SPECIAL ISSUE: THE CLASSIC INTERVIEWS |
o X

388

96/0 S BELLMORE LN
HLGHLANDS RANCH CO 80126-4970

, RY 1997 $4.95

” lllllIl|lllllllIIIlII'IlIIIIIlIIlIIllIIIIIIIIlIIIIIIlIII.II ‘ ‘I “ 02) /

74470 02912

£4.00 UK $5.95 CANADA ISSUE No 219

LIS Y -, e, o4



true 4-bus design 8 AFL/PFL 8 swept mid eq ® 16 mic preamps

MUORE BUSES, MORE PREAMPS, MORE EQ, MORE
FEATURES. INTRODUCING THE NEW CRIGDA-VLE.
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RING IN THE NEW
YEAR WITH THE
BEST OF THE PAST

DEXTER GORDON

The Complete Blue Note Sixties Sessions

#34200

A remarkable portrait of a brilliant mind. Six discs

capturing one of the great tenor players at the peak

of his powers - all of Dexter’s 1960’s Blue Note albums
plus recorded reminiscences by Dexter and an

unreleased duet with Sonny Stitt.

The set contains a 60-page book

. with notes by Dan Morgenstern,

dlscography and a collection

of priceless correspondence between
Dexter and Blue Note founders Alfred Lion
and Francis Wolff.

GERRY MULLIGAN [Ge-= =y

with CHET BAKER

WITH CHET BAKER
The Complete Pacific Jazz Recordings of the
Gerry Mulligan Quartet with Chet Baker

#38263

All of the groundbreaking Mulligan/Baker Pacific Jazz
recordings on four CDs. Packaged in a book-bound set
with many unpublished photographs.
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Blue Note brings you LOUIS SMITH _ . JOHNNY COLES
he rarest of the rare! In 'SQHBere Comes Louis Smith m!;glttle Johnny C
esponse to hundreds Of GR ‘NT GREEN IKE QUEBEC
é L Sunday Morning Soul Samba
somments and inquiries s #5243
HAROLD VICK JUTTA HIPP
from fans, here are 2 “gyannin’ Oyt with Zoot Sims
i f the hardest-to- %% #52439
ozen OTThe Rardestio™ N JENKINS JACK WILSON
ind recordings from the ~ with Kenny Burrell Something Personal
vaults of the Blue Note  py1y) GREENE SONNY RED
label. Now available on My Hour of Need Out of the Blue
limited edition CD with  DONALD BYRD PAUL CHAMBERS QUINTET
20-bit Super mapping. , Byrd In Flight 'sznllllh Donald Byrd
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JACKIE MCLEAN
New and 0ld Gospel
(with Ornette Coleman)

LOU DONALDSON
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2-Channels: Normal and Lead

Rectifex: a

Roland Tube Logic™ —'

channels have completely Crunch Knob: this ain't your innovation providing the tonal
independent EQ for tone grandma's amp. Three preset characteristics of either tube or
taitoring galore. positions will take you from diode rectifiers (just experiment).

clegn to nasty.

Bl-60/310. Eighty waus
into three 10-inch speakers. -

Qur new Vinlage Performance speakers are
the perfect complement to the BluesCube's

all-analog Tube Logic' circuitry.

Effects Loop: fully adjustable,
with a mix control and level
selector (for either stomp
hoxes or rack gear).

When the guitar player-engineers at Roland
Audio Development U.S. set out to design a new
guitar amp, we were driven by a long-term
obsession with sound. Because we had access to
the full resources and technology of the Roland
Corporation — musical instrument innovators for
over 20 years — we were determined to create a;1
amp that not only delivered a warm, full-bodied,
classic tone, but one that could really sing with
some unique qualities of its own.

After years of playing, tweaking and studying
some of the most sought-after guitar amps in
the world, we developed Roland's new line of
BluesCube amplifiers. These 30-, 60- and 8o-
watt beauties not only deliver the looks of a
classic guitar amp, but the sounds that make
vintage amps so popular and modern amps scream.

The all-analog Tube Logic™ circuitry and
newly designed speakers found in the BluesCubes
are the result of countless hours of research, test-
ing and design by the engineers at Roland. It will |
take you about ten seconds to discover that it was
time well spent. The sound has arrived. Tybe Logi

Tochfidlooy

The €ound

=2Roland Blueslute

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 (604) 270-6626.  http://www.rolandus.com COMPUSERVE : GO ROLAND o fine

Bl-60. Sixty watts

into one 12-inch speaker.

A

BL-36/210. Thirly watts B{-30. Thirty watts

into two 10-inch speakers. into one 12-inch speaker.



20 YEARS OF MUSIC . 3
Words of wisdom from the greatest players in music, culled from the pages of Musician.

MILESTONES IN MUSIC TECHNOLOGY
Ten products and items that changed the way we make music. by howard massey

ARTIST PREDICTIONS
Major players remember great moments in music and predict what’s next.

