We Know It” that caused a riot in the industry by showing how the 

Republican Orrin Hatch and Democrat Diane Feinstein) did not make 
it through this year, but will almost certainly reach a vote in 1995. 

Also on the lawmaking front Vice President Gore, a big champion 
of speeding up the creation of the information highway, backed legis¬ 
lation that would deregulate the information industries (allowing for 
easier mergers of, for example, cable and phone companies) in ex¬ 
change for those companies promising open public access to the sys¬ 
tems they create. That is crucial if musicians are to have the ability to 
get their product into the electronic marketplace without having to 
make deals with big media companies in order to get on line. It means 
that everyone with a modem would have an equal chance to sell their 
goods on the superhighway. 

Obviously the mega-corporations would prefer to have a 
monopoly on the means to the market; they would prefer to block 
freelancers and small operators from selling their music alongside the 
bigwigs. One characteristic of mega-corporations is that they are for 
laissez-faire capitalism and the free market only to the degree that it 
helps them. When free market helps the little guy they run for protec¬ 
tive legislation like commissars to the Politburo. The superhighway 
deregulation bill was among the laws blocked by the Republicans in 
their autumn filibusters—an orgy of obstructionism in which the 
G.O.P. stopped a mountain of progressive legislation from being 
voted on. It does not seem too cynical to suppose that when a new, 
more conservative congress convenes next year it will be even tougher 
for information deregulation to pass. 

Which is not to say that direct home transmission is not inching for¬ 
ward. Aerosmith got a ton of attention this year when they piped a 
new song onto the Internet and let wired-in fans download it for free. 
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David Geffen, the head of Aerosmith’s label, 
was reportedly peeved when he heard about 
the project—why encourage a trend that 
implies, at the very least, that the labels are 
preparing to abandon record stores at a time 
when the labels still need the record stores? 
But Geffen was convinced that as the Aero-
smith transmission had already been 
announced it would be worse P.R. to pull the 
plug. So the experiment went ahead and the 
Aerosmith song was sent down the info-
bahn—although the music took so long to 
download that some cynical computer hack¬ 

ers bitched that it was all a plot to make peo¬ 
ple think that computer delivery would not 
be worth the effort. 

RETAILERS VS LABELS David Geffen was right to be 
worried about offending the rec¬ 
ord retailers—all this talk about 

their coming obsolescence was pissing off the 
record stores to no end. At the National Asso¬ 
ciation of Record Merchants (NARM) con¬ 
vention in San Francisco in March, label after 
label got up and promised the retailers that 
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they would never let this silly little superhigh¬ 
way come between them. (Meanwhile Block¬ 
buster Video, an upstart in the record busi¬ 
ness, was jumping into the fiberoptic future 
with both feet.) But record store owners know 
when they’re being snowed. No sooner had 
everyone gone home from NARM than the 
labels were cooking up interim methods of 
going around the record stores. One of the 
most successful was EMI’s campaign to sell 
specially made low-price CDs by Garth 
Brooks, Tina Turner and other stars through 
McDonald’s! Buy a happy meal, get a half-
price copy of a new Roxette CD before the 
music on it is available in record stores. 

Oh the cruelty! Retailers were up in arms, 
but EMI was looking prosperous. The pro¬ 
motion sold more than nine million CDs in a 
month. Record stores are feeling so alienated 
from the labels that one large national chain is 
thought to be preparing to launch a record 
company of its own. There’s one label that 
won’t be going on line too soon! 

Does a record chain owning a record com¬ 
pany sound like an anti-trust violation? You 
ain’t heard nothin’ yet! In October the enter¬ 
tainment business was jolted by the announce¬ 
ment that superstar talent agent Michael Ovitz 
of the powerful Creative Artists Agency was 
linking CAA with three of the “baby Bell” 
telephone companies—Nynex, Bell Atlantic 
and Pacific Telesis—with plans to begin trans¬ 
mitting movies (and video games, they did not 
mention music) over phone wires into people’s 
TVs on a limited basis at the end of next year. 
The deal was doubly shocking because Ovitz, 
an agent, is in effect setting himself up as a stu¬ 
dio. There was far less squealing in August 
when the Walt Disney Company announced a 
similar deal to deliver programming through 
three phone companies—Southwestern Bell, 
BellSouth and Ameritech. But the long-term 
impact is the same—entertainment corpora¬ 
tions want to team up with delivery systems 
and cut out the middlemen. 

Michael Ovitz’s biggest client is Steven 
Spielberg, and the week before announcing 
his new partnership with the phone compa¬ 
nies Ovitz got together with David Geffen 
and Jeffrey Katzenberg for a powwow. That 
is significant because just as Ovitz was con¬ 
structing a talent/hardware supercompany, 
Geffen, Spielberg and Katzenberg were 
announcing plans to start an entertainment 
empire of their own. In a subtle way the Gef¬ 
fen team’s front-page move may have helped 
inspire those WEA chiefs to revolt against 
their corporate bosses, [cont’d on page 78] 
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MARY CHAPIN CARPENTER 

CURRENT HOME: 
Washington, DC 

RECENT ACCOMPLISHMENTS: 
Winner of consecutive Grammy® Awards for Top Female Vocal 
Performance, Country; consecutive CMA Female Vocalist of the 

Year awards; and the ACM Top Female Vocalist award. 

INFLUENCES: 
The Beatles, Bob Dylan, Emmylou Harris, 

Richard Thompson. 

FAVORITE MEMORY: 
"I’ll never forget the night at Slim’s in San Fransisco in 

October of ‘92 when the power blew out. It gave new meaning 
to the ‘unplugged’ trend. With flashlights as 

our ‘spotlights’, we climbed onto the bar and played. 
It was a blast!” 

FAVORITE MICROPHONE: 
Shure Beta. “I like the way the Shure Beta lets me cut 

through loud and clear over the band. It's very consistent — 
has a wide dynamic range — so the sound is uniform from 

one octave to the next. And there’s almost no handling noise. 
So my audience hears what they came to hear. ” 

DISCOGRAPHY: 
"Come On Come On ”(1992), “Shooting Straight in 

the Dark” (1990), “State of the Heart"(1989), 
“Hometown Girl”(1987). All on Columbia Records. 

FOR MORE ABOUT BETA: 
Call 1-800-25-SHURE. 

SHU^EBEM 
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'itch UPttn 

No doubt about it, 
jamman is 
a WINNER.” 

GReg Rule, keyboard, 

AUGUST, 1994 

Lexicon has delivered an 

effects processor with 

unique, musical capabilities 

available nowhere else.” 

David (Rudy) Trubitt 

Electronic Musician, March, 1994 

"^¡con^479 Vortex Audio Morphing 
1‘rocessor is an island of innovative 

eccentricity in a sea of 
nil too homogenous effects boxes" 

Joe Gore, Guitar Player, 
August, 1994 

-Vortex is a fun and unusual box. its 

real-time parameters, tap tempo and 

morphmg features can produce some very 

expressive and interesting results 

And, as to be expected from a unit made by 
Lexicon, the sound quality is excellent.” 

Greg Rufe, Keyboard, July, 1994 

If you are looking for 50METH|ng 
TO SPARK INSPIRATION AND GIVE YOU 
SOME DIFFERENT SOUNDS, VORTEX 
CAN DO IT MORE EASILY, AND AT A 

better price, than anything else 
ON THE MARKET." 

Larry the "o” electronic 
Musician, May, 1994 
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iRST there was Alex. You know Alex — the affordable, professional digital reverb 
unit. The one they called: "definitely something special.” From Lexicon, the people 
who virtually invented digital effects boxes. Now, expand your creative options 
with JamMan, the Looper/Delay/Sampler — and Vortex, the Audio Morphing™ 
Processor. Read what the press said about them — then cruise on down to your / 
local Lexicon dealer, take 'em away, and review them for yourself. Here's how: / 



The Radical Effects Processor 

ECHO 

SAMPLE 

-13 SHADOW 
i -IA CYCLOID 
\ —IS BLECH 
'-'S FRACTAL 

Just leave your credit card info at your 
participating Lexicon dealer* and take either 

(or both) home. Then you've got three whole 

days to put 'em through their paces. If your 
experiences are anything like these review-

...at these participating Lexicon 
Dealers until January 31, 1995 

• Al Nalli, Ann Arbor, Ml • Alto Music, 
Middletown, NV • American Music, Seattle, WA 
• Arnoldt Williams Music, Canton, Ml • AST 
Sound, New York, NY • Band Central Station, 
Gainesville, FL • Bell Electronic, Paris, TX • 
Berler Communications, Waukegan, IL • Bogner 
Sound, Flint, Ml • Broadway Music, Merrillville, 
IN • Cintioli Music, Philadelphia. PA • Daddy's 
Junky Music, Boston, MA • Daddy's Junky 
Music, Salem, NH • Daddy’s Junky Music, 
Nashua, NH • Daddy’s Junky Music, Manchester, 
NH • Daddy’s Junky Music, Portsmouth, NH • 
Daddy's Junky Music, Portland. ME • Daddy's 
Junky Music, Peabody, MA • Daddy’s Junky 
Music, Shrewsbury, MA • Daddy's Junky Music, 
Vernon. CT • Daddy’s Junky Music, New Britain, 
CT • Daddy’s Junky Music, Cambridge, MA • 
Daddy's Junky Music, Dedham, MA • Daddy's 
Junky Music, Stamford, CT • DJ’s Rock N Roll, 
Berwyn. IL • Dr. Sound, New York, NY • Electric 
City Music, Kaukauna, Wl • Guitar-Guitar, 
Sherman Oaks, CA • House of Guitars, 
Rochester, NY • Main Street Music, Tallahassee, 
FL • Manny’s Musical Instruments, New York, 
NY • Marc’s Music Mart, Port St. Lucie, FL • 
Metro Sound & Lighting, St. Paul. MN • Music 
Box, Clinton Township. Ml • Music Center, 
Boynton Beach, FL • Music Warehouse, 
Louisville, KY • New York Music, Boardman, OH 
• Northern Music & Video, Potsdam, NY • 
Pontiac Sound & Music, Sylvan Lake, Ml • 
Reliable Music, Charlotte. NC • Roadshow 
Sound, Columbus, OH • Sam’s Music, 
Brentwood, TN • Sam Ash Music, Brooklyn, NY 
• Sam Ash Music, Carle Place, NY • Sam Ash 
Music, Cherry Hill, NJ • Sam Ash Music, Edison, 
NJ • Sam Ash Music, Forest Hills. NY • Sam Ash 
Music, Huntington Station, NY • Sam Ash 
Music, New York, NY • Sam Ash Professional, 
New York, NY • Sam Ash Music, Paramus, NJ • 
Sam Ash Music, White Plains, NY • Sound 
Deals, Birmingham, AL • Sound Force, Dayton, 
OH • Spitzer Music, Fresno, CA • Spitzer Music, 
Concord, CA • Spitzer Music, Hayward, CA • 
Spitzer Music, North Hollywood, CA • 
Sweetwater Sound, Fort Wayne, IN» Torp’s 
Music Center, St. Paul, MN • Veneman’s Music, 
Rockville, MD • Victor’s House of Music, 
Paramus, NJ • Washington Music, Wheaton, MD 
• The Woodwind & Brasswind, South Bend, IN 
• Wray Music, Lemoyne, PA 

We" can pieM efFecfs M are ffltiill enough (0 ewism w .i» 

. Ç doí) Ross. Recording magazine. September. I93i 

HEARD IN ALL THE RIGHT PLACES 
Lexicon, Inc., 100 Beaver Street, Waltham, MA 02154 

Tel: (617) 736-0300 Fax: (617) 891-0340 

H A Harman International Company 

Register/ preset 
-- --DUO S 

I --MAZE T 
I- MOSAIC S-
I—--aerosol s-
[——centrifuge a— 
I--ORBITS 3_ I- ATMOSPHERE z_ 

rite your ow 

ers', you won't want to bring them back. So don’t. 

Whether you're a musician or engineer, you’ll find JamMan 8 Vortex 

a killer combination. Now, at last, you can have Lexicon quality and 

unique, amazing effects on your music. At a price you can afford. 

"At selected dealers listed at right. Individual dealer programs may vary. 

Test Drive 
Program! 

"...the unit lives tip to the hype. 
It’s sinfully fun to play with, and you d 

have to be a dense slab indeed not to come 
up with some very compelling sounds 

within minutes." 
Gore, Guitar Player, March, .994 



THE EMPEROR’S NEW 
CLOTHES AWARD 

Stephen Sondheim is an American trea¬ 

sure, our greatest theatrical composer, a 

brilliant songwriter etc. etc. etc.—but the 

opening scene of his new musical Passion 

is one of the goofiest things we've ever sti¬ 

fled a laugh through. A handsome man and 

a lovely woman recline on a bed and croon 

a corny Jeanette MacDonald/Nelson Eddy¬ 

style love song to each other; both are 

naked. The Broadway audience sits stone¬ 

faced while these two harmonize and tweak 

each other's nipples. We kept looking 

around to see if Zero Mostel and Gene 

Wilder were standing in the back of the hall 

rubbing their hands together. A truly lame¬ 

brained opening to a truly mundane show, 

which cleaned up at the Tony Awards. 

Io-fI hits big time 
994 WAS THE YEAR LO-FI A RR [VEIL: Beck had the nation’s youth 
nodding their heads to his Casio noodlings, the Beastie Boys committed their 
raps to posterity on plastic mikes, and the retired schoolteacher in Guided by 

Voices—who once said that “we’ve used all four tracks before and it sounded too 
slick”—has been getting MTV play. Wary of the potential widespread dumbing¬ 
down of musicians’ gear collections, equipment manufacturers plied players with 
zeitgeist-reflecting accessories like DOD’s Grunge Pedal. 

But should lo-fi be considered an end in itself? “You read all these things about 
how lo-fi is supposed to be about personal directness,” says Stephen Malkmus of 
Pavement, who are touted as low-fidelity kingpins, “but we did lo-fi stuff out of 
necessity, because we didn’t know anyone to ask to produce our records.” 

There’s at least one bright spot to the phenomenon, even if the thought of a new gen¬ 
eration of musicians playing toy guitars strung with piano wire makes you wince: 
Hopefully fewer newly signed groups will be blowing their advances at the Hit Factory. 

—Nathan Brackett 

THE 

GROWING FASTER 
THAN THE NATIONAL 
DEBT AWARD 
To the crowd who came to Woodstock 

'94. On the first night of the concert the 

audience was estimated at 150,000. By 

the end of the weekend MTV and other 

media were happily upping the number 

to 175,00 and even 200,000. By a week 

after the event, 250,000 was being 

thrown around. Recently we saw a ref¬ 

erence to "perhaps as many as 

300,000" concert-goers. At this rate 

Woodstock II will pass the million mark 

by spring! 

4 4 January/ Februar ï 1995 



artist of the year 
NINE INCH NAILS 

JM *• 

SIC 
firmed at Mudstock II, where 

Nine Inch Nails not only stole 

the show, but suggested the 

magic of Jimi Hendrix at Mud ¬ 

stock I, by offering an alluring 

invitation to a strange new 

world. By producing a second 

album, the soundtrack to Oliv-

| er Stone s Natural Bom Killers, 

î only months after The Down-
o 

► ward Spiral, Reznor demon-

5 strated his intention to keep 

! pushing at the walls. 

N A MUSIC SCENE 

increasingly divided 

between flannel grunge and 

techno gloss, Trent Reznor and 

Nine Inch Nails turned those 

divisions inside out. A series of 

records that helped create a 

groundswell for an industrial 

sound that’s been relegated to 

the margins of pop since the 

days of Throbbing Gristle cul¬ 

minated in 1994 with what may 

be his masterpiece, The Down¬ 

ward Spiral. Sounds at once 

grating and elegantly textured, 

songs that tread emotional 

landscapes from raw carnality 

to abject pathos, dance rhythms 

robotic and liberating, the 

record became a critical and 

commercial triumph, while his 

live shows revealed the reticent, 

handsome Reznor as a galva¬ 

nizing stage presence. His tri-



synths learn to respect musicianship 
SINCE 1987 OR SO, the basic palette of most synthesizers has been sam¬ 
pled acoustic sounds. This makes for instruments with a lot of sonic oomph. 
It also makes for instruments that sound pretty much the same whether 
they’re played by experts or beginners—which is one reason why you keep 

crunches the numbers and generates a sound paralleling that of the real thing. 
That’s a step forward all by itself, as a sampled guitar string is always 

“plucked” with the same force no matter how you play it back, and previ¬ 
ous methods of pure synthesis haven’t been great at imitating natural 

hearing the same sounds over sounds. The fun begins when you start tamper-
and over again on the radio. 

But that’s about to change. 
Advances in digital signal pro¬ 
cessing that have been snow¬ 
balling over the past two de¬ 
cades reached critical mass this 
year when Yamaha and Korg, 
working independently, intro¬ 
duced the first synthesizers 
based on physical modeling 
(PM). On the evidence of Ya¬
maha’s VL1 keyboard and Korg’s WaveDrum, the new approach 
will have as dramatic an impact as did sampling and, before that, 
digital FM synthesis. 

PM rests on the notion that a physical system—say, a vibrating string 

ing with the equations to model fantasy instru¬ 
ments—for instance, a PVC guitar with rubber 
strings 30 feet long. To top it off, all of the ges¬ 
tures that go into a performance can be built into 
the model, so your fantasy guitar responds prop¬ 
erly to slapping, damping and the like. 

But enhanced expressive power doesn’t come 
without a cost. For years, electronic instru¬ 
ments have had the effect of “democratizing” 
music, making high-gloss sounds available 
even to players who haven’t spent any time 
or effort learning how to produce them. If 
they are truly to rival the saxophone or the 
violin, PM synths are likely to be just as diffi¬ 
cult to play—perhaps even more so. Whether 

—can be described as a mathematical equation. A musical instrument, being a 
group of such systems, can be boiled down into a string of equations. A micro¬ 
processor, working with input variables such as wind pressure or picking force, 

or not that’s an improvement depends on which you value more: greater 
access to sounds or greater responsiveness to an individual player’s unique 
talent. In any case, now we have a choice. —TED GREENWALD 

THE TED NUGENT MEMORIAL 
HUNTING TROPHY 

Cellist Anne Conrad-Antoville quit the Eureka 

(Ca.) Symphony in protest of their perform¬ 

ing "Peter and the Wolf." The musician 

claimed that the classic "teaches children to 

hate and fear wolves and to applaud a hunter 

who kills a wolf," thus leading to "destruc¬ 

tive misconceptions." Yeah, like classical 

musicians are smarter than rockers. 