®@

FAST FORWARD
New gear galore: Carvin Holdsworth guitar, E-mu 36400 synth, Passport Encore soft-
ware, HQ SoundOff pads, Tascam 414 Portastudio, and Viscount EFX-3000 processor.

EDITOR’S PICK
The AxSys 212 from Line 6 is a stageful of amps in one package. by mac randall

HOME STUDIO
Dweezil Zappa finds space and inspiration in his dad’s digs. by david farinella

TECHNOLOGY
Plug into the top guitar tremolos. by steve wishnia

STUDIO TECHNIQUES
More recording options for digital novices. by cralg anderton

POWER USERS
Session whiz David Beal boots up Opcode Studio Vision Pro. by greg sandow




VARIOUS ARTISTS
FENDER 50TH ANNIVERSARY
GUITAR LEGENDS

\nniversary
Guitar Legends

Jeff Beck

Dick Dale

Buddy Guy

Buddy Holly

Bonnie Raiut

Keith Richards

I'he Vaughan
Brothers
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VARIOUS ARTISTS
BEST OF BLUES GUITAR

eintalank

Roots.
Blues.
Souwul.
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The
Advantage is
the

The Power To Perform

The Alesis QS7°64 Voice 76 Key Expandable
Synthesizer is a powerful instrument designed for
exciting, dynamic live kevboard performances. You'll
appreciate its 76-note semi-weighted keybhoard with
velocity, release velocity and aftertouch. Its four
assignable control sliders, pitch and mod wheels, and
two assignable pedal inputs (plus sustain pedal), give
you expressive control over every nuance ol your
music. And its advanced Modulation Matrix lets you
assign almost any controller to any target parameter,
making the QS7 a powerhouse on any stage.

The Power To Create

In your studio, the QS7 becomes a complete MIDI
production system. Create fat chords and thick layers
with its true 64 voice polyphony. Utilize its massive
sound library with thousands of unique, realistic
programs and multitimbrat mixes. Add four discrete
multieffects with built-in reverb, delay, chorus,

lezlie. overdrive and more.

Alesis Corporation 3630 Holdrege Avenue

6

4

Los Angeles CA 90016 310-841-2272 alecorp@alesisi.usa.com
For more information about the QS7. visit your Authorized Alesis Dealer or call 310841-2272.
®Alesis, ADAT and QS7 are trademarks of Alesis Corporation. Mac is a trademark of Apple Corporation.

~OLER

Sequence directly into your Mac” or PC with the
QS7’s high-speed serial interface, or record direct to
ADAT -with its innovative Optical Digital Output.
Expand your sound arsenal to up to 32MB at once
with two PCMCIA card slots. And take advantage of
sequencing, sample transfer, synth editing and
much more with the QS7’s {ree CD-ROM.

A keyboard with this much power should cost
megabucks, but the QS7's advanced performance
and creative tools are incredibly affordable.

The power ol the QS7 is at your fingertips...
experience it at your Alesis Dealer today.

VOIrctE EXPANDABLE MASTER SYNTHESIZER

ALESIS




Whirlwind’s Precision Manufactured PM tubes are
the future of tube sound. Built from new designs
with superior manufacturing technigues and

special alloys, every PM power tube is
computer tested and mo’rche/
to give you unparalleled ;

performance and
long life.
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T . At cencessiitiie ,
Enhanced classic and special new versions of all stan-

dard power and preamp tubes are available now. If
your dealer doesn’t have them yet, call us toll free at
888-733-4396 for the name of a dealer who does. It's
your amp and your sound. Make it great.
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[ WHIRLWIND 99 LING ROAD ¢ ROCHESTER o NY:s:t:8:Ai:1014612 « PHONE: 716-663-8820 « FAX: 716-865-8930
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hy is Van Halen putting out its first greatest-
hits album now?
Both we and Warner Brothers realized

that it had been nearly 20 years since we
recorded the first album. so it was kind of an anniversary
thing. Also, my wife's on the Internet a tot. and she's seeing a
lot of fans whose first exposure to Van Halen was the Balance
record [1995]. They're asking what other records they should
buy. so | started thinking, why not put out a best-of? We never
intended it to be any end of an era. The transition from [David
Lee] Roth to Sammy [Hagar|. and now to Gary Cherone. is
seamless to me—Van Halen just goes on.

Wasn't Sammy opposed to putting out a greatest-hits?

He was very against the whole thing. It's ironic that Sammy
himself has put out two greatest-hits. And a boxed set
[laughs]. But Sammy quit. And contrary to whatever he's been
mumbojumboing about in the press, he was not fired. in my
last conversation with him. all | did was clearly reiterate eleven
times, “Sam. in order for us to go on, you have to be a team -t
player. Why do we even have a producer like Bruce Fairbairn or y ]
Glen Ballard when they ask you to try something and you
refuse to do it?”