STEVE ALLEN JACK-OF-ALL-
TRADES AWARDS 

To Henry Rollins, singer, author, comedian 

and businessman. Seen here comparing 

monologues with fellow renaissance man 

Ed McMahon. 

IF YOU DUG THE SINGING NUN... 
“Wont these 
look good in the 

Communication is 
the revolution of our time, and 
in 1994 the mainstream pop 
scene reflected an ever-shrink¬ 
ing global village. From Robert 
Plant and Jimmy Page recon¬ 
textualizing their Zeppelin hits 
with Algerian “Rai” rhythms, 
to mainstream crooners like 
Mariah Carey and Boyz II 
Men retracking their hits in 
Spanish, to Neneh Cherry and 
Youssou N’Dour sharing a universal mes¬ 
sage in two languages on one song, per¬ 
formers and listeners showed a willingness, 
even hunger, for a wider world of pop. 

But nothing had quite the impact of a 
15-year-old recording by a cloistered order 
of Catholic monks in the hills of Spain. 
When an album of their vocal chants, first 
released by EMI/Spain in 1978, began to 
show an upsurge in popularity among that 
country’s teenagers, the label decided to 
reissue the record by the Benedictine 
monks of Santo Domingo de Silos on 
CD—simply titled Chant—and the results 
were phenomenal; over five million copies 
of the CD have been sold worldwide, 

including two million copies in the U.S., to 
an audience ranging from grungemeisters 
to grandmothers. 

The monks themselves were reportedly 
happy that their music has been received so 
well, but less than thrilled with the media 
attention, so prospects for a follow-up 
album seem uncertain. Sticking with the 
Catholic motif, however, Angel Records is 
following Chant with a new recording of 
twelfth-century chants by Hildegard of 
Bingen, a German nun and mystic, her 
music somewhat contemporized by pro¬ 
ducer Richard Souther’s synth beds and 
quasi-world rhythms. It’s got a beat, and 
you can pray to it. 



maternal life 
PUTTING MOTHERHOOD THROUGH AN AMPLIFIER 

1 994 WAS ANOTHER OF THOSE YEARS when “Women in Rock” wonder why so many female musicians—and critics of both genders-

were empowered was by strapping on male cock-rock cliches. It often seemed as 

Babes in Toyland, Bikini Kill and even Melissa Etheridge (if 

not the artists themselves) figured that women who pos¬ 

tured and made a big loud noise were making a break¬ 

through. Meanwhile the legacy of many women who had 

genuinely expanded the sensibility of rock—Laura Nyro, 

Aretha Franklin, Joni Mitchell, Joan Armatrading—was 

ignored, disparaged or dismissed as not really rock ’n ’ roll. 

It’s not a new phenomenon. From Suzie Quatro to Joan Jett, when 
a woman comes onstage in a black leather jacket and strikes a macho 
pose she gets credit for taking on the boys at their own game. But 
when a woman expands rock’s vocabulary to include a genuinely 
female perspective, she is said to not be a rock musician. You want 
proof? How’s this: At the end of 1990 there were a slew of articles 
about the fact that in that year no rock album got to number one on 
the Billboard chart. What no one ever mentioned was that in that year 
both Sinead O’Connor’s / Do Not Want What I Haven’t Got and 
Bonnie Raitt’s Nick of Time held the number one position for weeks. 
O’Connor and Raitt were not considered rock ’n’ roll. Want to bet 
Peter Gabriel and Jackson Browne would have been? 

So it was a real inspiration to find, slipping around the corners of 
public perception this year, some new albums that continued the long 
effort to open up rock enough to contain female sensibilities. On Hips 
and Makers Throwing Muses leader Kristin Hersh created a world 
that was genuinely compelling and not a little scary—the world of a 
young mother struggling to keep her identity separate from her 
child’s. Hersh said that she was trying to create “female” song struc¬ 
tures—compositions not bound to repetition and climax. On Uni¬ 
versal Mother Sinéad O’Connor peeled back her psyche to explore all 
the ramifications of motherhood—noble, selfish, sacrificial, demand¬ 
ing, holy and profane. It was O’Connor, in 1990, who wailed, “You 
know how it is and how a pregnancy can change you!” To which the 
men in the rock audience could only look at their shoes and mumble, 
“Well, actually no, I don’t—but tell me more... ” 
On that song, “Jump in the River,” O’Connor used rock ’n’ roll as 

a vehicle to howl about a world-shaking circumstance common to 
women: pregnancy. If men can use rock to sing about their penises 
(let’s face it, that’s what a lot of them do) it should not have been a 
shock to hear a woman use rock to sing about her womb. But it was. 
O’Connor’s song was not the first (Patti Smith recorded “Kimberly,” 
a rocker about childbirth, in 1975) but it was startling in a genre in 
which the feminist ideal had become almost completely fixed on 
adopting some of the most obnoxious sexual attitudes of men. 
On Last of the Independents Chrissie Hynde demonstrated that a 

got a lot of attention. But you had to 

■seemed to think that the only way women 

if the champions of L7, Come, 

woman’s sexual experience—including not just having sex but preg¬ 
nancy, childbirth and nursing—was as potent a subject for rock ’n’ 
roll as fast cars or fistfights. “You want to suck on my breast/It’s no 
surprise you do/I’m the source and the force you owe your life to, 
brother,” she sang—after which “My Big Ten Inch” seems a little, 
well, flimsy. She sang about the sadness of raising “daughters in a 
pornographic town” and about the joy of feeling a lover on her back. 
She also boasted, “I understand blood and I understand pain/There 
can be no life without it—I’m a mother.” 

What Hynde got for her effort was one of the best albums of the 
year, disappointing record sales and the head-scratching misunder¬ 
standing of critics whose notions of feminism were still stuck in a 
freshman seminar. But in the long run that won’t matter. In the long 
run Hynde, O’Connor, Hersh and all the other musicians who are 
infusing rock ’n’ roll with a sensibility broad enough to encompass 
both types of human beings are making the art form a more hospitable 
place for their daughters and their sons. —BILL FLANAGAN 
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book of the year 
LAST TRAIN TO MEMPHIS 
THE RISE OF ELVIS PRESLEY 
By Peter Guralnick 
Reviewed by Elvis Costello 

ALBERT GOLDMAN WROTE a good book once. At least 1 remember being 
quite taken by Ladies and Gentlemen, Lenny Bruce when I was 20 or so. Of course 
Mr. Bruce did not provide quite so much evidence to contradict the grave robber, so 

I could be mistaken. Later on I found that the main virtue of Mr. Goldman’s writing was 
that it bounced. His Elvis biography rebounded very sweetly from the wall where I often 
seemed to fling it. Since his death Elvis Presley must have reached more people than he did 
in life. Yet he is caught in a smudge of tabloid fantasies, bio-flicks and gimmick books—the 
kind that are glued to a cassette message from beyond the grave. 

Peter Guralnick’s Last Train to Memphis is much more than the book that was needed to 
set things straight. It is the great human story of the otherworldly soul who inhabits the 
Dorsey and “Ed Sullivan Show” clips and the spookiest Sun sides. At first older women 
gather, almost innocently, at his side. Later on the little girls understand. 

Nowyoz/ would probably want stained-glass windows in the front room and the odd 
parade of fancy cars if you had grown up as poor as told here. There is a dark chorus of 
sullen relations with names that sound misheard but the gothic and social-engineering ele¬ 
ments are left to lesser writers. Mostly it is the pure, thrilling discovery of the Sun sessions 
(and the roadwork!) that drives the book along. 

The country must have appeared twice as big in those days with only a few berserk radio 
madmen to point the way. Back-scratching country show business didn’t really care if 
Elvis was part Dean Martin and part pine marten until, suddenly, he was everywhere and 

they were less than history. However, he really 
might have stayed a wonderful country freak 
with a few forgotten hits without the Colonel’s 
carney greed and cunning. After that there is a life 
that is no longer his own, paid friends and the sad 
falling curtain of occasional greatness struggling 
against trumped-up RCA excitement. Just listen 
to “Party” next to “Blue Moon” and you’ll see 
what I mean. 

Last Train to Memphis is short on penis envy 
and pop psychology and long on first-hand 
account. I am not happy to hear that Ira Louvin 
was a bigoted hot-head but glad that Bill Monroe 
emerges heroically. There are characters absent 
from other tellings of the tale such as tough 
Biloxi girlfriend June, who faces down the oafish 
pranks of Elvis’s guys. Five hundred pages take 
us only to the Army. The tragedies that must lie 
ahead in volume two will be hard to take. 

As with his other writings on American music,
Feel Like Going Home, Lost Highway, Sweet Soul Music and Searching for Robert John¬ 
son, Peter Guralnick sends you rushing back to the recordings with fresh ears. This is the 
finest compliment that I can pay someone writing about music. What else can I tell you to 
persuade you to read this book? How about the raw Elvis belching on the mike under a 
deluge of screams and mumbling, “Fuck you very much, ladies and gentlemen.” Gladys 
grooming every girlfriend to cook and take care of her son. The transcript of Elvis really 
losing his famous politeness in the face of a smart-arse interviewer who suggests that he is 
dragging church music onto the rock ’n’ roll stage. The search for the perfect take of 
“Heartbreak Hotel” with so much at stake. The account of his mother’s death that may 
keep you awake at night. The picture on the steps of Graceland, inconsolable in unbuckled 
shoes. Some would say this is the beginning of the end. Volume two will be a difficult book 
to write. Here at least the writer has made the man better than the myth. 

BATTLE-AXED AWARD 
Metropolitan Opera diva Kathleen Battle was 

fired amid great controversy after pulling one 

prima-donna stunt too many. There is, however 

no truth to the rumorthat her demanding bowls 

of M&Ms with the brown ones removed was 

SLAP AT RAP 
In July Newsweek reported that rap artists are com¬ 

monly paid less by record companies than rock 

musicians of similar stature: "Rap acts are routinely 

signed for half the $300,000 advance that the average 

new white alternative band can expect for their first 

album." They get much lower royalties, too. Rap 

earned the record industry $800 million last year but 

the biz seems less than grateful. The labels appear to 

have accepted that rap stars will not have long 

careers and so are not worth big investments. That 

perception will not be changed by the disappointing 

sales of Public Enemy's 1994 release, Muse Sick N 

Our Mess Age, and the commercial failure of Arrest¬ 

ed Development's Zingalamaduni—the follow-up to 

their multi-platinum debut. If Public Enemy and 

Arrested Development, two superb and previously 

successful rap groups, cannot sustain their fan base 

who can? In the November issue of Rap Sheet Public 

Enemy's Chuck D. put some of the blame for the 

genre's inability to support long-term careers on the 

fickleness of rap critics: "We've got to build the 

music of hip hop and its best and brightest to be 

where Robert Plant or Peter Gabriel types are for 

rock... White journalists write about the Rolling 

Stones and even if they don't make an album forten 

years those motherfuckers come in to RFK Stadium 

and sell out two nights." Are critics obligated to sup¬ 

port artists year after year? Is fan disloyalty the price 

of constant innovation? Are record labels and radio 

stations too quick to jump on the newest sound? If 

Doctor Dre has a flop next time out, you'll know 

there's no hope. And Coolio—better buy some sav¬ 

ings bonds. 



Today’s K2000. 
“Workstation” is too 
small a word for it. 

These days, everyone likes to call their electronic instrument a “workstation.” Truth is, most of 
them are only scratchpads. 

Today’s Kurzweil K2000 Series combines multi-plat¬ 
form synthesis and sampling for complete sound design; 
then adds a powerful 32-track sequencer, Advanced File 
Management System, SCSI, and up to 24 MB of on-board 
ROM sounds. In fact, the K2000S is the only sampler 
which offers ROM sounds on-board. Those who demand 
more can install up to 64 MB of sample RAM, an internal 
hard drive and digital I/O. Now that’s a true workstation! 

Kurzweil’s innovations in sound processing (V.A.S.T.®), 
connectivity and upgradability have earned the K2000 
many awards around the world, including the prestigious 
TEC Award. But we didn't stop there. Today’s K2000 has 
two new, groundbreaking upgrades: Version 3 Software 
and Contemporary ROM. 

Version 3 Software introduces AFMS (Advanced File 
Management System) which allows you to load and save 
selected objects and create powerful file-management 
macros. There are also helpful backup and copy utilities, 
and more. Version 3 Software’s 32-track sequencer per¬ 
forms functions usually found only in advanced computer¬ 
software sequencers, like automated mixdown, input quan¬ 
tization, and triggering sequences from the keyboard. 

The new Contemporary ROM SoundBlock adds 8 
MB of dynamic contemporary sounds to the K2000’s per¬ 
manent memory - from Distorted Lead Guitar and Analog 
Synths to Tabla and Hip-Hop/Rock Drums. Combine it with 
the Orchestral ROM SoundBlock and internal ROM 
banks for a stunning 24 MB, available at the touch of a 
button, with no disks to load. Thousands more additional 
samples are available on disk and CD ROM - and because 
the 2000 Series also reads current sampler formats from 
Roland®, Akai® and Ensoniq®, the K2000 gives you access 
to the world’s largest sound library. 

Today’s K2000. 
It’s what the word “workstation” really means. 

Rack-mount module or keyboard instrument: the choice is yours. 

Kurzweil is a product line of Young Chang America, Inc. 

Pure Inspiration 
13336 Alondra Blvd., Cerritos. CA 90703 Tel: 310^26-3200 Fax: 310/404-0748 E-mail: kurzweil@aol.com 



VER A DECADE AGO, if you had a modem and a computer you 
H ■ could dial a national on-line service (or your local branch of the mili-

tary/industrial complex) and watch green text crawl across the screen. 
But it was only this year that the maze of jeep trails known as the Information 
Superhighway finally got its first coat of asphalt. Thanks to improvements in 
technology, modem speeds soared, prices dropped and the hype machine 

kicked into high gear. Suddenly everyone is a cyberspace cowboy. 
Things got off to a blazing start in February with Billhoard’s front-page announce¬ 

ment of Internet Underground Music Archive (IUMA), a databank of digitized audio 
clips that represents unsigned bands exclusively. The two UC Santa Cruz students 
behind the IUMA were hailed as gurus of the new distribution network, but Geffen 
and Aerosmith seized the day by releasing a new song via CompuServe that took a 

on line services 
poised to take 
over...everythlng 

ANNUAL MADONNA’S 
DONE IT AGAIN AWARD 

We've had a soft spot for Jesse Colin Young 

since the 1960s, but isn't a little late in the day 

for J.C. to start doing nude album covers? 

DOES THIS MEAN HIS WIFE 
SLEEPS IN THE GUITAR CASE? 

To begin the blitz for her new album 

Bedtime Stories, Madonna let it be known 

that she was hurt to be unappreciated by Liz 
Phair and other women rockers for whom 

she had "opened the door." Uh, Madonna, 

Debbie Harry on line two. 

mere 90 minutes to download. Snatching a few promotional brownie points, techno¬ 
weenies Future Sound Of London beat Aerosmith by a day or two when they 
launched a remix of one of their songs via the New York “alternative” site SonicNet. 

Leaving no promotional vehicle unrewed, record companies established on-line 
forums and Internet nodes at an astonishing pace. By September, the Internet made room 
for East/West (World Wide Web http://lwww.miisic.net/), American (e-mail american 
@american.recordings.com or World Wide Web http://american.recordings.com) and 
Mammoth (e-mail info@mammoth.com, World Wide Web http://www.nando.net/ 
mammoth/, anonymous file transfer protocol ftp.nando.net). “Vendor’s forums” on 
CompuServe and America OnLine (AOL) overflowed with labels offering album art¬ 
work, artist bios, soundbites, video clips, tour dates, fan chat and the like, and artists from 
Lou Reed to Bob Mould made live on-line appearances. Not to be outdone, Delphi 
declared itself the “official on-line service of the Rolling Stones Voodoo Lounge Tour.” 

A comment from Marc Geiger of American Recordings hones in on the bottom line. 
“This concept,” he says, “is the equivalent of having an exclusive American Recordings 
record store and TV channel in everyone’s home.” 

Not a bad way for record companies to find customers. But what about players try¬ 
ing to find other players, or a manufacturer’s technical support department? This kind 
of service dates back at least to 1981, when the Performing Artists Network (PAN) was 
founded. This year, virtually every major equipment manufacturer set up an e-mail 
address—usually via CompuServe or AOL—and ASCAP and Mackie, to name two, 
set up their own bulletin boards. Which is not to ignore numerous local boards, such as 
Baltimore’s Crescendo (301 -490-4775) and Calgary’s Keyboard BBS (403-246-6943), 
where musicians can meet and exchange information. 

The future is up for grabs. The time is ripe for new businesses, such as Taxi and MIDI 
Vault, that serve essential needs of the musical community. And for publicity stunts, as 
glamsters Cinderella surely realized when they staged auditions last September on 
CompuServe, advising drummers to upload a .WAV file. And for Utopian ventures 
(often indistinguishable from publicity stunts), as when Gand Music, a Chicago-area 
retailer, arranged for students living on military bases across the globe to jam via the 
Internet last July. A fast modem and subscription to an Internet gateway should be con¬ 
sidered standard equipment for musicians in 1995. 

—Ted Greenwald 

MUSICIAN 



¡MUSIC IAN I RM I 

Instruction: To be considered for CROSSROADS 95, 

submit a completed application along with a 2 song cas¬ 

sette of original music, bio, photo, and a $15.00 process¬ 

ing fee (check or money order). Only $10.00 if post¬ 

marked by 12/15/94. All submitted material becomes the 

the property of CROSSROADS and will not be returned. 

Mail To: Crossroads 95 

P.O. Box 41858 

Memphis, TN 38174-1858 

Note: Application in each genre of music will be review¬ 

ed seperately by selection committees made up of three to 

five music industry professionals who are experts in that 

particular area. Artists will be notified by mail on or before 

March 1, 1995 of acceptance status. Please make sure 

your package is complete before mailing. Incomplete 

packages will not be sent to selection committees. 