But he was

unwilling to budge. It was
his way or no way. and
that’s not a band.

A week later. | guess
reality hit. and he starts saying he was fired. It's difficult to remain
friends with a fuckin’ lyin" sack o' shit [laughs]. Same with Roth. We
never lied to him. I'll take a damn lie detector test. People say, "Oh,
they can't both be lying.” But I'm saying they are. Basically, they both
took their bat and their glove and their childish fuckin' behavior and
went home. and we're moving forward with Gary Cherone as the new
singer.

Are the two new songs with Roth on Best of Volume 1 any indication
of what the new material with Gary will be like? It sounds like you guys
are stretching a bit on those.

It doesn’t sound like stretching to me. No. the new stuff's just on
another level, man. You know. Extreme was a wonderful band. but Gary
sounds so different with us. I'm writing music that's different too—in
the last month, I've written close to 30 tunes—and we're gonna start
doing it for a change. You know that song “Right Now"? | wrote that in
'83. It didn't come out until ‘91, because [carefully enunciates) certain
people wanted nothing to do with it because they thought it wasn’t Van

M u s
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’ Halen. Well, I'm sorry. I'm a fuckin’ musician. | make music,
that's what the man upstairs put me here for. And now we
have a singer who's open, who's just a normal guy like Alex.
Mike and I. You can't phone the shit in. you know. You can't
sing “I Can't Drive 55" over “Stairway to Heaven.”

What's the reason for the

“ You can ’t Sing " can ’t Dl' i Ve hip replacement operation in
55’ over ‘Stairway to Heaven.’”

December?

Just bouncing around
onstage for twenty fuckin' years. As a musician, I'm in my prime: as an
athlete. I'm not. Jumping off of stuff, sliding on your knees, kicking your
amps. . .it's not good for you. So I've got evascular necrosis—somehow
the blood supply got cut off—in both hips, both my knees are shot. and
the cartilage in my left ankle's gone. Believe it or not. when | stopped
drinking—October 2nd, 1994—that same week | started limping. I'm
actually looking forward to [the operation] because sometimes | can't
walk at all. It's just throbbing pain. like a root canal, except they didn't
cap it. And | don't take painkillers because I'm sober and I'm not into
that shit anymore. | tried it and | just felt looped out of my mind. | don't
want to get addicted to something else.

Do you ever worry that even after all the music you've made, peo
ple might still remember you simply as the two-handed tapping guy?

No. | feel like I'm just starting. Listen, | gotta run. Valerie's just
left for two months to do a miniseries. so |'ve got to pick Wolfie up
from school, and then I've got a PTA meeting tonight. I've just got my
hands full.~~Mac Randall

€C 1 AN FEBRUARY 1997 9



ow important is music theory for
drummers?

Well, the violin was my first
instrument; that familiarized me

with the technical aspects of music. When
you're a drummer on the road, it's impossible
to practice: You can go to the venue and prac-
tice before a show, and that's it. That's why |
lug a guitar with me on the road, so | can
keep my harmonic instincts sharp. You have to
know as much about the harmonic and melod-
ic aspects of music as possible. Even if you're
a drummer, you can make or break the music
if you don’t know what's going on around you.
With Josh's band, our rapport is so strong
that our ears are practically glued to each
other's instruments. It's a continual process,
though; I'm always learning new things.

You're featured on Joni Mitchell's upcom-
ing album, and you've also played quite a few
gigs with her. How did you hook up?

Through Daniel Lanois. | knew him from
New Orleans, and | played on Emmylou Harris’

10
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album Wrecking Ball, which he produced.
Daniel had played her an album that had me
on it, and she called the next day and asked if
| wanted to play with her. | was just floored by
that! | mean, when | was sixteen somebody
gave me Hejira, and that music had a healing
power over me. | owe such a huge debt to
Joni. | never thought I'd play with her. The
whole experience has been very inspiring
because, before we hooked up, she was think-
ing about devoting all of her time to painting
and getting away from the music, but our play-
ing together has renewed her enthusiasm. I'm
very fortunate that I've been able to make a
living playing with friends and musicians that |
admire.

Why do you think your drumming style is
so compatible with Mitchell’s music?

Her music has so much depth; it's not
exactly straight pop. There's an expansiveness
to her melodies, and | just try to play within
the weave of the blanket, if you know what |
mean. | try to flow in between what she's cre-

MU S I CI AN
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“I try to
make
the drums
sound
chordal.”

ating. When she's playing guitar, | try to finish
her phrases. | also try to make the drums
sound chordal, like one thing, as opposed to
individual elements.

Do you change your tuning, depending on
the genre of music you 're playing?

| change my drums. | use my '63 gold glit-
ter Gretsches a lot, which have a very warm,
resonant sound. They're very versatile drums,
and they give me that chordal sound. | like my
drums to be as resonant as possible. | also
have a set of '67 Ludwigs with a big 27" bass
drum that I pull out every once in a while.

You have a very subtle touch with brushes.
What's the secret to great brush work?

Looking at Art Blakey videos! Tone is
everything. In order to achieve a certain metric
quickness, you need the right tone. Just
watching some of these guys in New Orleans,
like John Radokovitch and Herlin Riley, really
taught me how to play with brushes. Also,
playing in coffeehouses in New Orleans taught
me how to play soft.

Do you adjust your technique when you're
playing with Mitchell as opposed to, say,
Kenny Garrett?

In both of those situations. | try to keep
it as simple as possible. | try to find the
simple element that the music needs,
whether it's a single brush stroke or a gen-
tle tap on the cymbal.
My objective at all times
as a drummer is to get
out of the way and let
the music speak for
itself.

—Marc Weingarten
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Have you ever wondered
why flite cases are so
heavy?

Could be to protect heavy mixers. If you

made the mixer lighter, then you could make
the flite case lighter yet. Introducing the

% The Peavey Differences
Light weight and portability are only two of the Peavey differences that make the new series stand apart
from the crowd. In a world of “me, too” products, Peavey brings innovation to real-world needs. In our 30 years of satisfying
the needs of working musicians like yourself, we've learned the difference between useful features and fluff.

% Low Noise Mic Preamps
“Low Z” is old news to anyone skilled in low noise design (as we’ve been for more than 30 years). Without getting too eso-
teric, lower is not necessarily better. A 2000hm microphone wants to see a bridging (i.e. 2,000 ohm) input impedance.
Input impedance that is too low will reduce signal more than noise, hurting signal-to-noise ratio. Our preamps deliver a
noise floor on the order of 1dB from theoretical. Only a perfect preamp would sound quieter.

% Super Channels™

Reinfor
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Peavey gives you pad and
polarity on two . Previously,
you'd have had to pay thousands of dollars more for
such features that you don’t need on every channel
(duh).This is just good old “common sense”. Let’s
l e see how long it takes the copycats to steal this one.

% Discrete
Amplifiers
The next most important circuit is the summing
amp. Combinin tens o
se

w/ part o
summing amps instead of the off-the-shelf ICs found
in most consoles. This costs more, but we know
you'd want to spend a few extra dollars when it
makes such a big difference in overall performance.

and 34 Input Pr

% The Little Details % The Handle
When comparing competitive consoles you can The center handle an the flite
miiss the little things that make such big differ- case/chassis allows one person
ences; like mutes that mute the sends, but not to comfortably carry the
the PFL. Little things like meters and inserts on . In fact, this
the subs. Little things like assign capability on all leaves the other hand free to
4 stereo returns.These and a bunch more may carry one of our lightweight
not show up on paper but make a big difference power amps

in the real world. , but that’s another ad.
o The MONITOR magazine is a publication filled with the latest information musicians want to know. To receive 4 issues for only $5
N (price good in U.S. only) send check or money order to: Monitor Magazine * Peavey Electronics Corporation » 711 A Street =
Meridian, MS 39301« Fax (601) 486-1278+ http://www.peavey.com » AOL Keyword: Peavey * Compuserve Keyword: Go Peavey * ©1996




aws dropped that day in Paris
when Madeleine Pey-
roux. a 16-year-old American
busking with a band of fellow expatri

/7 P - S
- . fountains of wayne

ates, opened her mouth and broke
into “Georgia.” Of course. some of
those dropping jaws rose up again as
the clientele at that sidewalk café
chomped back into their crépes.
oblivious to what may someday be
remembered as the gig that
launched a remarkable career.

But Peyroux, looking back some
seven years later. trusts that enough
people dug what was happening. if
only because no one stopped her. |
kept singing,” she shrugs, “so some-
thing must have been going okay.

it's fitting that Peyroux began
singing in Paris. a city that appreci-
= < ates the vintage in both wine and

Smashing Punpkins. A song of
his that he entered in a contest
wound up becoming the big num

ber on Tom Hanks' latest film.