ARTIST OR li t ND NAME 

CONTACT PERSON 

ADDRESS 

CITY STATE HP 

PHONE NUMBER OE BAND/GROl ’P MEMBERS 

( total number of people on stage) 

TYPE OF MUSIC: Check ONE catagory that best discribes your music. 
C ALTERNATIVE 

Ö RIVES 
O COUNTRY 
G GOSPEL 

O URBAN/R&B 
O JA// 
O RAP 
ö POP/ROCK 

Ö CONTEMPORARY CHRISTIAN 
O SINGER/SONGWRITER 
O METAl/HARD ROCK 



T INK NG 
MA HI ES 
BE O E 

REA IV 
P RT ER 

back from inanimate objects, we pretend that they nothing but panpipes, no matter what kind of player 
are otherwise. Good thing, too: Would B.B. King 

c CREATIVITY 

C C C 

HUMAN BEINGS ARE anthropomorphiz-
ers.We attribute personality and intention tvery-
thing, from the weather to other animals to our 
machines and tools—especially our tools. We love 
our tools, and since it’s tough to get emotional feed¬ 

consciousness. Already, they have invaded just about 
every activity in modem life. Now, having forced us to 
rethink the concept of “intelligence,” they are poised 
to draw a bead on our notions of “creativity” as well. 
Unless you plan to retire to the Andes and touch 

or composer you are, no matter your level of skill or 
commitment, there’s a serious music computer in your 
future. Not for use as a sequencer, patch editor, sample 
tweaker, digital recording deck or any of the applica¬ 
tions that have become standard in these fast-moving 
times. No, the computer in your future will be an 
equal partner in your pursuit of personal expression. 

play with the same power and grace if he didn’t 
regard Lucille as his partner in the dance? 

While transforming a guitar into a woman is an 
impressive feat of imagination, sensing human quali¬ 
ties in a computer is a good deal less so. From their 
backlit graphic displays, computers virtually ooze 

ILLUSTRATION BY DAVID DIAZ 
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‘ THIS IS SOFTWARE FOR MUSICIANS. IT ISN’T DESIGNED TO 

We’re talking silicon sidemen, automated arrangers, cathode-
ray-tube collaborators. Maybe even electronic lyricists. 

It’s inevitable. And no matter how laughable the idea might seem 
or how primitive its current embodiments are, once this new level 
of technology truly arrives, it will be the greatest boost to individu¬ 
al musical artistry since the days when Marconi pioneered radio 
broadc.isiing and I dison patented the w ax cylinder. 

HARD TO MAKE ARRANGEMENTS WITH YOURSELF 
Peter Gannon, the PG in PG Music, didn’t set out to be in me van¬ 
guard of a revolution. A medical doctor from a long line <>f jazz 
musicians, he had hoped that computers would make it easier for 
him to continue honing his guitar chops after a stint atperklee 
ended and his tenure at medical school began. 

“At the time, I expected computers to automate the process of 
making music,” he recalls. “I wanted to sit in my studio and have 
another musician to play with any time I wanted. Much to my dis¬ 
appointment, I found that if I wanted to learn, say, ‘Satin Doll,’ it 
would take as long as it took to program that tune into the 
sequencer, and by the time I was done, the one song I would never 
again want to hear again was ‘Satin Doll.’ ” 

Gannon knew a little about computers and software. Why not 
put together a program that enabled users to type in chords and 
generate an arrangement? Thus was Band-In-A-Box born. 

Algorithmic composition is the phrase used on the academiciide 
of the computer music universe. But Gannon’s approach was 
more like a software version of a Music Minus One record. 

In 1988 he started offering his creation as a commercial product, 
mainly because his accountant advised him that a ¡none -losing 
business would shelter some of his medical income. Six yea® later, 
Band-In-A-Box is available in both professional and stripped-
down versions for Mac, PC and Atari. PG Music has sprouted a 
dozen or so other products, and the company’s advertising Budget 
has ballooned from classified ads to double-page spreads. I 

AN ORCHESTRA IN EVERY LIVING ROOM 
Much of the high tech sold in musical instrument stores has early 
roots in academia. FM synthesis, sampling, sequencing, the con¬ 
cept of instrument networks that ultimately led to MIDI—all 
originated in universityvbased research hubs such as Princeton’s 
Center for Electronic Music, Stanford’s Center for Computer 
Research in Music and Acoustics (CCRMA, pronounced 
“karma”) and Carnegie Mellon University’s School of Computer 
Science? Koger Dannenberg is a senior research scientist at the lat¬ 
ter institution. He is also an accomplished trumpet player and 
composer, qualities that deeply influence his work. 

What intrigues Dannenberg® computers’ potential for integrat¬ 
ing composition with improvisation. “Composers have struggled 
with this problem for years. Improvisers, too. Combining formal 
structure with spontaneous creation is very hard. I try to write 
computererograms that do die sort of composition that I like to do, 
but very quickly, so they can generate a composition in response to an 
improviser. This leads to a different concept of a ‘composition.’ It isn’t 
fixed notes on a page, but the process that takes you to those notes.” 

He elaborates with anpxample. “In my latest piece, Nightly 
News, the computer analyzes what I’m doing on my trumpet and 
picks out certain features—whether I’m playing with lots of 
excitement; what mode I’m in; my tempo; whether I’m hitting 
long notes or short ones—that affect what the computer puts out. 
If I stop playing, it continues as a kind of robot ensemble. But 
when I play, the whole thing comes to life with a lot of coordina¬ 
tion and interaction.” 

The fruits of Dannenberg’s research are available with the recent 
release of Vivace, a hardware/software package from Coda. Vivace 
allows soloists to play freely while the computer syncs the accom¬ 
panying rjiusical arrangement—a standard MIDI file pumped 
through a General MIDI sound generator based on E-mu chips— 
to them. The musician simply plays, and the computer follows as 
though it were a pianist or an orchestra or a string quartet. 

Band-In-A-Box is simple to operate. The screen presents a 
blank “lead sheet” on which you type the chords of any song 
using standard symbols. Then you add flourishes such as drum 
fills, enter a key signature and—here’s the crucial part—pick a 
style. Jazz Swing, Country Contemporary, Ragtime, Mozart or 
Sam Cooke, Gumbo or Hip-Hop. PG Music supplies 150 styles, 
all using from three to five instruments, all capable of playing 
properly across the changes you’ve provided. The program 
churns out musical patterns through your computer’s soundcard 
or an outboard network of MIDI devices, and you can plav along. 
It also provides lower-level arranging tools such as automatizar? 
monization. Using the “Super-Sax” style, for instance, you can 
play a single-note line and Band-In-A-Box will generate four-part 
harmony in sax-section “drop-two” voicing. 

“This is softwarc/or musicians,” Gannon insists. “It isn’t designed 
to replace them. It just takes out some of the grunt work. ” 

The degree to which it follows tempo changes is adjustable; 
beginners can lurch around without derailing the ensemble, while 
experts can interpret musical phrases with assurance the accompa¬ 
nist will be right with them. Vivace knows ahead of time what 
notes to expect from the player, so it jumps ahead seamlessly if 
you skip a few bars or an entire chorus. If you play a clam, it fig¬ 
ures you didn’t really mean it and keeps right on playing. 

“Previously, a good ensemble of players had to be either 
extremely well rehearsed or to have played together for many 
years,” Dannenberg says. “But we can design computers that 
Know now to play drums, bass and guitar, and know how to listen. 
They can even whisper to each other about what they are going to 
do. They’ll be ideal partners for solo performers who want to do 
their thing but can’t afford living musicians. Groups that would 
like to be backed by an orchestra will have that on command—and 
who knows what orchestras are going to do with it!” 

REPLACE THEM. IT JUST TAKES OUT THE GRUNT WORK.” 
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EMULATOR TECHNOLOGY. 
BREAKTHROUGH PRICE. 
Looking for your first sampler? Or a reason to retire the one you’ve got? 
Look no further. ESI-32 delivers more power than samplers costing twice 
the price—at a price that will leave you wondering what the catch is. 

No catch. No joke. The ESI 32 digital sampling instrument is jammed with the 
same features that has made the Emulator® I IIx professional digital sampling system 
indispensable in both studio and performance environments worldwide. Try these 
on for size... 16-bit audio resolution; 32-voice polyphony; up to 32MB of sample 
memory; complete compatibility with EIIIx, Emax II and Akai S1OOO/S1100 sound 
libraries (That’s over 50GB1); 32 4 pole digital resonant filters and a variety of 
powerful DSP functions (like time compression/expansion and virtually distortionless 
pitch transposition over 10 octaves)...just for starters. We’ve even included ten user-
assignable front panel trigger keys for playing sounds without connecting a keyboard. 

That’s right. All those BIG features that used to come with a BIG price tag are now 
yours for a price that’s—small. Standard models start at just GS S1.495, to be exact. 

While ESI-32 is ideal as a first sampler, it could also very well be your last. Kight out 
of the box, ESI 32’s professional features, stellar audio quality and incredible ease of 
use make it a great value at any price. But ESI-32 also offers expandability so you can 
customize your unit as your needs grow. Load it up with 32MB of RAM SIMMs, 
opt for S/PDIE digital I/O and advanced SGSI interface upgrades and replace the 
onboard floppy drive with a 3.5" Syquest 270MB removable hard drive. 

Ycp...ESI-32s can be a powerful introduction into digital sampling or ultimately 
support all of your power user needs in full blown studio and 
performance situations. E-MU 

Naturally, you’re going to want to see how ESI-32 stacks up 
against the competition. We invite the comparison. We’re confident 
that when you see what you’ll have to pay to match ESI-32’s features, ■■■■■ 
you’ll make the next logical move...through the door of your local 
Emu dealer to check it out in the flesh. 

E mu Systems, Inc. 
PO. Box 660015. Scotts Valley. California 95067-0015 • 408-438-1921 

U.K. E-mu Systems, Ltd., Suite 6, Adam Ferguson House. 
Eskmills Industrial Park Musselburgh. EH21 7PQ • 44-031-653-6556 

MIDI Channel: 31+ 
Uolune* 127 
Pan h- .I. +00 
600 Untitled Preset 

ESi-32 

© 1994 E-mu Systems. Inc. E-mu. E-mu Systems and Emulator are registered trademarks, and the E-mu logo is a 
trademark of E-mu Systems. Inc. All other trade and product names are property of their respective owners 



“TODAY EVERYBODY—EVEN AT CONSERVATORIES—HAS 

Visions of the New York Philharmonic Black Box Symphony 
aside, Dannenberg’s career has been driven by a simple dream. “I 
hope computers will enable people to connect more with music,” 
he says. “Anyone can put together a pickup basketball game. But 
how easy is it to put together a pickup brass ensemble?” 

(Dannenberg offers the CM U MIDI Toolkit, a programming 
environment for MIDI-based music composition, in both Mac and 
PC versions for $30. A C compiler is required. Write to Dannenberg 
at the School of Computer Science, CMU, Pittsburgh, PA 15213.) 

MUSICIANS DO IT WITH SENSORS 
Fifteen years ago, MIT professor Nicholas Tfegroponte wandered] 
around the campus showing a diagram to every influential person I 
he could find. It showed three overlapping circles marked “enter- 1 
tainment,” “computer«” and “communication.” His point was I 
that these fields were qutcKI^onverging^ind that by the time all 
information existed in digital form, the three circles would merge! 
and Everything in the World Would Change. This isn’t startling ; 
news today, but in 1979 it was a profound insight. Negroponte 
was convincing enough that MIT finally, in 1985, opened an inter¬ 
disciplinary center for science and the arts called the Medial^^H 

Tod Machover has been at the Media Lab since the beginning. 
Before that, he spent seven years as director of musicaUresearch at 
IRCAM (Pierre Boulez’s facility in Paris), and befou: that he was 
that rarest of mid-’70s anomalies, a Juilliard student working with 
computers. Throughout, his work as theorist, composer and 
instrument designer has been some of the most innovative, chal¬ 
lenging and downright enjoyable stuff in the field. 

“So far, the biggest creative push that computers have given 
composers has not been anythingconceptu.il,” Machover points 
out. “It’s been about productivity. Today everybody—even peo¬ 
ple at conservatories—has a sequencer and some kind of music 
manuscript program. It wasn’t like that when I was at Juilliard. 
There was this macho ethic about composing: You were supposed 
to be like Beethoven, deaf, so the whole process was about imagin¬ 
ing music and then writing it down.” 

As valuable as he has found the skills this attitude engendered, 
working at IRCAM gave him a taste of the spontaneity and feed¬ 
back offered by computers. “It was incredibly liberating,” he 
recalls. “I felt like a sculptor molding clay or chipping stone. Part 
of the music became what happened between you and it, between 
the part in the real world and the part in your head. Ever since 
MIDI, that is how composing has felt.” 

Machover is not a strong believer in algorithmic composition, 
feeling that it is years away at best. But an interim step called seed 
music developed by a Media Lab grad student has grabbed his inter¬ 
est. In this approach, the computer analyzes a little bit of music— 
some two to four seconds, the “seed”—according to 30 parameters, 
and generates a set of rules from which original music can be regen¬ 
erated. Machover has designed a set of sensors that detect subtle 

motions of the fingers, hand, wrist and arm, and translate those 
movements into musical control signals. Originally designed as part 
of a modified acoustic “hypercello,” this technology is now part of a 
¿¿musical magic trick” that he has been creating with magician-
tumeTcyberpunk Penn Gillette and his silent partner, Teller. 

“Ever) thing we’re doing here at the Media Lab,” Machover 
says, “is based on the idea that there are certain parts of the musical 
process that ) ou want to automate, and others that need to be 
under precise and expressive personal control.” 

OFF-THE-SHELF OPTIONS 
It’s nice that places like the Media Lab are forging the future, but it’s 
even nicer to be able to buy something off the shelf. People with 
IBM/Windows computers can explore something in between Band-
In-A-Box and seed music with the Jammer Pro from Soundtrek. 
Like Band-In-A-Box, it automatically generates music in a variety of 
styles based on chord changes. Somewhat like the seed music, it 
offers detailed coitrol over a wide range of musical parameters. The 
result is a terrific tool for both practicing and composing. 

And though it doesn’t quite analyze your music and invent 
more on its own, programmer Dave Castles claims that is on the 
way. “I think we’ve covered the bases for the recreational musi¬ 
cian,” he slays. “Our next goal is to do the same for folks who get 
down to the atomic level. Bottom line? Ten years from now, I 
■want to be able to sit down in my studio and talk with this pro-

just like it was Mr. Data.” Castles has even set his sights on 
(¿an you believe it?) a lyricist program, an English-language 
equivalent to the Jammer. You would provide information about 
things like structure, form, style, feelings, key words, context 
within which to speak, then set the probability weights for factors 
such as use of metaphor, simile and alliteration—and let ’er rip. 

Clearly, the possibilities for computer-aided music composition 
and performance are boundless and exciting—if we fully realize 
them. This is the lesson taught by Xavier Serra, so it’s fitting to give 
him the last word. Having trained at Stanford’s CCRMA and 
worked as a computer synthesis designer for Yamaha R&D, Serra 
now resides in his native Barcelona where he directs another univer¬ 
sity-based computer music research center, the Phonos Foundation. 

“The computer is still far from being a mature musical tool,” he 
admits. “The people who are writing music with computers either 
borrow their language and ideas from the past, or they break every 
rule and design things that will go nowhere. 

“One of the great original ideas of computer music, one which 
has never been carried forward,” he states, “was the dream of fus¬ 
ing sound concepts and compositional concepts into a single unified 
entity. That’s where we need to go as composers. In a sense, the 
future of computer music will be a return to its original ideas, to the 
days of the ’50s and ’60s when no one knew anything, really—only 
this time we’ll have the tools we have always needed, and can just 
now begin to build.” 'S' 

A SEQUENCER AND A MUSIC MANUSCRIPT PROGRAM.” 
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num; millions, making hi mi 
KASHII SEMINAR & EXHIBIT 

With 55 million records sold, the 5 time Grammy 

nominated producer for Whitney Houston, Kenny G, 

George Benson, Dionne Warwick, and author of 

“Everything You’d Better Know About the Recording Industry”, 

hosts a 3 day intensive seminar 
on 

how to prosper creatively & financially in the recording industry 

Pop • R&B • Hip Hop • Jazz • Dance • Alternative • Rock • Techno • Classical 
- How to produce a hit record 

- How to start your own record label 

- Master the creative process used by successful producers & songwriters 

- Creating realistic budgets and alternative financing 

- State-of-the-art recording & production techniques 

- Using traditional and/or modern instrumentation 

- Hands-on-demonstrations of Kashif’s favorite recording devices and software 

Seminar includes on site recording studio with live musicians 

“Kashif s production class is a hit of its own. His seminar provides tremendous motivation 
for the aspiring producer, songwriter, musician, & singer”. 

Greg Phillinganes, Hit producer and keyboardist for Michael Jackson, Quincy Jones, Eric Clapton 

“Kashifs course for beginners and professionals in the music industry 
is really informative. His approach is easy to understand and extensive in a wide range of subjects”. 

- Sniitty Cook, Director ofM arketing Admin. Motown Records 

“Kashifs course is valuable not only to those new to the business 
but also those experienced professionals looking to sharpen their skills as record executives”. 

- Fletcher Foster, Vice Pres. National Public Relations MCA Records 

San Francisco 
Seattle 
Philadelphia 
Los Angeles 
Houston 
Miami 
Atlanta 

March 10-12 
March 17-19 
March 24-26 
March 31-April 2 
April 7-9 
April 21-23 
April 28-30 

1995 Tour Dates: 
Nashville 
New York 
St. Louis 
Washington, D.C. 
Boston 
Detroit 
Cleveland 

May 5-7 
May 12-14 
May 19-21 
June 2-4 
June 9-11 
June 16-18 
June 23-25 

Chicago 
San Diego 
Minneapolis 
Dallas 
Denver 
New Orleans 

Dates to be 
announced 

Due to limited availability, we advise early registration. 
Advance registration fee: $350. pre-registration: $375. $395 at the door 

To register by phone & to find out when we’ll be in your area, call 
800-974-R11S (7447) 

Dates Subject to Change 



FENDER MX-5200 
MIXERS 
Most mixers are optimized for 
either recording or sound reinforce¬ 

ment. The MX-5200 series from 
Fender accommodates both, offer¬ 
ing 16, 24 or 32 inputs with four 
submasters, stereo main master, 
mono sum output and six sends 
(two monitor, four aux). Linking 
units via multipin cable multiplies 
the number of submasters, and a 
number of hardware and software 
options including VCA automa¬ 

tion are under development. 
♦ Fender, 7975 N. Hayden 
Rd.. Suite C 100. Scotts 

. dale. AZ 85258; voice 

|gjm (602) 596 9690. tax 

(602)596 1386. 