That Thing You Do! Collingwood

ountains of Wayne  (vocals, guitar, keyboards) fronted

do witty, whizzy pop songs the Mercy Buckets and participat

with nods to '60s classics ed in tributes to Brian Wilson and

like Brian Witson. the Zombies. Burt Bacharach as part of New
and the Hollies and ‘80s tune- York’s “Lounge Losers” series.

smiths like Aztec Camera, Prefab In the Big Apple, Schlesinger

Sprout, and Everything But The and Collingwood met up again

Girl, served up with a grainy '90s and decided to revive their old

guitar edge and a good dose of partnership. They say Fountains

humor. With its cast of dysfunc- of Wayne—the name comes from

tional characters and overvulnera- a kitschy New Jersey shop—was

ble narrators, their eponymous written and recorded quickly,

debut album might well be subti- which perhaps accounts for its

tled Songs of Low Self-Esteem. breezy feel and effortless sense

“The funny thing is. we didn’t of melody.
plan it that way,” says singer Chris Schiesinger feels the disc has
Collingwood. “But after it was a heavier guitar vibe than anything

done, people started saying it has he and Collingwood have done in
that ‘cheer up, loser’ kind of feel.” the past. “We just decided we
Collingwood and  Adam needed to rock a little more. Not
Schlesinger met at school and that we rock that much anyway.
played in a few pop bands around Based on everything that’s hap-
Boston before going their sepa pened in the past five years, what
rate ways for a while. Schlesinger would have sounded super heavy
(guitar, bass. keyboards, drums, in 1989 doesn't really sound too
vocals) formed the trio lvy and co- heawy anymore. By those stan
founded Scratchie Records with dards, I'd say our record is really
kJames lha and D'Arcy of pretty pop.”—Alan Di Perna
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song. Though she looks like a child

of the Nineties, her voice is an eerie
throwback to the sound and spirit of
Billie Holiday. On Dreamiand, her
Atiantic debut, she does the teasing
vibrato at the end of long held notes,
the affected pronunciations (singing
“loneshum as can be” and “search-
in" foh me"), and the half-smile purr
that define the Holiday style. Hearing
this from someone without a garde-
nia in her hair is downright discon-
certing.

None of this escapes
Peyroux's notice. In fact,
she and Greg Cohen came
up with some outside
arrangements on Dream-
land specifically to down-
play the resemblance:
Holiday did
Gonna Sit Right Down and
Write Myself a Letter,” but
never with the bizarre harp-

record “I'm

sichord/bass marimba
stride feel concocted here.
Even so, that voice—sensu-
al, laconic. caressing of lyric
and langorous of phrase—
can't be mistaken. (Or, to
the perplexity of Holiday
fans, apparently can.)
“Sounding like Billie
Holiday all the time isn't

Melanie Weiner

going to be the end of what
I try to do with my voice,” says
Peyroux. “I'm not Billie Holiday, and
I'd like to be able to say that a lot,
but that's harder to do than I'd like
it to be. | hope to do more original
songs on the next album; that's
probably going to change things.
"Although,” she adds,
speaking voice that no one would

in a

mistake for Lady Day’'s, “what’'s hap-
pening with this record has been
pretty good so far.”

—Robert L. Doerschuk

n the early Eighties, Run-D.M.C., Grandmaster Flash, and Public
Enemy pioneered hiphop methodology for the masses. But where
they innovated, today's hip-hop is stilibom (trapped in formula?). In
an ironic case of continental drift, beat science progression has sprung
from Josh Davis. aka DJ Shadow, a 24-yearold Californian expatriate
signed for U.S. release through England's Mo’ Wax label.
blends Satie-like beauty with hardcore
pummel {“Stem,/Long Stem”) and lush atmospherics with spoken-word

Shadow's Endtroducing . . .

wetrdness (“What Does Your Soul Look Like"), all tripping through warped
beats and cryptic samples. “it's a perversion that hip-

hop frowns on tnnovation now,” says Davis from

his London flat. “The hip-hop nation could’'ve

avoided commercialism but everybody's |

heroes sold out. [They're] unwilling to y

expenment if it endangers the money

wheel. To me. hiphop means the /

destruction of any genre walls that
separate the music. Every form of |
music is legitimate.” \

Endtroducing is entirely sampler-
derived, drawing from Davis' 3000-plus
record collection. “The sampler 1S about
power to the people, it's this gener - w
ation's guitar. Just like a guitarist { d § sh adow
might want to be Hendrix, | want to :
be as proficient as | can on my instrument.”

Writing 60% of his songs at home, then improvising the rest in stu-
dio, Davis i1s as musically astute as many “traditional” musicians. “V'it
take a 4/4 break and put it in 5/4 or 3/4. ‘Changeling’ starts in 7/8,
then goes into 4/4, then back to 7/8. Any time a tempo changes, it's to
articulate a change in the mood.”

Chained to his sampling search and the ever-present vinyt monkey
hugging his back, Davis finds solace in the beat journey. “I'll drive from

Sacramento to New Orieans just to buy records for sampling. When I'm
not making music,” he laughs, “I'm buying it."—Ken Miealief

strange thing happened to Seattle's

Sunny Day Real Estate on the road to

being Sub Pop’s next Nirvana:
Singer/guitarist Jeremy Enigk found God. It
was December 1994, the band was finishing a
followup to their turbulent debut Diary, and Enigk
broke the news to the world in a disarmingly can-
did Internet posting. “Yes sir, | have given my life
to Christ.,” he wrote before going on to explain
that this revelation had opened a rift in the band.
Sunny Day's explosive seiftitled second disc
arrived quietly the following year, along with the
news that Enigk had left to pursue his new spir-
itual awakening. (The group’s dynamic rhythm

section. drummer /=

William Goldsmith and Q@’ w_eni

bassist Nate Mendel, were quickly recruited by
Dave Grohl for his Foo Fighters.) And then an

even stranger thing happened to Enigk: He dis-
covered the music of Mozart and Beethoven and
was introduced, by Sub Pop honcho Jonathan

Poneman, to a Seattle-based composer named

Mark Nichols. The result: Return of the Frog
Queen (Sub Pop), a lushly orchestrated solo
debut that
Beatlesque

bathes Enigk’'s emo-core in
textures, and reinforces his
melodies with embellishments of piano. cello.
harp. French horn. and glockenspiel.

“It's the whole punk rock thing put into the
context of pretty music,” is how the 22-year-old
Enigk sums up his newfound aesthetic. “That's
always been my musical background.”

I's also not nearly as heavy-handed as
Stryper, or Dylan's Saved. In fact, there's no
direct mention of Jesus or God in the lyrics."“I'm
not writing to change other people’s views about
God." he explains. “But the songs are about my
personal experiences with God, love, and life
because that's who | am and it's part of my daily
life.”—Matt Ashare

o
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croduces the mini st
a better idea w

From the people who How does incredible recording
created the MiniDisc and mixing flexibility sound?
format comes the home With MixWrite you can mix 4 tracks

studio that makes it easy down to 2 “virtual” tracks on the same disc.
¥ to keep creating The Sony With the X4’s sophisticated song and track
MDM-X4 Recorder. editing functions, you can record and
Nailing
the hook is
as hard as ever;

capturing it,

however, just o

got easier. (-

‘.

O

Here’s a machine
that can keep up
with your ideas.

It uses a digital
optical disc which is
read by a laser, just
like a CD.

So now you can
edit with instant

access to any track
without the wait-
ing that comes
with cassette
fast
forward
and rewind.
And it's
easy Your search is over: the new Sonv MDM-X4 4-track recorder
to use, finds edit spots instantly, among other things.

with a \\
combine 8, 12 or more tracks, creating *
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en they hear one.

either a
master

The X4 is a great mix of low price and
digital performance.
Goodbye, tape hiss,

icians who know

Re-writeability Without Degradation Yes No
Digital Editing: Song, Track, Section Yes No

wow and flutter. Hello,

37 minutes of 4-track

digital audio.
With the

Sony MDM-

X4 you're recording onto a digital

optical disc. That means

improved sonic perfor-

mance and no cross-

talk. No need for
noise reduction.

No heads to clean.
And no generation
loss for near CD
quality sound. »

Compare MiniDisc with tape

140MB, 26 x 2

e And with MIDI and you'll
.‘..1.,‘ ’ Sony
Ay In/Out/ Through, Mibisc Taps | WeED arIE
o the X4 can Dighal Sound, Near CD Qualty Yes nNo  difference.
39 act as | instant Access To Any Track Yes  No Some things actually get

better as they wear out. |
Tape is not one of them.

VirtualMix Functions Yes No
g | Sr— T Tape stretches and
to MIDI. Audible Hiss, Wow And Flutter No Yes deteriorates the more it's
With Tape Stretching No  Yes  used, a fine idea if you're
MIDI Machine | FastFowaring ArdRewinding No Y  talking jeans, lousy when
Control (MMC), it Voo Yo it comes to tape. l“
A Noise Redugction No Yes . :
you can actually operate multiple —— But with
X4s from your MIDI sequencer. / the Sony 5
And the built-in 10-input mixer X4, there
helps you come up with the perfect MD is no tape.
stereo mix. DATA » No tape to
Designed by engineers, M@g l\ ,,.; g""ftq\ break. No tape
priced by musicians. o g o ! to wear out. No

tape to fast forward
and rewind. In fact,
with the X4 you can
rerecord over the same
section a million times
with no loss of quality,
making MiniDisc the cost-
efficient way to go. Not to
mention the most durable.
MiniDisc is the way to go
digital. Sony is the way
to go MiniDisc.
' See your Sony dealer for a hands
on demo. For more information
and the dealer nearest you, call

1-800-635-SONY, ext. X4.

SONY

Reproduction in whole or in part without written permission is prohibited. Sony is a trademark of Sony.



ome sage whose name escapes
me once wrapped up an argument
with the strongest curse he could
muster—something like “Here's
hoping you get what you're looking for, you frig-
ging jerk.” To be honest, this never seemed like
an onerous fate to me—until, that is, | came
across the story of Frogpond. This kick-ass
quartet had spent a year or two blowing the cob-
webs out of the clubs around Kansas City and
Lawrence, Kansas—no small feat, considering
that two of them literally learned to play their
instruments after joining the band!—when
Relativity Records came calling.