More drum companies are building 

instruments with as little mounting 
hardware as possible touching the 
shell, which enhances tone by allowing 

the drum to vibrate freely. Starclassic 
drums from Ibanez are fitted with the 

IBANEZ STARCLASSIC 
DRUMS 

EO R VW FAST 



RD NEUMANN KM 184 
MIKE 
Project studios can enhance their 
output by including a high-quality 
microphone or two. Neumann's 
KM 184, a small-diaphragm con¬ 
denser mike with a cardioid pick¬ 
up pattern, combines the capsule 
of the popular KM 84 and the 
transformerless electronics of the 
acclaimed TLM 170. Useful both 
in the studio and onstage, it deliv¬ 
ers frequency response between 
20Hz and 20kHz with sound pres¬ 
sure levels of up to 138dB. 

♦ Neumann, 6 Vista Dr., 
P.O. Box 987, Old Lyme, 

CT 06320; voice (203) 
434-5220, fax (203) 
434-3148. 

new Star-cast mounting system, a vari¬ 
ation on Purecussion’s RIMS. Star-cast 
mounts are sized for particular drum 

sizes (rather than one-size-fits-all), and 
don't interfere with removal and instal¬ 
lation of drum heads. ♦ Ibanez, 1726 
Winchester Rd., P.O. Box 886. Ben-

salem, PA 19020; voice (215) 638-
8670, fax (215) 245-8583. 

ARIA 
STEVE BAILEY BASS 
Aria's AVB-SB series, designed by 
fretless wizard Steve Bailey, fea¬ 
tures an ash body with a bolt-on, 
34”-scale maple neck and ebony 
fingerboard (with or without frets). 
Four- and five-string models come 
with dual single-coil pickups, while 
the six-string version sports hum¬ 
buckers. The instrument's exagger¬ 

ated cutaway and 24 frets facilitate 

upper-register pyrotechnics while 
the extended upper left bout keeps 

the neck in balance. ♦ Aria, 9244 
Commerce Hwy., Pensauken, NJ 
08110; voice (800) 877-7789, fax 
(609) 663-0436. 



FAST FORWARD 

NEW TOYS & NEW TOOLS 
GUITARS & BASSES 
♦ The retro-style Alvarez Electric Classic scries, 
built with alder bodies, maple necks and rosewood 
fingerboards and a 1-1-2 pickup configuration, 
now includes the AE40TBK. Classic 4 (with string-
through-body fixed tailpiece) and AE50AVS Clas¬ 
sic 5 (with non-locking tremolo). Alvarez’s acous¬ 
tic 5062 Wildwood has been updated with a solid 
spruce top for increased volume and bass response. 
Meanwhile, several Alvarez-Yairi models arc 
newly fitted with the acclaimed System 500 piezo 
pickup system. ♦ The Wah-SP from Morley is a 
switchless wah pedal. It enters wah mode the 
moment you step on the pedal and passes dry sig¬ 
nal when you lift your foot. The Matchbox, also 
from Morley, is a level-matching direct box for 
patching a guitar directly into a tape machine, plug¬ 
ging it into a PA system or maintaining signal 
integrity across long cable runs. 

KEYBOARDS & MIDI 
♦ The XC-3 organ from Hammond/Suzuki is an 
updated version of the C-3, faithful to the look, feel 
and sound of the original but featuring digital tone 
generators and MIDI capabilities. ♦ Three new 
sound disks are available for Ensoniq's ASR-10 
(also compatible with TS-series instruments). AS6: 
The Drum Doctor includes three stereo drum kits 
designed by Ross Garfield. AS-7: Baldwin Pianos 
represents two concert grands. AS-8: Appalachia 
includes dulcimer, saw, jaw harp and other moun¬ 
tain instruments of the U.S. ♦ New sampling CD-
ROM discs from Q Up Arts include Tonal Textures 
by guitarist David Torn (loops and textures), Psy¬ 
chic Horns by Jason Miles (brass notes, stabs and 
riffs plus drum patterns) and Master Drums by 
Charlie Morgan (patterns). 

AMPS & SPEAKERS 
♦ Loaded with three Celcstion Vintage 30s, Trace 
Elliot's SC312P speaker cabinet is designed for wide 
dispersion, allowing guitarists to control feedback 
from positions other than directly in front of the 
speaker. Also, the solid-state AH1200SM bass head 
boasts 470 Watts into 8 Ohms RMS per channel (600 
Watts into 2 Ohms) plus 7-band graphic EQ. ♦ Ilie 
single-channel Mini Combo line from Matchless is 
intended to put the tone of their DC-30 combo in a 
small, portable cabinet. Spitfire is the basic model; 
Tornado adds tremolo; Lightning features “interac¬ 
tive” tone controls. ♦ The PRO scries from Ampeg 
comprises three bass enclosures: The SVT210PRO 
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offers two 10" speakers and a horn; the SVT410PRO 
has four 10" cones and a horn plus casters; the 
SVT50PRO IsoVent includes two 15" and two 10" 

instrument pickup are medium-priced diversity 
systems with two switchable frequencies and noise 
reduction. In addition, Sennheiser debuts two 

and fader. Mackie’s 24* E is 

M 

speakers and a horn, and rolls on casters. Also, the B2 
bass combo houses 200 Watts of solid-state power, 

time alignmc 
XLRandj| 
three aux sen 

MIDI percuss 
that fits over 
mobile perforn 
of handcrafte 

! MIKES & MIXERS 
[ ♦ The MD504 from Sennheiser is a com 
dioid mike for instruments that fits into tight 
spaces around drum kits. Also, the BFT052 wire¬ 
less guitar system and BF1053 wireless lavalicr 

RECORDING & PLAYBACK 
♦ Version 5.0 of the OS software for Otari’s 
ProDisk digital audio workstation adds new fea¬ 
tures, including an improved user interface, 
database functions, Magneto Optical support and 
sync/locate to VITC. ♦ Sennheiser’s 1ID25-SP 
headphone is designed for durability and light 
weight in studio applications. All parts are modular 
for easy repair and replacement. 

SOFTWARE & HARDWARE 
♦ Merge 2x2 from MIDIman is a self-powered two-
in, two-out MIDI mener. It also functions as a onc-
to-two Mil )I thru box and includes an all-notes-off 
“panic button” function. MIDIman also offers a 
joystick-to-MIDI aApter, the Sound Card MIDI 
Cable, that adds Mil >1 connectors to any PC sound 
card equipped with .1 standard 15-pin DIN jack. ♦ 
UltraSound MAX is a PC audio board from 
Advanced Gravis featuring 16-bit wavetable syn¬ 
thesis and 3D processing. Three data compression 
schemes are includes to minimize the hard-disk 
space occupied by edited sounds. ♦ The Musical 
World of Professor Piccolo, an educational CD-
ROM for children ages 8 and up is now available for 
the Mac from Opcode. The disc provides an interaç 
tive introduction to music notation, theory, fo 
and instrumentation as well as history’ ami style 

functions. Each channel includes 
ntulpeak LED, three-band FQ, 

DRUMS &4ERCUSSI0N 
♦ Walkabout offers wireless, battery-powered 

SIunaL processors 
♦ The Dual Parametric D.I. from Fishman com¬ 
bines a two band parametric EQ with a direct box. 
The unit can be powered by either batteries or AC, 
and caeh KQbandcan be switched independently. 
♦ ART’s MR-1 repackages the RXR Elite digital 
reverb in a table-top case. The 16-bit unit provides 
16 preset effects. ♦ Audio Control Industrial intro¬ 
duces the PCA-2CC two-channel subharmonic 
synthesizer for enhanced bass response. Controls 
allow the user to adjust the frequency range in 
which the input is to be processed, frequency spec¬ 
trum of the enhanced lignai and the wet/dry mix. 

n controllers built intoT harness 
e player’s shoulders, enabling 
nee. ♦ Island Trader makes a line 
alimbas, xylophones and tongue 

EQ, limiter, balanced XLR output and effect loop. 
♦ Cincinnati Wireless offers the Unplugged line of 
solid-state dual-channel combo amps powered by 
rechargeable batteries. The 25-Watt model has one 
12" speaker and delivers 20 hours of battery life per 
charge, while the 50-Watt cabinet houses two 12" 
speakers and plays for 10 hours per charge. 

an optional 24-channel ewansion board for th 
eight-bu^aixers. The 24»E essentially duplicai 
the 24f 8 coqsoljbut without the master section. 

headset mikes, the MKE48ST (cardioid) and MKE 
2 ST (omnidirectional). ♦ Audio-Technica's 300 
series of affordable wireless systems features 
extended range and improved audio quality with a 
choice of 20 VI IF frequencies. The ATW-0321G is 
designed for guitars and features a remote on/off 
switch for pedal effects. Models are also available 
for lavalier, headset and hand-held mikes. ♦ The 
Nady Wireless One, an affordable single-channel 
VHF wireless system for guitars, has been upgrad¬ 
ed for longer transmitt cfjattery lite. Audio Cen-

tron introduces the líense line of power 
including the ACM8PD (8 channels) and 
ACM12PD (1 ̂Sindels), fach offering 125 Watts 
into 8 Ohms. Onboard DSP delivers effects and^ 

drums. ♦ Th/latest addition to Pro-Mark s Auto 
of sticks is the Dave Abbruzzese graph Seri 

model. T stick is 16%" long, %" in diameter and 
made ot Jickory with a nylon tip. ♦ The 8A Nylon 
Tip dr stick from Regal Tip features a “bullet 
style jfy Ion tip, combining the brightness of nylon 

 
wit^the versatility of this tip shape. ♦ Vater 

 
debuts two new sticks. The Classic features a bar¬ 
rel-shaped tip and a quick taper from shoulder to 
p. The Universal, designed for high-volume play¬ 

ing, has a sturdy neck and round/oval tip. 
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r  y-f NEW & NIFTY! Source 
Alt 3/4 switch routes 

Alt 3/4 bus to AUX 3 returns, creating 
2 submix buses for remixing back into 
the main L/R buses. 

those mixers that we Ye always 
wanted to have around. 
Mackie Designs abounds with 
keyboard nuts, 
se¬ 
quenc¬ 
ing 
fanatics 
and 
other 
Line Level 
Input 
Challenged 
types. Thus 
we boldly set 
out to create a 
line mixer that 
could handle 
more hot stereo 
inputs than 
nature ever 
intended. 
Complete with, ♦ 
dedicated control 
room outputs* and tape 
monitoringteatures. 

But we also wanted to 
satisfy th? Official Musician's 
Minimum-Daily Requirements 
for microphone inputs. For 
sampling. For vocals. For live 
single and duo club acts. 

So we supplemented the 
LM-3204 with two of our 
highly-regarded mit preamps 
They have the same ve'ry . 
impressive specs, can't-bust- • . 
'em headroom and switchable 
phantom power as our 8»Bus, 
CR-1604 and MS1202 mic 
preamps. Each can be patched 
to any of the LM-3204's 16 
stereo channels. 

If you currently have more 
inputs than channels to put 
them in. call us toll-free today. 
We ll send you detailed 
information on the mixer that 
packs the most inputs into the 
least space ever. 

The LM-3204 from the 
rain forest fanatics at 
Mackie Designs. 

rotyiving unnyrlus ßdin 
structure, adds headroom, 
cuts noise & gives you 30dB 1 

more gain above Unity. 

Studio-quality, high-headroom, low-

controls and switchable phantom 
power, they're assignable to any 
LM-3204 stereo channel via A" TS 

F 

Introducing the ultimate line/keyboard mixer. The 
LM-3204 is everything 

you've come to expect from 
Mackie Designs: Ultra-quiet 
Packed with features but easy 
to use. Built tike a tank. 
Embarassingly late into 
production... 

As with our 8»Bus Console 
series, the LM-3204 is one of 

MACKIE 
16220 Wood-Red Road • Woodinville • WA • 98072 • 800/898-3211 • FAX 206/487-4337 

Outside the US, call 206/487-4333 • Represented in Canada by S.F. Marketing • 800/363-8855 

track without 
having it go 
to tape. V 

Elaborate 
monitoring: 
Separate 
Control Room & 
Headphone 
outputs w/level 
controls. Source 
from main L/R
buses, tape output 
(when Tape Monitor 
button ispushed) or 
stereo In-Place Solo 
bus when any solo 
button is pushed. 

Built-in power supply (no hum¬ 
inducing, outlet-eating wall 

\ wart) uses standard IEC cord. 

Channel inserts on Channels 1 thru 4. 

$005^ 
price, ougnuy 

higher in Canada and unchartea 
regions of Cygnus XI. 

Rr r rrr\n 
i V i I • i *1 X I ~ i I I • i Sealed rotarv controls 

Tape Outputs. 

Main L/R Inserts 

Control Room outputs so you 
aon T n3V6 t-o ui6 up your nosdpnono 
output to drive a monitor amp. 

Expandability! Need even more inputs? 
You can add another 16 stereo inputs 
by plugging in our LM-3204 E expander 

section over on the right side. 
You can “daisy chain multiple 
LM-3204ES for almost unlimited 



FAST FORWARD 

HYBRID GUITARS 
Combining 
magnetic 
and piezo 
pickups, 

SEVERAL COMPANIES now offer guitars that combine mag¬ 
netic pickups—the hallmark of an electric guitar—with a bridge¬ 

mounted piezo, the favored transducer for amplifying acoustic gui¬ 
tars. These instruments deliver both “acoustic” and “electric” tones 
depending on the pickup selected. To differentiate them from the cur¬ 
rent flood of acoustic/electric guitars—conventional acoustics with 
piezos built in—it seems appropriate to use the term “hybrid” guitar, 
examples of which are available from Buscarino, Carvin, Hamer, 
Parker and Yamaha. 

Some of these have other novel features as well, including hollow 
chambers and unusual bridge designs, which contribute to timbre and 
response characteristics markedly more resonant than those of solid¬ 
bodies, yet more articulate than those of traditional semihollows such 
as the Gibson 335. Piezo pickups add the advantage of broader fre¬ 
quency response, capturing a richly detailed sample of the instru¬ 
ment’s tone. Their main failing, especially when bridge-mounted, is a 
strident high end and “clanky” lows. These traits can be improved 
somewhat with a good preamp. 

How successfully the mag/piezo combination simulates true 
acoustic tone is a matter for individual judgment. None of these 
instruments—except Yamaha’s, which is fully acoustic—sounds like 
an acoustic when played unamplified. But that’s an unfair yardstick. A 
better one is the tone of an acoustic guitar amplified using a bridge¬ 

mounted piezo, and by that criterion 
they all fare quite well. In fact, to 
these ears, mating the piezo with, 
say, a neck-position humbuck¬ 
er produces a tone more natural 
than that of many piezo-equipped 
acoustics. 

The most obvious beneficiaries of 
the hybrid approach will be players 
who (a) don’t want to haul a big-box 
acoustic onstage, (b) don’t like hav¬ 
ing to adjust to the stiffer action of 
an acoustic or (c) want to switch 
timbres in midsong. But electric die-
hards should listen up too, because the mag/piezo combination opens 
new sonic territory as well. 

Acoustic players interested in enhancing their sound should try 
Yamaha’s archtop AEX1500 ($1795). The simple control layout 
enables you to switch between a floating mini-humbucker at the neck 
and a piezo mounted in the violin-style bridge. The piezo runs 
through an active preamp that includes three-band EQ with variable 
midrange plus a mix pot for tweaking the magnetic/piezo balance. 
Unfortunately there’s only a mono output, but Yamaha reports that it 

can be modified for separate mag and piezo 
outputs. 

Although it’s designed for jazz, the 
AEX1500’s tone and feel are excellent for 
singer/songwnter accompaniment. The small 
body is comfortable to hold and play, and the 
warm response makes it a good alternative to 
high-end shallow acoustic/electrics. 

The ultra-lightweight Parker Ply ($2195), 
which generated quite a buzz when it was 
announced but hasn’t received nearly enough 
attention since its release last year, lies at the 
other end of the spectrum. This virtually solid 
guitar employs extremely unusual materials 
and design concepts. For instance, it resonates 
across its entire surface—basically, the whole 
instrument behaves like an acoustic guitar’s 
top. Fhe neck is made of basswood, resonant 
but soft, a choice made possible only by 
encasing it in a high-tech skin. The Parker is 
the only hybrid that offers a tremolo bridge, 
which is fully adjustable and contains the 
instrument’s custom Fishman transducer. 

The result is a startling acoustic tone. A sin¬ 
gle jack provides both mono and stereo out¬ 
puts (depending on the plug you use), and the 
onboard preamp allows the two DiMarzio 
humbuckers to bypass the active electronics. 

a new 
class of 
guitars 
opens 

creative 
doors. 

♦ 
BY E.D. MENASCHÉ 

From top left clockwise: Parker Fly, Yamaha AEX1500, Hamer Duo-Tone, Carvin AE185. The electric tone is bright and jangly with a 
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Its your All Access pass to 
the music industry—complete 
with names, numbers, address¬ 
es and contacts—all the infor¬ 
mation you need to get your 
music heard. 

If you're serious about your 
guitar-playing, you'll want to 
have Musician's Whole Guitar 
Book. It has everything you 

Please send me_ copies of the Musicians Guide 

to Touring and Promotion. Enclosed is check/ 
money order for $7.95 each (includes P&H; $8.95 
CAN, $9.95 overseas). 
Please send me _ copies of the Whole Guitar 
Book. Enclosed is check/money order for $5.50 each 
(includes P&H; $6.50 CAN, $7.50 overseas). 

Name_ 

Address_ 

City_ State _ Zip_ 

Send to: Musician Special Editions, PO Box 21S3, Marion, 
OH 43305-2163 

(DTGBAB-3) 
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Gi n ar 
Of 
Merle 
Travis 
Taughtbg 

Marcel Dadi 

The guitar playing 
of Merle Travis has 
been a great influence 
on generations of gui¬ 
tarists. His playing combined blues, jazz ragtime 
and country music into a unique style that defined 
"Country Fingerstyle Guitar” and has become the 
standard for guitarists of yesterday and today. 

In this unique video lesson are five rare perfor¬ 
mances from 1951 of Merle Travis playing Mime 
Pound Hammer, Lost Joi in. John Henry, Mus ra t 
and Too Much Sugar For A Dime. Marcel Dadi 
teaches seven of Merle's greatest instrumentals: 
Fuller's Blues, Cane Break Blues, Blue Bells, 
Saturday Hight Shuffle. Memphis Blues. Cannon 
Ball Rag and Walkin' The Strings. All the tunes 
are transcribed in a 60 page tab/music booklet 
which is included FREE. 