Cool, said singer/guitarist Heidi Phillips, gui-
tarist/singer Kristie Stremel, bassist Justine
Volpe, and drummer Megan Hamilton. They
inked their deal in the summer of '95, slapped
hands, and got ready for the big time.

The problem with getting what you've
always wanted, though, is that fate can snatch
it away. Which is what happened that day the
phone rang at Frogpond’s group house and

FEBRUARY 1997

Justine found herself saying hello to someone
at Sony’s New York office.

“They said that Relativity had completely
wiped out its alternative division and shifted
entirely to urban music,” she recalls.
“Everybody had lost their jobs. And suddenly we
were without a label.”

Fortunately, they weren't without friends.
The most valuable at this juncture was Dawn
Debias, a Chicagobased Sony regional A&R
scout. “I had heard about Frogpond from a club
booker in Kansas City,” she recalls, “and from
an engineer at Red House Studios, where they
had just finished recording an eight-song demo.
All | heard was one song, but it was enough to
make me drive a couple of hours out just to

FROGPOND

ALBUM TITLE COUNT TO TEN
LABEL: TRISTAR/SONY
RELEASE DATE: SEPT. 24
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meet them in Kansas City. When | first talked to
them | realized they had only been a band for six
months. So when | saw their live show about a
month later, their musicianship still had a way
to go, but their songs were really solid. Each
one had a strong hook, even back then. Of
course, musicianship is important, but that can
always come with practice. Stage presence, the
same thing. But | could tell from talking to them
that they showed motivation: They had self:
released this cassette, gone to local radio, tried
to expand their tour base and solicit reviews.

“The main point,” Debias insists, “is that
bands are wrong when they think the biggest
hurdle is to get signed. Once that happens, an
even bigger hurdle is to stay signed. If they can
prove at an early stage that they have a solid
work ethic, they're a good risk. And Frogpond
made that clear to me from the start.”

Reborn now as a Frogpond true believer,
Debias began peppering the company with
copies of their demo cassette. And after
Relativity took the bait, she made sure their

Brad Miller
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contract included a right of first refusal clause,
guaranteeing Sony labels first crack at signing
the band if anything happened to the Relativity
deal.

Because of their heavy release schedule,

Columbia couldn’t put an album into the stores
until "97. Among the subsidiary labels, TriStar
was the most enthusiastic. According to

Debias, “their marketing director, Paul De-
Gooyer, was well aware of Frogpond because
his office was on the same floor as Relativity,
and their schedule was such that they could
effectively work a Frogpond record in the fall.”
But what kind of a record? The Relativity
disc was supposed to have been an EP. This
idea never appealed to Debias, and now that a

Blue
Drops
of
Rain

Featuring the hit songs. “Blue Drops of

Rain,"“Gone Too Long™ and “It’s Over” T
Influenced by the rock music of his youth and

songs by Corey Stevens and a cover of the Stevie
Ray Vaughan song “Lenny.”

On Tour Now!

g

kweb Site: hitp
-
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COREY STEVENS

his love of the blues. this record contains original -

Group ConfiEi

new label was showing interest, she began lob-
bying for a fulklength album debut instead.
“When they recorded the demo, they only had
26 songs in their repertoire,” she says. “Since
then, they'd written maybe another 20 songs,
some of which better represented where they
were at the time.”

And so, with Everclear’s Art Alexakis taking
time off from his own negotiations with Capitol
to produce the session, Frogpond disappeared
into Smart Studios in Madison, Wisconsin, and
cut Count to Ten. “Quite frankly, their demo did-
n't fit together that well,” says DeGooyer.
“Some parts were really polished and other
parts were rough. But when they did the album,
they just hit it. It really worked.”

As far as all parties are concerned, the
Relativity debacle turned out to be an opportu-
nity disguised as a disaster. With its four-person
staff, TriStar has given Frogpond the kind of
attention they might have missed in Columbia’s
teeming roster. “We put together a pretty
steady diet of touring, press, advertising in the
fanzines, and placing the record in the right
Mom & Pop buzz stores,” says DeGooyer. “We
do some down-anddirty stuff that Columbia
might not do, like handing out postcards at their
gigs. We've already gotten back 500 cards,
which is a great database.”

“With a bigger label we would have been
competing with artists who were already gener-
ating massive amounts of money,” says Justine
Volpe. “Also, when we were on Relativity we
were going to be handled by RED Distribution,
and they handle TriStar releases as well, so it's
kind of like we just moved over.” With a full-
length CD to boot.