"My Tirst knowledge oí Marcel Dadi came 
around 1973. Here was a guitarist who had fig¬ 
ured out what it was all about. " — CHET ATKIHS 

GW 918 $49.95 
(JSA/CANADA Postage/Handling: $4.00. 

Mastercard/Visa Accepted. 
Write for our FREE 64 page catalog. 

Stefan Grossman's Guitar Workshop 
P.O.Box 802. Sparta, NJ 07871 

Tel: 201/729 5544 Fax: 201/726 0568 

A world class recording studio with 

top-flight equipment (Studer, Neve, 

Amek) ■ 48 track digital/analog ■ 

Overnight accomodations ■ Only 50 

miles from NYC ■ Peaceful country 

setting ■ Extremely competitive 

rates ■ Many major/indie label 

clients (Sony, A&M, RCA, Arista, 

Island, MacMillan, Rykodisc/ESD) 

■ 20 years of quality recording 

144 Warbasse Junction Road 

Lafayette, New Jersey 07848 

(201) 300-0030 

smooth, tight low end that remains articulate 
even when distorted. The two-octave fret¬ 
board is made from a synthetic composite 
and the frets are glued on rather than laid in, 
imparting a unique feel and eliminating dead 
spots. 

Generally, the others are all hollowed-out 
solidbodies with acoustic-style bridges flush¬ 
mounted to the top. Still, their materials and 
construction vary, giving each a distinctive 
look, feel and sound. And, happily, they all 
provide stereo outputs. 

John Buscarino is one of the pioneers of 
the mag/piezo approach. His Hybrid (from 
$1995) is built to order, so the 24X" scale of 
the neck—and the body materials—-are by 
no means standard. The test model has alder 
wings surrounding a solid block of maple, 
hollowed out under the rear humbucker and 
covered with a distinctive maple top. The 
bridge rests on solid wood and, as with the 
Hamer and Carvin, the strings pass through 
the body. Matched with medium-gauge nick¬ 
el strings, the Hybrid offers a nice balance 
between electric and acoustic feel and one of 
the most comfortable necks anywhere. Even 
without the piezo, it’s a fine all-purpose gui¬ 
tar especially suited for fusion, country and 
blues, with a warmer, smoother tone (from 
its magnetic pickups) than that of a solid¬ 
body. 

Hamer’s Duo-Tone ($1799) resembles 
their fine sunburst series of double-cutaway 
solidbodies both cosmetically and in the slick 
feel of its 22-fret, 24 X"-scale mahogany neck. 
The body is mahogany with a spruce top. 
The Hamer’s rosewood bridge rests half on 
solid block, half over a hollowed cantilever 
chamber designed to enhance low-frequency 
response (which this guitar provides in abun¬ 
dance). Equipped with a pair of Seymour 
Duncan humbuckers, the Duo-Tone has a 
big, fat tone, excellent sustain and drives a 

♦ Buscarino, 1250 Seminole Blvd., Largo, 
FL 34640; voice (813) 586-4992. ♦ Carvin. 
1155 Industrial Ave., Escondido, CA 92029; 
voice (619) 747-1710; fax (619) 747-0743. 
♦ Hamer c/o Kaman, P.O. Box 507, Bloom¬ 
field, CT 06002-0507; voice (800) 647-2244, 
fax (203) 243-7102. ♦ Parker c/o Korg, 89 
Frost St., Westbury, NY 11590; voice (516) 
333-9100, fax (516) 333-9108. ♦ Yamaha. 
P.O. Box 6600, Buena Park, CA 90622-6600; 
voice (714) 522-9011, fax (714) 522-9832. 
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tube amp to distortion easily, while the cus¬ 
tom EMG piezo handily captures the guitar’s 
low-end punch—and you can switch be¬ 
tween the two using a toggle. Hamer placed 
the controls for the piezo’s active EQ on the 
back of the guitar—a potential inconvenience 
at gigs. Nonetheless, this axe is an excellent 
choice for rockers who don’t want to change 
guitars for the occasional ballad onstage, and 
for those who like a fat electric tone with a 
complex, resonant character. 

At $799, the Carvin AE185’s list price is 
less than half that of the others. The 25"-
scale, two-octave mahogany neck runs 
through the body, which is hollowed out 
asymmetrically to include an area under the 
ebony bridge that imparts impressive reso¬ 
nance. The AE 185 uses a Fishman piezo and 
a pair of Carvin’s unique 22-polepiece hum¬ 
buckers, whose sound is on the bright side. 
The output isn’t switchable but uses a pan 
pot. The Carvin is very' easy to play—almost 
as lightweight as the Parker—and delivers 
excellent performance for the price. 

Making the most of these instruments is 
more complicated than simply plugging in 
and letting rip. Operating in stereo, the ideal 
amp system is a two-stage affair: a standard 
guitar amp for the mags anil a full-range sys¬ 
tem (either a PA or an “acoustic” amp) for 
the piezo. Sending both sets of pickups 
through a full-range system with a compen¬ 
sated preamp, such as the Tech 21 SansAmp, 
between the mag pickups and the mixer 
works too. Bypassing the preamp, the mags 
add warmth to the piezo’s acoustic tone; kick 
the preamp on, return to electric crunch. 

(Conversely, driving a tube amp to distor¬ 
tion with a piezo is less ungainly than you 
might imagine. In fact, it’s pretty cool. And it 
works much better with these guitars than 
with a standard pickup-equipped acoustic.) 

More adventurous players may want to 
try this experiment: Feed the piezo into a dig¬ 
ital delay with lots of regeneration. Play a fig¬ 
ure with the magnetic pickups disengaged. 
As it repeats, flip back to the mags and rip. 
And therein lies the crux: While there’s no 
question that being able to switch between 
piezo and electric sounds is a convenience, 
the best thing about hybrid guitars is the 
door they open to experimentation and 
developing a personal approach to your 
sound. Even electric players who have no 
interest in simulating acoustic sounds might 
find that worth exploring. 'S’ 
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SHOWCASE 
IN ASSOCIATION WITH 

MUSICIAN 
MAGAZINE 

After 180 bands, 90 hours of music, and 
40 showcases, the Ticketmaster Music Showcase 
wishes to thank ALL of the bands who entered 
and performed. We d also like to thank the 
Industry A&R Reps and all of our local sponsors 
who made 1994 a great success! 



FAST FORWARD New 
drumstick 

STICK IT 
GIVEN CONTEMPORARY music’s emphasis on tone color, 

drummers are investing in a variety of drums and cymbals, even 
electronics, in search of aural variety. What many don’t realize is the 
tremendous potential of the lowly drumstick. Several recent designs 

expand on the palette offered 
by the usual round, oval and 
acorn-shaped drumstick tips. 

Zildjian’s Louie Bellson 
model features a wooden oval 
tip with a flat ring around it, 

HAMMtllHtAd 
hence the designation “Saturn tip.” 
Using it effectively on a ride cymbal 
calls for a consistent attack, as it 
produces various sounds depend¬ 

ing on which part of 
it impacts the cym¬ 
bal. The flat part of 
the ring produces a 
bright sound rich 

in overtones. The area above 
the ring invokes a darker tone 
with more click. You probably 
wouldn’t want to mix and match 
them at random, but the two 

shapes coax 
a variety 

types of articulation can add character 
to jazz ride playing, especially in set¬ 
tings in which subtleties are audible. 

Vic Firth’s Hammerhead stick 
has a tip that, appropriately enough, 
resembles the head of a hammer. 

of tonal 
character¬ 
istics from 

the 
It is designed for heavy rock play¬ 
ers, who often use large sticks with 
fat beads. But while an oversized 
bead is great for getting a big sound 
without denting your drum head, 
it can create an unwieldy wash of 
overtones with a ride cymbal. Ham¬ 
merheads produce a more focused 

same old 
drums. 

♦ 
BY RICK MATTINGLY 

ride sound, a fat tone with tom-toms and aren’t too hard on heads. 
Joe Porcaro would be the first to tell you that his [cotit 'd on page 79] 

♦ Vic Firth, 65 Commerce Way, Dedham, MA 02026; voice (617) 326-
3455, fax (617) 326-1273. ♦Joe Porcaro, 13608 Valley Heart Dr., Sher¬ 
man Oaks, CA 91423; voice (818) 789-5403, fax (818) 981-2487. 
♦ Slappers, P.O. Box 190040, Brooklyn, NY 11219; voice (718) 435-
3423. ♦ Zildjian, 22 Longwater Dr., Norwcll, MA 02061; voice (800) 
229-8672, fax (617) 871-3984. 

Just buy 
A TICKET 

Drum Workshop, Inc. • 101 Bernoulli Circle • Oxnard, CA 93030 • USA 

Top Row, From Left: Ron 
Tutt (Neil Diamond) Scott 
Crago (The Eagles) Matt 
Cameron (Soundgarden) 
Middle Row: Jack Irons 
(Eleven) Michael Baker 
(Whitney Houston) Dee 
Plakas (L7) Jack Bruno 
(Tina Turner - Joe Cocker) 
Bottom Row: Herman 
Matthews III (Richard Marx 
• Kenny Loggins) Jimmy 
Degrasso (Suicidal 
Tendencies) Jim Mac¬ 
pherson (The Breeders) 



After fifteen years still the most complete guide to the guitar ever made! 
The Guitar Poster from Castalia Publications made its debut in 1980, and for a decade 

nd a half it has been helping an entire generation, literally millions of guitar players, to 
nprove their understanding and their playing. It was designed to be a musical road map so 
lat anyone could learn how to play any chord or scale, in any key, anywhere on the 
istrument. Long before the VCR, computer and CD ROM revolutions The Guitar Poster 
/as up on the wall with the answers, and despite all the new technology it is still the most 
complete guide to the guitar ever made! In celebration of this milestone Castalia and 
Musician team up to give you (through 1995) a FREE Circle of Fifths mini-poster (18” X 
5,” a $5.95 value) with your order of Castalia’s beautiful, LAMINATED Guitar Poster. 

ELECTRIC BASS POSTER™ 
Featuring a 
collection of 
vintage bass 
guitars, this 
poster shows 
you how to play 
hot bass and 
hold down the 
rhythm section 
in any band 
playing today's 
popular music. 
•TUNING 
GUIDE • NOTES 
OF THE NECK 
• BASS KEY 
SIGNATURES 
• CIRCLE OF 

FIFTHS • ALTERING SCALES & ARPEGGIOS 
• COMMON CHORDS & SCALES «THE INTER¬ 
LOCKING PENTATONIC SCALE FORMS 
• BASS HARMONICS • COMMON BASS LINES 

KEYBOARD POSTER™ 
This beautiful 
work of educa¬ 
tional art makes 
visualizing and 
applying the 
principles of 
harmony as easy 
as DO RE Ml. 
The easy-to-use 
music theory 
charts apply to all 
keyboard 
instruments, from 
pianos to organs 
to accordions and 
all synthesizers. 
Included on this 
poster are: 

• FOUR OCTAVE LIFE SIZE KEYBOARD • 
BASS & TREBLE KEY SIGNATURES • TABLE 
OF KEYS • CHORD & SCALE TABLE • TWELVE 
MAJOR SCALES • CIRCLE OF FIFTHS • MORE! 

• MOVABLE CHORD & SCALE FORMS • TABLE OF 
KEYS • CHORD & SCALE TABLE • BASIC 
CHORDS» NOTES OF THE NECK • CIRCLE OF 
FIFTHS • GREAT STAFF • OPEN TUNINGS» MORE! 

ROCK GUITAR POSTER™ 
This totally radical 
poster shows 
how to play the 
hard rock and 
heavy metal lead 
and rhythm guitar 
used by today's 
rockers. The 
poster explores 
rock styles in 
great detail, 
explaining the 
chords, scales, 
and the guitar 
techniques used 
by the biggest 
stars playing 
today's hard rock. 

SAX POSTER™ 
For sax players at 
every stage of 
their musical 
development. 
Includes the 
world's all time 
best sax fingering 
chart, Castalia’s 
famous cross 
reference system 
for using music 
theory, and tips 
on how to 
improvise and 
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FORWARD 
“IT’S A PIGSTY.” Dean Ween surveys the hardware scat¬ 

tered across the floor of a spare bedroom in his New Hope, 

Pennsylvania home. He nudges aside cables and pedals with his 

foot, clearing space to sit. “We’ve never recorded in chairs—not 
a note,” he explains. “We’ve always done it on the floor.” 

Assembled in other venues, this jumble, more or less, consti¬ 

tutes the studio in which Dean and longtime partner Gene 
Ween (pictured at right) recorded their first three albums. For 

their fourth and latest, Chocolate and Cheese on Elektra, they 
bought a load of new equipment and set up shop elsewhere, but 

the old homestead remains a favorite playground. 

Ween ’s taste in gear tends toward the studio equivalent of 

the Pet Rock—mass-market kitsch, yesterday’s trendy audio 
effects and stuff most folks would sooner throw away than 

repair. (No lie—they spin their fave records on eight-track!) 

A DOD R-908 digital delay 0 notwithstanding, the processor 
collection consists of stompboxes: an Electro-Harmonix Poly 
Chorus flanger ©, Y Triggered Filter 0 and Micro Synthe¬ 
sizer (“the ugliness box”) O; Boss RBF-10 flanger 0 and DS-
1 distortion; Ibanez Swell Flanger 0 and WH10 wah; Mu-
tron triggered filter O; DigiTech Whammy 0 and Dunlop 
Crybaby wah 0—that’s just the ones at the top of the pile. 

“We run everything through the pedals,” Dean states. 

Indeed, their recordings exhibit a special talent for pushing 

effects to the limit. But sometimes that isn’t enough, and the 

duo is forced into more drastic measures. Recording “Candy” 

for the new album, Gene rode through a rainstorm in the 

trunk of Dean’s Cadillac, yelling into a wireless phone while 

the receiver was miked in the studio. Another time, Gene 

stripped to his underwear, hung a mike out the window and 
sang outdoors in a snowstorm. “Whatever it takes,” Dean 
says. “That’s the concept.” 

Usually it takes an Alesis SR-16 drum machine ©aug¬ 
mented by a Roland Juno-60 © and Realistic Rap-Master 

©. Dean, who plays most of the guitar parts, favors Fender 
Stratocasters © and Musicmasters © plugged into a Mesa/ 

Boogie TriAxis preamp ©. Gene strums a Martin acoustic 

and picks a Fender Precision bass ©, alternately belting and 

crooning through a Shure Beta 58 or an unidentified Radio 

Shack model (“the one that costs $25”) ©. 

Instruments and mikes are routed through a Mackie 
CR1604 mixer © to an Alesis ADAT © with LRC remote 

upstaging their beloved Tascam 424 four-track O Mixes are 

recorded on a Tascam 103 cassette deck ©, and everything 
gets blasted through a Hafler PR02400 amp ® and Tannoy 

monitors ©. They claim never to use their AKG K 240 head¬ 

phones ©. “Dude, I have no concern for neighbors,” Dean 
warns. “I make enemies everywhere I live.” 

BY TED GREENWALD 
PHOTOGRAPH BY RAFAEL FUCHS 
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Sleepless 
WITH ITS GENEROUS, EYE-CATCHING 34-PAGE 

mini-book presentation, Pearl Jam’s third album 
will strike true believers as yet another sign of the 
band’s high regard for their audience: These guys give 
good product. And cynics, of which there are many, 
will harp on that “product” angle and maybe, depending on their age, 
throw in veiled references to the cardboard-heavy ’70s monolith that was 
Chicago IV. Cynics, of course, can be assholes. 

Being a cynic who thinks Pearl Jam area very fine rock ’n’ roll band, I’ll 
choose Door Number One, thanks. I’ll do it with some uneasiness: One 
reason Pearl Jam go down so well with me personally has less to do with 
their music than their pro-consumer, anti-Big Biz political stance—and 
somewhere after the 55th cover of “Biko,” that rationale dropped to the 
bottom of the potty where it belongs. Still, Pearl Jam deliver the goods 
with Vitalogy, and the goods, no matter how spiffy the package or correct 
the politics, are still the goods. 

I'wo things have made Pearl Jam the exceptional band they remain. 
First—like all those Seattle bands were supposed to do—they took the 
smelly corpse of guitar-driven hard rock, deformalized it and made it 
fresh. Three albums into their career, and Pearl Jam make the sort of 
albums Led Zeppelin once made: You’ve got absolutely no idea what each 

in Seattle 
new track will sound like, and that’s fine by you. The 
first 30 seconds of Vitalogy sound like Captain Beef¬ 
heart’s Magic Band; bizarre “novelty” tune (no printed 
lyrics) “Bugs” is as unexpected as was Tom Verlaine’s 
“Yonki lime” 15 years ago. But it all sounds like Pearl 

Jam, and this is as it should be. 
Secondly, there is Eddie Vedder, who has become one of the finest, 

most compelling frontmen in rock ’n’ roll. There is a richness and texture 
to his voice that’s striking—particularly in the ’90s, when, in major-label 
alternative marketing terms, one-dimensionality becomes the easiest sell 
of all. How ’bout that Green Day, dudes? 

Vedder’s lyrics on Vitalogy are all we’ll be hearing about soon; most 
deal with depression, suicide, helplessness and painful relationships 
between deeply troubled couples. This isn’t new ground for Vedder, but 
with the death of Kurt Cobain, songs such as “Last Exit" and “Nothing¬ 
man” are open to frightening personal interpretation. And you can bet 
they’ll be interpreted. Frighteningly. 

In 1994, rawness, unpredictability and artistic depth are rare. That 
America’s most popular rock ’n’ roll band boasts all three attributes—and 
sounds damn fine to boot—is an absolute hoot. With Pearl Jam, you get 
what you pay for. Screw the service charge. —Dave DiMartino 

PEARL JAM 
Vitalogy 

(EPIC) 



WILLIE MITCHELL ON GET¬ 
TING HI WITH AL GREEN 

Though the biggest hits on Hi Times The Hi 
Records R&B Years belong to singers like Al 

Green. Ann Peebles. Otis Clay and O.V Wright, 

the Hi sound itself belongs to producer Willie 

Mitchell It was Mitchell, after all, who fostered 

the laid back Hi groove—a rhythm that had 

roots in Memphis soul, but seemed a world 

away from the frenetic thump of the Stax/Volf 

hits—as well as the label's deep, rich sound. 

It wasn't something Mitchell developed 

overnight. “It was one of them things where you 

work on it,” says Mitchell. “I worked on the 

sound a lot. ” 

Mitchell describes the difference in the Hi 

sound as having more jazz chords and prettier 

music than other soul productions, but adds 

“I still had the bottom on it real good Just 

how he got that bottom—particularly the Hi 

drum sound—has inspired more than a few 

rumors. For instance, there's a legend that 

Mitchell used to split the drum kit between Al 

Jackson and his brother, with one playing kick 

and snare, the other handling the hi-hat. True? 

"No, no. no, no,” laughs Mitchell. “I had two 

drummers. Howard Grimes and Al Jackson. Some¬ 

times I'd use Al. sometimes I’d use Howard. But 

Al didn't have no brother playing sock cymbal, no.” 

Then there's the story that Mitchell got his 

snare sound by putting that drum atop a floor 

tom. “No, no, no. The snare stood on the floor. 

We used Howard Grimes on conga when Al 

Jackson was playing the regular drums.” 

Mainly, what Mitchell did was pay a lot of 

attention to how the drums were set up and 

recorded. "I would tune the drums to a piano, 

tune 'em real good,” he says. “And there was 

how you'd mike ’em, or what kind of heads you 

had on your drums. We spent a lot of time try¬ 

ing to get some thunder out of the bottom of it. 

And once we found it, we never changed 'em.” 

For all that, the singing mattered most to 

Mitchell. “Every time we’d cut the rhythm track, 

Al Green—or whoever was singing—would sing 

their part on it, and we’d build from that. Then 

we’d bring the horns in, and the strings, the 

voices and everything else.” —J.D. Considine 

VARIOUS ARTISTS 
Woodstock '94 

(A&M) 

WHETHER YOU WERE PHYSICALLY PRE-

scnt or not, there was no getting away from 
Woodstock ’94. At least not while it was going 
on. Unlike the first Woodstock, where main¬ 
stream America had virtually no clue as to what 
was happening, the second Woodstock was pro¬ 
moted to an America where (as Time magazine 
recently noted) everyone is hip. The result was a 
media barrage, and with few exceptions, every¬ 
one believed the hype—that this was indeed a 
monumental musical and cultural event, separate 
from, but spiritually connected to Woodstock I. 

Still, within 48 hours of the end of the event, 
one was hard pressed to hear anything more 
about it. Despite the adverse conditions ad¬ 
mirably and peaceably survived by thousands, 
and despite the impressive variety of music 
heard throughout, there has been absolutely no 
resonance to Woodstock ’94. Could it really be 
that, when all is over but the moshing, Wood-
stock ’94 will go down in history as (horrors!) 
just another rock festival, as ultimately dispos¬ 
able as the US Festival? 

If you believe the answer is yes, then it’s dif¬ 
ficult to say what the average listener will get 
from this two-CI) collection. The selection of 
performers and performances seems arbitrary. 
It’s unclear as to why, for instance, Youssou 



N’Dour or the Allman Brothers, who received 
nearly universal praise for their sets, are not rep¬ 
resented here, while Sheryl Crow and Traffic, 
who received nearlv universal pans, are. What’s 
more puzzling is the track-by-track lineup: 27 
songs by 27 different artists. For the most part, 
these are not big hits, or even best-known 
songs. Producer Larry Hamby has admitted 
that “in discussions with the artists and their 
managers,” he looked “for tracks that would 
serve their best interests as well as mine.” Is that 
why we get Aerosmith doing “Draw the Line,” 
Metallica doing “For Whom the Bell Tolls,” 
Blind Melon doing “Soup” and the Neville 
Brothers doing the Beatles’ “Come Together”? 
Sorry, but one doubts that the fans’ best inter¬ 
ests have been served with decisions like these. 

Make no mistake there are terrific perfor¬ 
mances here, such as Melissa Etheridge’s bluesy 
“I’m the Only One,” the Violent Femmes’ skittish 
“Kiss Off," Nine Inch Nails’ marrow-sucking 
“Happiness in Slavery,” Lives folk-rocking “Sell¬ 
ing the Drama” and Collective Soul’s insinuating 
“Shine.” And plenty of curiosities, too: Paul 
Rodgers huffing and puffing his way through 
“The Hunter,” Jackyl making a big play to be¬ 
come the next Black Oak Arkansas, and the Cran¬ 
berries’ Dolores Riordan trying to get a hootenan¬ 
ny going on “Dreams”—when even she’s having 
trouble hitting the notes. Plus an assortment of 
lowest-common-denominator-seeking noise¬ 

drivel like the Rollins Band 
= (“Right Here Too Much”), 
~ Candlebox (“Arrow”) and 
° Primus (“Those Damned 
Blue-Collar Tweekers”). 

Still, if one has to come 
away from Woodstock ’94 
with one basic impression, I 
suggest that veterans of Wood-
stock I go straight to cut five 
on CD two, where you can 
hear Crosby, Stills and Nash 
singing their excess-pound¬ 
aged heads off—completely 
off-key, of course—on the 
apropos “Deja Vu.” After 25 
years, it’s good to know some 
things never change. Here’s 
mud in your eye. 

—Billy Altman 

COME 
Don't Ask Don’t Tell 

(MATADOR) At a time when much of American rock exists 
largely on attitude and ag¬ 

gression, Boston’s Come are a revelation. Using 
a bedrock of blues and punk (instead of 
warmed-over heavy metal), the quartet con¬ 
nects on a grandly visceral scale, creating a 
roughly frayed sound whose threads may be 
lost on the mainstream of the current “alterna¬ 
tive” audience. 

Building on the powerful if claustrophobic 
Eleven Eleven, Don’t Ask Don’t Tell is an 
unruly, unsettling and uneasy listen. As drum¬ 
mer Arthur Johnson and bassist Sean O’Brien 
expand and contract the rhythm like so many 
broken, ugly sentences, guitarists Chris Brokaw 

and Thalia Zedek intertwine portentous con¬ 
versations like birds on barbed wire. Come have 
mastered the illusion of falling apart, tottering 
over a slow tempo on one song (“German 
Song”), only to kick in with a glorious Keith 
Richards swagger on another (“In/Out”). Call¬ 
ing over the din are Zedek’s declarations of 
alienation and fear, sung like Patti Smith 
through the mouth of a sleepwalker. Whisper¬ 
ing the line “Don’t you ever try to walk away 
from my loving fists” may not be sweet, but the 
diminutive Zedek obviously thrives on raw 
emotion and the need to tell all. 
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REVIEWS 
Don’t Ask Don’t Tell is initially a harsh lis¬ 

ten, accustomed as we are to shallow songs and 
cheap deliveries. But Comes is music best 
taken with a strong shot of reality. 

—Ken Micallef 

LISA GERMANO 
Geek the Girl 

(4AD) Nothing in lisa Germano’S past—she played violin for John Mellencamp and has 
released two quirky pop albums under her 

in a barely audible voice, “I drift away/I drift 
away/Am I asleep yet... I hear a scrcam/1 hear a 
scream/Is it from memory...” With a few deft 
strokes she conveys a damage that goes deeper 
than assaulted flesh and bone. 

Not everything here is quite so heavy as 
that—the title song worries about not being 
cool, while painfully aware that this is a dumb 
thing to worry about. Germano’s artful simplic¬ 
ity seems to best serve her darker visions—the 
relative optimism of the last two songs (“Of 
Love and Colors” and “Stars”) comes across as 

naive. But if Germano sounds like 
another confused and distressed 
soul, she also seems to be on to 
herself—the disc’s title is a carica¬ 
ture of her genuine outsider feel¬ 
ings. And on “Cancer of Every¬ 
thing,” she mocks the whole 
suffering artist genre. Singing at 
times in a weird goo-goo doll voice 
that sounds like a wicked parody 
of Kate Bush, Germano makes her 
point with typical directness: “I’m 
not trying hard/I’m not sleeping 
well/I’m not growing/! won’t do 
anything/ This isn’t good for me/ 
But just you wait and see/How 
much attention I get.” It’s a know¬ 
ing song and for whatever reason 
the attention comes, it will be well 
deserved. —Richard C. Walls 

name—quite prepares one for this bleak little 
gem. Recorded with a minimum of embellish¬ 
ment, Geek the Girl is made up of lightly sweet¬ 
ened demos. It features the doomy, watery 
sound of crunchy but lugubrious guitar, faintly 
overheard piano, plodding but emphatic 
drums—a consistently realized bad dreamscape 
tempered by simple melodicism and given reso¬ 
nance by Germano’s whispery flat-as-though-
stunned delivery. 

If that sounds like it might add up to flavor of 
the month—alternative angst meets woman’s 
perspective—then it’s a credit to Germano that 
the album sounds so original. Her lyrics tend to 
be direct, with a sparse plainness that indicates 
intelligence and control (paradoxically, since the 
persona on the album is of someone befuddled 
and adrift). It’s this calculated compression that 
makes the disc’s centerpiece “...A Psychopath” 
work so well. Using a real 911 call by a woman 
who sounds like she’s about to be murdered at 
the very least, Germano takes something that 
could have merely been repulsive into a more 
disturbing area: Amid all this horror she sings, 

NIRVANA 
MTV Unplugged in New York 

(DGC) This album, drawn from nirvanas November 1993 appearance on MTV’s 
demi-acoustic concert showcase, is inexorably 
linked to Kurt Cobain’s suicide the following 
April. The network aided in the perpetuation 
of that association by incessantly airing the 
show on the weekend following the discovery 
of Cobain’s body. Eor many, the band’s “Un¬ 
plugged” appearance has become a memento 
mori. 

But do the 14 performances contained on the 
album version constitute good music? Frankly, 
no. While the de-juiced vibe and the stillborn 
tempos of most of the tracks may strike an 
evocative chord with still-grieving listeners, 
Nirvana’s “Unplugged” set is decidedly low-
watt. While Cobain and his mates disked with 
the lifeless format of the show to the best of 
their abilities, one finally longs for the febrile 
snap of electricity that’s been sapped from the 
proceedings. 

J A N U A R Y ! F E K K U A R Y I 9 9 S MUSICIAN 

Nirvana gamely tries to shake itself out of its 
torpor with well-meaning cover versions: the 
Vaselines’ “Jesus Doesn’t Want Me for a Sun¬ 
beam,” David Bowie’s “The Man Who Sold the 
World” and a trio of Meat Puppets numbers, 
enlivened somewhat by the screech of Pup’ Cris 
Kirkwood, who sits in with sibling Curt. With 
the exception of the Bowie number, none really 
holds its own. 

Most of the album is taken up by lugubrious 
versions of lesser items from the Nirvana canon, 
which are not suitably dressed by Dave Grohl’s 
brush work or Lori Goldston’s throaty, super¬ 
fluous cello; even “Come As You Are,” the 
most essential song here, pales next to its studio 
rendition. Nirvana simply does not rock here, 
and no amount of songcraft or fanciful instru¬ 
mental embroidery makes up for the full-on 
roar of the band in electric flight. 

Only in its finale does Unplugged achieve 
any real bite, as Cobain sinks his fangs into 
Leadbelly’s “Where Did You Sleep Last 
Night?,” which he originally recorded with 
Mark Lanegan on the Screaming Trees singer’s 
1990 album The Winding Sheet. Cobain 
explodes this accusatory blues with throat¬ 
shredding venom; in this performance, one 
encounters the go-for-broke intensity caught 
definitively on bootlegs of Nirvana’s last Euro¬ 
pean shows in the spring of ’94. 

Unplugged will be a convenient forget-me-
not for some, but there are those of us who pre¬ 
fer to remember Cobain and his band with the 
amps turned up. Maybe DGC will oblige us 
with a more suitable souvenir sometime in the 
future. —Chris Morris 



GERI ALLEN 
Twenty One 

(BLUE NOTE) 

Geri alien is not exactly a grace-

ful pianist. She lurches more often than she 
soars, and her lines are frequently interrupted 
by jabbering chordal agitations that disrupt all 
notions of continuity. Rather than dancing 
Oscar Peterson-like into the fanciful upper reg¬ 
ister, she stabs fitfully, wielding the top octave 
like an icepick. She’s willing to risk the out¬ 
landish double-time runs and patterned 
sequences more reserved pianists would edit, 
and this gives her playing a dangling-on-the-
precipice suspense: Even when she falters, the 
excursion is memorable, exhilarating, human. 

Allen has worked with trios in the past (her 
collaboration with Charlie Haden and Paul 
Motian remains a model of interactivity), but 
it’s somehow odd to encounter her in a tradi¬ 
tional “standards trio” setting—particularly in 

the company of Ron Carter and Tony 
S Williams for her third Blue Note 
2 effort. Twenty One. Sitting where 
S Herbie Hancock used to sit, leading 
what many consider the most em¬ 
pathetic rhythm section in the history 
of the music, Allen is practically 
forced to pick a strategy. Does she 
uphold the tradition of polished exe¬ 
cution that includes Hancock, Bill 
Evans and others, or does she follow 
her considerably more reckless spirit? 
Does she honor the tunes, or cultivate 
telepathy? 

Wisely, she does not choose. Poised 
one minute and assertively sloppy the 
next, Twenty One is Allen’s celebra¬ 
tion of extremes. It contains some of 
her most exacting compositions, yet 
achieves a heedless, crash-and-bash 
interplay absent from her more pon¬ 

derous settings. It’s loaded with ginger declara¬ 
tions of melody, yet remains overwhelmingly 
percussive. It finds her applying composerly 
touches to standards (note the stormy coda to 
“Old Folks”), yet all the while celebrating the 
jagged-edge personality of her writing. 

If Allen—who is 37, and easily the most 
provocative current creator of music for small 
jazz ensemble—has a fault, it’s that she tends to 
disappear behind her compositions, using her 
solos to paraphrase and re-outline their internal 
logic. Not this time. On the samba-tinged “A 
Place of Power” and the agitated “RTG,” she 
confidently states her themes and develops 
them in methodical, often stepwise derivations. 
Other originals intentionally cast her in a sup¬ 
porting role: On “Drummer’s Song,” Allen 
establishes a staccato repetitive phrase, then a 
robust bass counterline, then a “hook” that 
leans on the effusive Williams for elaboration. 

Though Allen has played aggressively in the 
past, she’s never swung with such abandon: 
With unassuming syncopations, crosstalking 
cymbal strokes and that unerring sense of 
implied time, Carter and Williams keep her alert 
to the challenges of the moment. They demand 
that she participate equally in the reinvention of 
a workhorse like “If I Should Lose You.” More 
importantly, they help uncover elements of 
Allen’s musical identity—her feistiness, her 
wholly personal time feel—that have been 
obscured too long. —Tom Moon 

GRANT LEE BUFFALO 
Mighty Joe Moon 

(SLASH/REPRISE) 

ONCE UPON A TIME. GRANT LEE BUFFALO 

frontman Grant Lee Phillips was a film stu¬ 
dent, and though he eventually opted for music 
over movies, there’s a persistent cinematic quali¬ 
ty to the songs his band spins. The images aren’t 
always sharp and clear, but the compositions 
carry a moody wallop. 

Their sophomore effort swells in gentle 
waves, swirling together bright threads of deli¬ 
cate pop and a kind of Gothic folk gloom— 
making them rural relations of Morphine and, 
more distantly, Codeine. The slow, dark and 
tuneful strains of “Mockingbird” suggest a post¬ 
modern incarnation of the Beatles’ “Blackbird.” 
The trio’s take on the legend of Lady Godiva 
transports the unabashed noblewoman to a 
sprawling, crawling country-western context 
with David Lynch overtones. “Last Days of 
Tecumseh” is a brief, methodical banjo ballad; 
“Side by Side” is a dirged-out roots rocker based 
on a low-key clangor that waxes and wanes in a 
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Blue Voie releases 

«r>ix SI tilU 

Ron Carlei-Bass 

llerli lillis-Guitar 

Kenny Barron-Piano 

BOX CARTER. Ihe most esteemed 
bassist in jazz, has just released his 

best, most swinging disc in ten years. 



Howto 
handle 
rejection 
Use a CM-310. It 
features a patented 
Differoid design for 
superior rejection of 
ambient noise and 
the best gain-before-
feedback of any hand¬ 
held mic. Which is why 
it’s becoming the mic 
of choice for more and 
more touring shows 
and live broadcasts. 

Call us toll-free for 
complete information 
and the name of your 
local Crown dealer. 
1-800-535-6289 

@ crown 
Guaranteed Excellence 
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REVIEWS 

ET CETERA 
THELONIOUS MONK THE BAND 

LOUIS ARMSTRONG 

VARIOUS ARTISTS 

The Complete Blue Note 

Recordings 

(BLUE NOTE) 

Once considered impossibly avant-garde, 
Thelonious Monk has become not only per¬ 

haps the most universally respected com¬ 

poser in jazz (is anyone covered more these 

days?) but rivals Miles Davis in popularity 
among non-jazz fans as well. His playful 

melodies and distinct rhythmic approach 

blew minds in its time; now that his innova¬ 

tions have been embraced so widely, his 
musical personality—an utterly appealing 

mix of romance, intellectualism and cultivat¬ 

ed eccentricity—shines through. This four-
CD box brings together over a decade's 

worth of his early recordings, including 

definitive studio renditions of several clas¬ 

sics— “Skippy," “Mysterioso,” “Criss Cross” 

etc.—while the final disc captures a 1958 

Five Spot performance with John Coltrane, 

Roy Haynes and Ahmed Abdul-Malik, finally 

released at the proper pitch. Nicely pack¬ 

aged with fine liner notes by Bob Blumen¬ 

thal, it's a natural cornerstone of almost any 
record collection.—Mark Rowland 

Across the Great Divide 
(CAPITOL) 

The choices make sense. Seven from Big 
Pink, eight from The Band and highlights 

from the rest. Third disc is for collectors: 

early singles, unreleased NYC demo of 

"Orange Juice Blues" (which sounds very 

close to the Basement Tape), live record¬ 

ings from Woodstock, St. Louis, Watkins 
Glen (soon to be a live album itself) and the 

Lone Star Cafe in NYC, 1986, with Richard 

Manuel, a month and a half before his exit. 

Only incongruous element is Chet Flippo, 

who in his essay takes an inappropriate 

(and inaccurate) swipe at Robert Christgau 

for not liking them enough, believes the 

Band were never a critics' band (!) and 

doesn't bother to make a case for any 

post-The Band recordings except The Last 

Waltz, when several tracks (“The Moon 

Struck One," "Acadian Driftwood”) illustrate 

they could still pull it together when the spir¬ 
it moved them.—Rob O'Connor 

Portrait of the Artist as a Young 

Man. 1923-1934 

(LEGACY/COLUMBIA) 

There probably ought to be a neon sign 
over this boxed set in the record store: 

"Start Here.” Not just to learn about jazz, 

but to appreciate the broad evolutionary 

arch of twentieth-century popular music, 

and marvel at the way one restless man 

could so dramatically change it. This four-

disc box, annotated by Dan Morganstern, 

concerns itself with Armstrong before he 

became a pop icon, during his fertile early 

period from 1923 to 1934, when he was at 

the center of cataclysmic change: from 

sideman to leader, from New Orleans tradi¬ 

tionalist to architect of a less rigid, wildly 

influential improvisatory approach, from 

novelty song specialist to master inter¬ 

preter of Tin Pan Alley, from tentative 

soloist to agile singer. Whether sparring 

with saxophonist Sidney Bechet ("Cake 
Walking Babies") or transforming "I Can’t 

Give You Anything but Love" into an elegy, 

he squeezes rivers of humanity and emo¬ 
tion through his horn—an artist whose spir¬ 

it outshines the antiquity of his surround¬ 
ings.—Tom Moon 

The R&B Box: 30 Years of Rhythm 

& Blues (1943-1973) 

(RHINO) 

While THE music on this six-CD set is indis¬ 
putably wonderful, Rhino's estimable com¬ 

pilers have bitten off more than they can 

chew this time around. The R&B Box suf¬ 

fers from a surfeit of ambition: It attempts 

to summarize the history of the genre 

through a 108-track overview offering one 

cut by each artist. This gambit inevitably 

distorts history—were the Chords and 

Gene Chandler as important as Ray Charles 

and James Brown? Licensing hassles and 

oversights also interfere with a definitive 

presentation: Several key King artists are 

absent, Motown is underrepresented, and 

some seminal artists are missing. Stu¬ 

dents seeking a deeper understanding of 

the music are directed to the comprehen¬ 

sive boxes devoted to Atlantic, Stax and 

Motown, and to Rhino’s excellent doo-wop 

box. For most, The R&B Box will serve as a 

solid soundtrack for house-busting parties. 

—Chris Morris 

MUSICIAN 



manner reminiscent of the Waterboys but with¬ 
out the histrionic edge. In the same vein, “Sing 
Along” is a kind of understated epic that gradu¬ 
ally builds, culminating in a wailing guitar out¬ 
burst and a hushed closing couplet. 

This is music both pleasing and difficult. The 
surface embellishments have a soothing famil¬ 

iarity—slide guitars, acoustic strumming, the 
echoey reverb that makes you feel like you’re 
alone together in a cool cavernous space—but 
looming below, like the rumbling drums that 
anchor these tunes, are currents of complex 
emotions that keep pulling you in. 

—Sandy Masuo 

SHORT TAKES 
BY J.D. CONSIDINE 

EAGLES 
Hell Freezes Over 

(GEFFEN) 

Despite Glenn Frey’s crack that the band 
“just took a 14-year vacation," this doesn’t 

just pick up where The Long Run left off. If 

anything, it’s a sequel to Common Thread, 

positioning the Eagles less as rockers with 

country roots than a country band that 

rocks. The oldies tend to be twangy and the 

new ones do, too. from the well-strummed 

sensitivity of “Learn to Be Still" to the high-

harmony heartache of "Love Will Keep Us 

Alive.” And while Don Henley may seem too 

urbane to fit with the Stetson set, it isn't all 

that hard to imagine Travis Tritt covering 

“Get Over It.” 

DAVID SYLVIAN/ROBERT FRIPP 

Damage 
(VIRGIN) 

Though the tunes are thinner than the singer 
ever was, the playing on this exquisitely 

recorded disc is so rhythmically inspired and 

texturally intense that the music exudes the 

heat King Crimson once radiated. Fripp's 

ultra-tasteful fills get credit for some of that, 

but it's the chemistry between stickman Trey 

Gunn and master colorist Michael Brook that 

really kicks things into gear. Nice package, 

too. 

VARIOUS ARTISTS 

Vision: The Music of Hildegard 

of Bingen 
(ANGEL) 

Vision may begin with the music of medieval 

Abbess Hildegard of Bingen (offered with 

sonorous simplicity by Emily Van Evera and 

Sister Germaine Fritz), but by the time it 

adds synths, samplers and electrobeats 

(tastefully applied by Richard Souther), it 

emerges with a sound somewhere between 

the accessible spirituality of Chant and the 

opulence of Enya. Hardly the choice of 

purists (Emma Kirkby's lustrous, austere A 

Feather on the Breath of God should fill that 

bill), but this makes for uplifting listening 

nonetheless. 

DIONNE FARRIS 

Wild Seed—Wild Flower 
(COLUMBIA) 

Whatever Farris's work with Arrested Devel¬ 
opment (that’s her waxing soulful on “Ten¬ 

nessee") might have left you expecting, 

odds are this isn’t it. Sure, Farris sings 

beautifully, delivering all the diva-style power 

with none of the ego. But rather than make 

the obvious moves toward hip-hop or R&B, 

Farris stakes out a style of her own. Drawing 

from rock, funk and blues, she creates a 

hybrid as original as Sly Stone's—and as 

catchy, even if tunes like “I Know," the 

crunchy, funky “Passion" or her elegant, 

bluesy take on “Blackbird” don't always take 

the obvious path. 

BLUE RODEO 

Five Days in July 
(DISCOVERY) 

Although Blue Rodeo has drawn upon the 
bedrock of rock and country traditions, the 

band's sound has never seemed that root-

sy—a quality the group shares with another 

(mostly) Canadian combo, the Band. This out¬ 

ing is less raucous than their last, which 

enhances the rural overtones in the music 

while adding a sense of intimacy that brings 

the world behind these tunes into sharp 

focus. As a result, songs like “Bad Timing" or 

“5 Days in May” convey the emotional impact 

of confessionals while sounding as catchy as 

any country-rocker. 

MUSICIAN 

“A Masterpiece by an 
Unbelievable Piano 
Trio” Swing Journal 

Geri Allen-Piano 
Ron Carter-Bass 

Tony Williams-Drums 

Pianist GERI ALLEN introduces her 
musical dream team on TWENTY 
ONE-simply one of the best trio 
records of the decade. 

Also available: 

99493 95139 

To order these or any title from the 
Blue Note catalog call SELECT MUSIC [tWIBW| 
(800) 490-LINK. ^bluenotb 



"A great book about one of the most 
important figures of this century."* 

Frank Zappa: 

The Negative Dialectics 
of Poodle Play 
by Ben Watson 

The definitive account of one of the most 
brilliant, bizarre, and misunderstood artists in 
contemporary music, Ben Watson's fascinating 
book "takes you to the heart of Mr. Zappa's 
mad and sane mind." 

—’Pamela Des Barres 

At bookstores everywhere 

St. Martin's Press 

RELEASE YOUR 
OWN CDs! 
500 CDs plus 
500 Cassettes 
with two-color inserts & chrome tape 

for only $2,790 

Includes EREE insert design, film, and 
two-color printing. No hidden costs! Just 
supply us with your master tape and 
photograph, and we ll do the rest. 

Call today for our FREE 
1994-95 full color catalog: 

1-800-468-9353 
24 HOURS TOLL FREE 

DISC MAKERS 
AMERICA S * I MANUFACTURER FOR THE INDEPENDENT MUSIC INDUSTRY 

1328 North Fourth Street, Philadelphia, PA 19122 
Outside USA (2151 232 4140 • FAX (215) 236 7763 

VIDEO 
STEVE BAILEY 
Fretless Bass 

(REH VIDEO) 

Kicking OFF with a trio performance featur¬ 
ing Carl Verhoven on guitar and Joel Taylor 

on drums, fretless monster Steve Bailey 

wields his six-string here in a blistering dis¬ 

play ofchops and style. It’s a fitting intro¬ 

duction to what is certainly the best tape 

on fretless technique that I've come 

across. The only low points occur when the 

maestro periodically tries his hand at com¬ 

edy—Steve, don't give up your day job! 

Bailey presents a slow, methodical prac¬ 

tice routine that covers every interval. 

Focusing on intonation, he emphasizes 

"muscle memory" as the key to staying in 

tune. By continually placing your hand in the 

proper positions, over time you'll develop 

the ability to stay in tune even when you 

can't hear yourself play. Bailey encourages 

practicing each interval with alternate fin¬ 

gerings to increase mobility and facilitate 

melodic playing. His single-string scale exer¬ 

cises will increase your ability to shift up 

and down the neck; right-hand dexterity 

exercises are included as well. 

The video covers artificial harmonics, 

sliding harmonics, double stops, vibrato 

and Bailey's unique use of his thumb on 

the fretboard (in a technique similar to 

that for the acoustic bass, his thumb 

takes the place of other fingers to facili¬ 

tate fingerings high up the neck). Bailey is 

an articulate teacher and offers a wealth 

of exercises sure to benefit beginning and 

advanced players alike.—David C. Gross 

SHADY 
World 

(BEGGARS BANQUET) This is a rough one. it takes off all over the place and lands nowhere in particu¬ 
lar. Long intros, meandering verses, sound effects 
that overpower the songs, the kind of thing that 
convinces you those English guys take too many 
drugs. Then you look down at the CD insert and 
find that you can write the band’s P.O. Box in 
New York. Americans? Who woulda thunk it? 

World was, however, recorded in London. Of 
course, it was recorded in Dublin, Memphis, Balti¬ 
more and New York as well, so that shoots the 
anglo angle. To further confuse matters, Shady 

isn’t really a band. It’s the work of former Mercury 
Rev singer David Baker, who got his friends to 
back him up. He’s pretty well-connected, too. A 
couple of guys from the Boo Radleys and Roller¬ 
skate Skinny showed up, a guy from Swervedriver, 
Bitch Magnet and Tit’ Faith Healers, even his own 
sister made the sessions. This guy throws a party 
like there’s a Ringo Starr album being made. 

Don’t know if his lovable quotient is near 
Ringo’s, but his musical one’s a good head and 
shoulders above. The songs may be densely 
packed—it’s not uncommon to think you’re 
listening to a tuba solo when suddenly the bass 
guitar sneaks up from behind and does the real 
work—but the album’s pleasurably paced and 
kept at a manageable 48 minutes, which in these 
days of 70-minute ne plus ultras is a blessing. 

The instrumentation is overall routine; the 
sounds produced are outreaching. By the time 
you arrive at the cover of Gene Clark’s “Life’s 
Greatest Fool,” the near-straightforward C&W 
lurch can throw you. Other tracks like “Narcotic 
Candy” or “Real Ease” have so many parts you’ll 
swear you’ve tracked several songs further. 
Though the effects are heady, in the end what casts 
Shady a cut above is David Baker’s voice, some¬ 
times melodic, sometimes drony, but always keep¬ 
ing the human touch intact. —Rob O’Connor 

REVOLUTIONS 

[cant’d from page 40] ’Cause that’s what Geffen 
and his allies are doing. 

Follow this, it’s interesting. A few years ago 
the Japanese hardware conglomerate Matsushi¬ 
ta bought MCA, including the MCA movie 
studio (which has a deal with Spielberg), MCA 
Records and Geffen Records. Eventually the 
American movie and record people decided 
they didn’t like answering to the Japanese cor¬ 
poration. At the same time that Geffen and 
Spielberg announced they were leaving to form 
their own studio/label/home entertainment 
company with former Disney president Kat¬ 
zenberg , the MCA chiefs (presumably sup¬ 
ported by MCA Records chairman Al Teller) 
were trying to get the Japanese to sell them 
back their company. Matsushita said no, and at 
press time it seemed likely the MCA executives 
would follow Geffen’s lead and walk out the 
door. (Geffen Records executives were being 
asked to renew their employment contracts 
early—before David gets his new company 
opened and hires them all away.) 

The scenario Geffen has written (and which 
former A&M chiefs Herb Albert and Jerry 
Moss have also played) is awfully attractive to 
record men: You build up a company, sell it to a 
multinational corporation for, say, a billion dol-

M U S I C I A N 



NATIONWIDE TALENT SEARCH '95 

SEEKING: ★ BANDS * ARTISTS 
★ ACTS ★ SONGWRITERS 

a All types of original music considered. 
* FREE Promotion & exposure if you qualify. 

* NOT a contest! This is a career-launching opportunity. 

Send a cassette of your music with none, 

address, phone & best time to contact to: 

RODELL RECORDS 
P.O. Box 9345ZM • Holywood, CA 90093 

TAPES 

TDK PRO SA BULK 
CUSTOM LOADED 

HIGH BIAS COBALT 
CASSETTES 

(UNI AH» 11 f I > AND UNHOXf D) 

ftTDK 

32 WEST 39th STREET 
NEW YORK. NEW YORK 10018 

TELEPHONE 212 768 7800 ♦ 800 859-3579 

CUSTOMER PICK-UP. MESSENGER OR MAH ORDER 

AD INDEX 
AKG 8500 Balboa Blvd , Northridge, CA91329 
(818)893-8411 .19 

Audio-Technica -1221 Commerce Dr., Stow, OH 
44224(216)686-2600.6 
Celestion—89 Doug Brown Way, Holliston, MA 
01746 (508) 429-6706.30-31 
Drum Workshop - 101 Bernoulli Circle, Oxnard, 
CA 93030 (800) 453-7867.66 
Electro-Voice—600 Cecil St, Buchanan, Ml 
49107(616)695-6831.29 
Fender -7975 North Hayden Rd., Scottsdale, AZ 
85258 (602) 596-9690.11 
Gibson Guitar Corp.—641 Massman Drive, 
Nashville, TN 37210 (615) 871 4500, 9, 37 
JBL—8500 Balboa Blvd., Northridge, CA91329 
(818)893-8411 .83 
Lexicon, Inc. -100 Beaver St., Waltham, MA 
02154 (617) 891 -6790.42-43 
Peavey -711 A St, Meridian, MS 39301 (601) 
483-5365.15 
Remo 12804 RoymerSt., North Hollywood, CA 
91605(818)983-2600.39 
Roland—7200 Dominion Circle, Los Angeles, CA 
90040 (213)685-5141.41 
Shure Brothers Inc. - 222 Hartrey Ave., Evanston, 
IL 60202 (708) 866-2200.63 
Stefan Grossman's Guitar Workshop- RO. Box 
802, Sparta, NJ 07871 (201) 729-5544.64 
Tascam 7733 Telegraph Rd., Montebello, CA 
90640(213)726-0303.35 
Telex—c/o Adtrack, 931 Blairs Ferry Rd., Cedar 
Rapids, IA 52402 (312) 395-9777.49 
Trace Acoustic PO. Box 507, Bloomfield, CT 
06002(203) 243-7941.2 
Yamaha—6600 Orongethorpe Ave., Buena Park, 
CA 90620 (714) 522-9011.84 

Ltrs, and then you quit and start up another com¬ 
pany of your own. If the executives and artists 
from your old company chose to follow you 
across the street—hey, that’s the American way. 

It is not the way of, say, Japan—where a per¬ 
son joins one corporation for life. But it may be 
a necessary evolution if the record business is to 
survive the transition to the brave new world of 
direct transmission of music into the home. In 
that world artists will need a gigantic corporate 
distribution structure far less than they’ll need a 
few smart advisors who they feel they can trust. 
In other words, R.E.M. or Metallica will need 
Lenny Waronker or Bob Krasnow a lot more 
than they’ll need MCA or Time Warner. 

The sweetest irony is that virtually everyone 
in the music industry is convinced that the man 
who will be asked to run the new Geffen/Spiel-
berg/Katzenberg record label is...Mo Ostin. It 
is assumed that Lenny Waronker will eventually 
join him there, along with some disenfranchised 
Warners acts. If the bean counters can’t appreci¬ 
ate an artist-oriented record company, the 
assumption goes, here are some folks who can. 

The week after the Morgado war ended one 
Warner/Reprise executive smiled and said, 
“Everyone in the music business can’t go over 
and work for David Geffen.” But in saying to 
the multinationals, “Hey, I don’t need you, you 
need me, see you later,” Geffen is writing the 
lyric that more and more musicians and record 
executives are learning to sing. 'J' 

DRUMSTICKS 

[coat’d from page 66] Diamond Tip sticks aren’t 
suited for high-impact use, as they will definitely 
dent your heads. This is a stick for jazz drum¬ 
mers who want increased articulation from ride 
cymbals and who have a light touch on snare 
drums and toms. The nylon tip produces a 
brighter sound than wood, but the sharp edge of 
the “diamond” yields a more focused sound 
than traditional nylon beads. 

The most radical design comes from Billy 
Amendola, whose Slappers—flat slabs of wood 
that look like oversized tongue depressors—are 
recommended for situations in which you want 
to lay into the drums without generating a lot of 
volume. On cymbals and hi-hats, the narrow 
edge seems to work best, bringing out the 
brighter overtones. For snare and tom playing, 
they produce a penetrating click when slapped 
against the head with the wide, flat side. You can 
also hold two of them together, which adds a 
high-pitched slap to the sound of the drum. 
Despite their oddball proportions, it doesn’t take 
long to get used to the feel. And when you lay 
them on your floor tom, they don’t roll off! 'u' 

INDIE 
MARKETPLACE 

CAROLYN STRIHO 
DETROIT ENERGY fiSYLUfh 

11-song CD • $15.00 postpaid 

MYSTERIHO MUSIC 
P0. BOX 44195 • DETROIT, Ml 48244 

(313) 532-3954 

"Since Was(Not Was) shifted its base of operations to 
Los Angeles, Carolyn Strihos Detroit Energy Asylum has 
become the area's leading Rock collective..." 

Gary Graff, Detroit Free Press 

"Like the classic Motor City Rock to which she aspires, 
Carolyn Striho isn't so much recorded as captured. 
Energy is the name of the game..." 

Ben Edmonds, Detroit News 

'This is what Rock N' Roll would sound like if it didn't 
sound like something much lamer..." 

Orbit Magazine 

An exciting blend of Blues. Rock, 
and Psychedelia, this twelve-track CD is a 

"must for your record stash." 

MAGIC MUSHROOM—MUSIC 
THAT WILL ENTER YOUR EAR AND 
BECOME ONE WITH YOUR SOUL 

Order direct (Visa/MC) SI 3.95 CD 
(S2 P&H each item) 

MMPI 503 Peachtree Street 
Murphy, NC 28906 
1-800-327-3706 Toll Free 

Airplay and distribution inquiries welcome 

Veteran members of the dBs, Bangles, 
Cowsills, Dream Syndicate and Tori Amos 
formed the Continental Drifters in early 
’92. 1993 found them relocating from L.A. 
to New Orleans. You can hear them on 
radio stations from California and 
Colorado to New Mexico to New York. 
Available now in record shops nationwide! 

Look for them on tour this fall. 
mOOKlVNMl 
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ACCESSORIES B O O K S / P U B L I C AT I O N S INSTRUCTION 

INGERS! Æ&TŒ 

Si Dept MU-1 
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BOOKS/PUBLICATIONS INSTRUMENTS 

JEWELRY FOR SALE 

MUSICIANS 

FOR SALE 

ACOUSTIC FOAM 

Please fill in the information below if you want to charge the 
cost of your classified advertising. 

Need an ad fast? 
Call Jeff Serrette. 
In NY State (212) 536-5174 
Outside NY St (800) 223-7524 

SUBSCRIBE NOW to our monthly used and vintage instrument 
list with hundreds of quality instruments at down-to-earth prices. 
$7.50/year ($15.00 overseas). Current issue free on request. 
ELDERLY INSTRUMENTS, 1100 N. Washington, POB 14210-
DQ5, Lansing MI 48901 (517) 372-7890. 

FREE CATALOG! Take private music lessons with your 
favorite artists. We have hundreds of video and audio instruction tapes 
for the widest variety of musical instruments. All styles and levels. 
Homespun Tapes, Box 694-MUC, Woodstock NY 12498. 1-800-33-
TAPES. The best in the business since 1967. 

Custom 
or stock 

sizes: 
our 

prices 
can't 

be 
beat 

REMOVE VOCALS from music—Tanco Voice Decoder— 
$79.95. Fully guaranteed. Call (813) 847-9319 for prerecorded 
demo/ordering information. 

Do you know what your 
guitar is worth today? 

FREE TRIAL SUBSCRIPTION! Grammy-winning editor 
(Dave Marsh). Behind the scenes news and controversy. Extreme vari¬ 

ety of music reviewed. For FREE trial sub to Rock & Rap Confidential, 

write: RRC, Dept. MU, Box 341305, Los Angeles, CA 90034. 

WANTED: TRAINEE FOR RECORDING ENGINEER 
On the Job Training at Major Studio IN YOUR AREA. Keep Present 
Job. Train Around Own Schedule. Call For Free Brochure: Recording 
Connection, 1 -800-795-5750. 

MUSIC LAWYERS are dealmakers in the music 
business—they can advance your career and get 
your tape to the right people. Find out who’s who 
and how to read them in The Directory of Music 
Lawyers, written by an entertainment attorney. 
Send a check or money order for $49.95 to: U.S. 
Music Library, P.O. Box 150758, San Rafael, CA 
94915-0758. 

REPLICA SWISS WATCHES! 18KT GOLDPLATED! 
Lowest Prices! 2yr Warranty! Heavy Weight! Waterproof! Sapphire Crys¬ 
tal! Submarins, Daytonas, others! (404) 682-0609, FX: (404) 682-1710. 

LEARN LIVE SOUND MIXING! 
60 minute video covers system connections, 
effects, mies, power amps, speakers, sound 
check techniques, pro tips & more. $49.95 + 
4.50 s&h. To order call (614) 261-1291 mc/visa 
or send ck/mo to: Whitneys Live Sound Work¬ 
shop, P.O. Box 340381, Columbus, OH 43234-
0381. OH residents add 5.75% sales tax. 

★ TRAIN AT HOME E 
Easy Home-Study practical training In H COMPLETELY REMOVE LEAD VOCALS FROM 

RECORDS, CDS AND TAPE. Use backgrounds for your own singing. 
Call (718) 507-0800 for quality demo and brochure. Or write Singer's 
Best Friend, Inc., 46-16 65th Place, Dept M1, Woodside NY 11377. 

Call now 
for our 
catalogue 
or quote: 

Roadie Products, Inc. 

¡-800-645-¡707 
(516) 565-1181 (NY) 
(516) 565-1590 (fax) 

24 Hour Domo/Info Request 
Uno (404)482-2485 Ext 20 
Singer’s Supply - We Have. 

MCWisafDiscover/AmEx • We Operate By The Golden Rule 
P0 Box 20384, Indianapolis IN 46220 • Fax 317-257-2USA 

Call USAFoam At 1-800-95-WEDGE 

★ WORLD’S BEST ABSORPTION & PRICES ★ 
Users: Ford • Hitachi • Kodak • US Gov't • Warner Bros. 
• Bell Research Labs • Editel • Dennis DeYoung (Styx) 
• MTX • Manley Audio Labs • Rockwell Int'l • Baldwin 
Plano Co. • Penn State University • Carvin • Opryland USA 
• WhisperRoom « Intertel • Mike Wanchic (j. Mellencamp) 

HOW DO MUSIC BIZ INSIDERS GET THEIR INFORMATION? 

Read The General's Tent, a review of today's 
most powerful sources of information and ad¬ 
vice in the music business. Written by an enter¬ 

tainment attorney. Send a check or money 
order for $39.95 to: U.S. Music Library, P.O. 
Box 150758, San Rafael, CA 94915-0758. 

hompson Vocal Eliminator 
Zataloq & Demo Record. 
’hone. (404)482-4189 Ext 20 
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Inlimited Background 
From Standard Records & 

• FREE Graphit Design • Ready In 3 Weeks 

Major Label Quality • Money Back Guarantee 

DISC MAKERS 
1-800-468-9353 

Call today for our FREE 
full color catalog 

232-4140 

800-877-4867 
612-854-5229 

$28.95 4th Class 
$30.95 1st Class/UPS 
Prices ¡nd. S/H in USA. 

2nd Edition 

Blue Book of Guitar Values 
Blue Book Publications, Inc. 
1 Appletree Square, Dept MNC 
Minneapolis, MN 55425 

COUPON 
HOWTO ORDER AN AD 
REGULAR CLASSIFIED (ads without borders): 
20 word minimum. $2.90 per word, minimum 
$59 per insertion. 
CLASSIFIED DISPLAY (all ads with borders): 
1x/1" $163 per, 6x/1" $152 per, 12x/1" $142 per. 
BOLD FACE CAPS: First line, additional $20. 
MUSICIAN BOX NUMBER: Add $4 per insertion 
for handling. 
PAYMENT MUST BE ENCLOSED with your ad. 
Send to Musician Classified, Jeff Serrette, 
1515 Broadway, NY, NY 10036. 
deadline: Two months prior to date of 
publication. 
ALL AD CANCELLATIONS MUST BE IN WRITING 
AND MAILED TO THE MUSICIAN CLASSIFIED 
DEPARTMENT. 

FAX YOUR AD TODAY (212) 536-5055 

FOR BOOKS ON MUSIC 
COME TO THE SOURCE 

For over 5,000 titles on nearly every 
music subject, don't waste time. 
Call for your free catalog today. 

(800) 670-0023 
We re the musician's bookstore. 

FREE DISCOUNT CATALOG—Instruments by Zion, 

Charvel, Martin, PRS, Collings, Gibson Special Editions, Fender Cus¬ 

tom Shop, more. Also effects, strings, straps, pickups, accessories. 

ELDERLY INSTRUMENTS, 1100 N. Washington, POB 14210-

DQ5, Lansing MI 48901 (517) 372-7890. 

VINTAGE INSTRUMENT CATALOG: send SASE for tri-
weekly list of about 1,000 vintage, used and new instruments. Accurate 

descriptions, sensible prices. New Martins, Gibsons, and Guilds. We 

buy, sell, trade, appraise, and ship worldwide. Gruhn Guitars, 400 

Broadway, Nashville TN 37203 (615) 256-2033. 

Company 

Address 

Berklee 
COLLEGE OF MUSIC 

BOOKSTORE 

X $2,590 
wim B&W inserts 



QCQ (800) 859-8401 

130 WEST 42ND STREET- NEW YORK, NY 10036 

u. 
COMPLETE CD AND CASSETTE 

O 

ARTISTS. RAPPERS, 

MANAGERS, 

Q(idioma lion MUSIC 

guide you and your project; 

MtWCW CT 

NÂÚR 

NAC’H 

[coni’d on page 79] 

s s E D 
MUSICIANS SERVICES SERVICES 

PROFESSIONAL SERVICES 

your music is a masterpiece...our prices are a steal. 

RECORDS, TAPES, CD'S 

SERVICES 

SONGWRITERS 

MASTERING 
REPLICATION STUDIO FOR SALE 

VIDEOS 

WANTED TO BUY 

330 WEST 58TH ST NEW YORK. N.Y. 10019 

TALENT 

1-800-375-2060 

SONGWRITERS 

Factory 

The one you 
need to call! 

COMPLETE PACKAGES • COMPETITIVE PRICING 
GRAPHIC DESIGN STUDIO • PERSONALIZED 
EXPERT SERVICE • FAST TURN-AROUND 

MUSICIANS NATIONAL REFERRAL—Professional 

musicians seeking bands— bands seeking professional musicians. 

Bands register free. Call now for information. 1 (800) 366-4447. 

SONGWRITERS. 

PRODUCERS. 

PRODUCTION 

“WEEKEND WARRIOR” now playing on SONG#TOUCl 1! 
Dial 1-800-300-7664. 

o 
o 

GET NATIONAL EXPOSURE New Network Show Needs 
Your Music Videos. Send/Call “Music On Demand,” 21111 Erwin St., 
Woodland I lilis CA 91367 1-800-600-NET1. 

SONGWRITER PRODUCTS, IDEAS, NECESSITIES! 
Contracts, Copyrights, Books, Critiques, Bios, Photos, Short Cassettes, 

Printed Labels, MIDl-Track Sheets, Duplication! FREE CATALOG! 

345 Sprucewood Rd., #MU, Lake Mary- FL 32746-59171 (800) 487-SPIN. 

COMPACT OISC 
AUOIO+VIOEO 
CASSETTE 

HIGH LEVEL ACOUSTIC DESIGN by Alactronics with 
unique variable feature and three iso. booths. For details call (508) 393-
5464. 

design • duplication • mastering 

«II far nr Fit! brechar«! 

TOP DOLLAR PAID FOR CD & LP COLLECTIONS 
Rock, Classical, Jazz, More. 130,000 titles in stock. PRINCETON 

RECORD EXCHANGE, 20 Tulane St., Princeton, NJ 08542 (609) 

921-0881. 

N.Y. Office 

212-725-3079 

est quality Compact Disc, 
Audio S Video Cassette, S 
CO ROM duplication in the 

MEDIAWORKS 
I M T ■ R N A T I O N A L . INC. 

10 MUSIC CIRCLE SOUTH 
NASHVILLE. TN 37203 

WANTED TO BUY/SELL: GUITARS, BANJOS, Man 
dohns: Gibson, C F Martin, Gretsch, D’Angelico, D’Aquisto, 
Stromberg, Dobro, National, older Fender, Rickenbacker, Gibson, 
B&D, Epiphone, Paramount, Vega, Fairbanks, Stewart. MANDOLIN 
BROS., 629 FOREST, #MU, STATEN ISLAND NY 10310. FREE 
CATALOG. 718-981-3226. 

FOR COMPLETE COMPACT DISC, 
CASSETTE & RECORD MANUFACTURING 

..—.. POSTERS 
PERSONALIZED EXPERT SERVICE 

— J 
Cr 

MASTERING • MANUFACTURING • PRINTING 

Do your songs a favor! Let the professionals 
from NDC fully produce your demo. 

Using top musicians and vocalists in our 50-track digital studio 
following your instructions we re-record your "rough draft" and 
produce a top-notch CD and cassette for only $150! Call (407) 
286-6444 for our FREE "Before & After" Cassette Demo or 

Lowest Prices 
CD & Cassette Manufacturing 

OCA, INC. • 2832 SPRING GROVE AVE. • CINCINNATI, OH 45225 
(513) 681*8400 • FAX (513) 681-3777 

National Demo Corporation 
P.O. Box 2044 Jensen Beach. Florida 34958 

L.l. Office 

516-752-7800 

The Power 
of Excellence ” 

212-333-5953 

FOR COMPACT DISCS' CD-ROM 

REAL TIME & HIGH SPEED AUDIO CASSETTES 

CALL (800) 815-3444 
(212)730-2111 

Record 

Compact Discs. Cassettes, and Vinyl Disc Manufacturing. 
Graphics. Printing, and Packaging. 

Best Quality Competitive Pricing Fastest Turnaround Time 
Call (615)726-19X2 

TONI B. ROSS 
Quality contract representation, advice and 

counseling at affordable prices 

• Record/Managemenf 

• Film/Television 

• Publishing 

• Video/Production 

ENTERTAINMENT LAWYER 
For all of your California 

legal needs. 
Law Offices of Dane Alexander 

(415) 485-1054 

PRINTING 
TOTAL PACKAGING 

GRAPHIC DESIGN STUDIO 

VO ' COMPANIES. ALL OTHERS 

'M Producing Your Own CD 
Shouldn't Make You Scream 

500 Cassettes "'Xr 

DI^IR^M" 

Are you reaching for the STARS? 
Music success is the best. Do you want to SUCCEED in the 
MUSIC INDUSTRY? Learn the facts by calling this number^#* 
1-900-740-6800 - $2.99 per minute 

You will be glad that you did. Choose from many valuable 
reports that take you step by step to the next level in your career. 
Some topics covered: What you need to know to geta record deal. 
Demo Packages. Recording Sessions, and much more. The 
average call is 3 minutes. If you are under 18. ask for parents 
permission before calling. A Touch-Tone phone is required 

CALL 1-900-740-6800 -CODE 12 
Brought to you by MAGES ASSOCIATES INC • Whnrgton OeUwart 19802 

Press Code - 12 - when asked, to validate call 

THE BEST CD MASTERING... 
Custom-designed hardware & software by Chief Engineer Bob 
Katz. 128x Oversampling 20-Bit AtoD Unique Digital Processors. 
Hard Disk Editing. Tube and Solid State Analog Recorders. 
CD Mastering is an art. Levels, tades. equalization, 
spacing... everything is important to you and to us. 

CD REPLICATION... 
1000 CDs at $1.55 w/Jewel Box, Shrink Wrap. Insertion. 
2500 at $1.50. Glass Mastering Free with 2500+ CDs. 

CD BOOKLET PfUNTlNG. .. 
1000 4-Panel Booklets at $0.35 
Full-Color Outside. B&W Inside. Full-Color Tray Card. 
Letour Graphic Artist giveyour presentation thesame 
attention you give your music. 

...COSTSLESS! 
Djgita/ . Audio for the Golden Ear... 
L/Oma/a ' New York, NY (212)369-2932 
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There 's « little somethingf or 
ereryone in SR Series II". From 
small comho rocal reinforcement to 
large duh systems, from mobile l)J 
and recorded music reproduction to 
stage monitoring, frontf ills and 
main PA stacks in concert 
applications. SR Series II has 
evolved to he thef irst choice of 
musicians and sound engineers 
world wide. Here's what this 
evolution has produced. 

MORE MODELS 
You hare a greater number of 
configurations from which to 
choose. With more systems 
containing large format 
compression drivers plus a dual 18-
inch subwoofer system. SR Series II 
is sure to hare the loudspeaker 

outstanding pattern control 
( 90° V 50°) and exhibits the lowest 
midhand distortion we hare ever 
achieved in largef ormat systems. 
Equally important. the2447J 
compression drirer extends high 
frequency response well above 
18 kHz. virtually eliminating the 
needf or a separate tweeter. 

INNOVATIVE COMPONENT 
DESIONS 
Many of the models incorporate 
recent breakthroughs in component 
design. The 2119H has been 
engineered for extra output power 
capability in dedicated midrange 
applications. Our 2417H small 
format compression drirer 
incorporates the lightest diaphragm 

we hare erer 

resulting in 
exceptional 
transient 
response, 
enhanced 
high 
frequency 

clarity and 
crisp, clear 

’ocals. 

systems to fit your needs. 

OPTIMIZED 
APERTURE 
TECHNOLOGY 
Our newest horn 
technolog)', available 
in fire models, yields 

ROADWORTHY CONNECTORS 
A CROSSOVER NETWORKS 
You now bare the choice ofS peak-
On "connectors or phone jacks. 
Speak-On 's perm it the use of multi¬ 
conductor cable for quick and 
reliable 
set-ups. 
Oryou 
can choose 
the 
simplicity 
and 
convenience of 
1/4-inch phone jacks. 
The input terminal cup is made of 
heavy gauge steel to endure years of 
road use and abuse. .1 heavy-duty 
rotai)' switch makes selecting 
Passive or Bi-amp operational 
modes quick, easy and reliable. 
Crossover networks hare been re¬ 

performance. Highest quality close 
tolerance capacitors, high power 
resistors and low insertion-loss 
inductors assure the smoothest 
possible acoustic response. 
Regardless ofy our application, large 
or small, you can turn to SR Series II 

for the most 
reliable sound 
reinforcement 
solutions. 
For complete 
technical 
information 

ria fax, call the 
FlashFax number 

below. Better yet. stop by your local 
JBL Professional dealerf or a 
personal demonstration. 

engineered to survive years ofr oad 
work ami offer outstanding acoustic 

UBL 
JBL Professional 
8500 Balboa Boulevard, Xorthridge, (A 91329 
(818) 893-8411 FlashFax ": (818) 895-8190, Reference 512 

H A Harman International Company 
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lie’s we¡l known. He's well traveled. 
I He's played many different styles for 
•many of the biggest names in music. 

But the only bass he needs is his 
Nathan East Model. The flagship of 
Yamaha's famous BB series. 

Designed with versatility in mind, 
Nathan personally specified its neck 
and body shape, pick-ups, hardware, 
even the headstock. 

And with its internally adjustable 
parametric EQ, it may be the only bass 
that can put out as many different 
sounds as Nathan can. 

Which means your search for the 
ultimate bass ends right here. Call 

800-879-1131, ext. Wil M A U A 
630 to learn more. I H|V|nnn 

- BB Sériés -