Not only that: Frogpond goes back into
the studio in February to record their next
album—and this one’'s coming out on
Columbia. “Rather than push a band on a
public that's unaware of them,” Debias
points out, “it’s easier to expose people to
them on the smaller label and get them want-
ing to hear the next record, that major
release.”

None of this has turned the quartet’s
heads. “We haven't yet toured for months at
a time,” says Volpe. “But that’ll come soon.
Our ambition for *97 is to be out so long and
get so homesick that we want to die.”

Be careful, Justine. Once again, you just
might get what you're looking for.

—Robert L. Doerschuk



...has clmvod

n the beginning, all guitar necks were made pretty much the _‘ ’,ﬁ!
same way. Maple and mahogany met rosewood or ebony, and so &N
it was. The necks proved too weak to stand up to the stress of &
strings, so the truss rod was born, and it was™%
good. Except that one guitar sounded rather like
the next. Gone was vibrant, individual tone.
Gone was, well, the individual. Much time
passed, and the land was abundant with, shall
we say, similar things. Enter Genesis™. An
entirely new way to think about guitar.
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With a patent pending central graphite section
inside the neck carrying all the string tension.
We can now choose neck wood for tone, not
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just strength. Spruce, cedar, ash, alder and soft maple
each bring unique character to the tone of the guitar,
A non-structural neck relief system lets you dial in the
amount of bow in the neck to suit your individual touch®
and technique.

Beautiful? Yes. Innovative? Certainly. Wicked?
You be the judge. Experience Genesis.

A new sound is born.

enesis: § ié

by MODULUS

the beginning of a new sound

.
Modulus Guitars 575 Seventh Street San Francisco, CA 94: -{‘. ~;,\
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' Sing(er/Songwriter)s

by michael gelfand Bra recording for over 40 years, with 34 albums to prove
they've been busy. And they've nurtured careers that
Parker, &

riting songs is no way to make a liv- share striking similarities: each has been lauded as a crit-
ing. Unless, that is, you've got the Cl'enS aW ic's darling, each has weathered times of critical travail,

- -
gift—or the curse, depending on wel h mn and each has managed to evolve creatively while staying
how you look at it. Graham Parker, Billy Bragg, On une_ in touch with the style and sensibility that attracted listen-
and Marshall Crenshaw each view songwriting ers at the beginning of their respective careers.

"
as a little of both. While none of the three has Sm’thery Their longevity alone qualifies them to discuss the tri-
learned how to make songs appear out of thin als and tribulations of songwriting. They've each also recently come out with new
air, each in his own way has managed to main- records: Parker's Acid Bubblegum, Bragg's William Bloke, and Crenshaw's Miracle of
tain a successful career as a songwriter. Science. And to top it off, each has a passion for Indian food that won’t quit. so when

Collectively, they've been writing and | suggested a lunchtime discussion over some Tandoori trout and chicken vindaloo at/
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—songwriting

Bombay Palace in midtown Manhattan. the

temptation was too great to decline.

Where y inspirat e from? Do

X[ s of yday

or do yo > strat o}

y

oose your topics

You know. | really don't like to
write about what's going on in my life. I'd just
as well not write. Instead, I'll let time go by.

2: Yeah, I'll do the same. I'll walk past
aroom with a guitar for many months because
I know that when | pick it up I'm going to have
to deal with stuff. | think | can talk for the
three of us in that we write lyrics that mean
something. They're not just fluff or an attempt
at fashioning a hit or whatever. It comes from
inside and outside and it's difficult because
you have to face yourself and the fact that
you're not as good as you think you are. | know
that when | pick up a guitar, the first things
that come out are not going to be good enough
and that I'm going to have to work hard to
make them good.

You’ll

love the

M1600
for what

itdoes.
(Recording.)

(VAR (A

BRAGG
worst critic, then?

But isn't that like you're your own

K Yeah. it is. Even when they're done
and | know that everything in a song is credi-
bie, when | listen to the mixes, | just think,
"Who is that gnarly little man? [laughter] This
is not a pleasant person in there.”

V: Do you ever go to the other
extreme and think you're a god among men?
ARK I feel that as well, all of the time.

C /: Me too.

PARKER: | feel so damn superior. But then,
when | pick up the guitar | realize that I'm very
inferior and I'm just trying really hard.
Compared with Dylan, Lennon/McCartney,
and Jagger/Richards. we're all just trying hard
anyway. If you see Hendrix in an old film. this
guy wasn't trying. He was there. | just feel like
we're pissing around compared to those peo
ple, and that makes it hard as well.

Does that

areful about y«
é Do yot
lines. hooks, and lyrics and to get it all to coa

truggle to write melody
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lesce into something that really works?
BRAGC
scious. but | think you atways know when

I don't know if it's always that con-

you've got a good idea. Question is, are you
going to be able to articulate that with vision,
or are you going to be lazy and just write "blah,
blah. btah?” You might start off writing “blah,
biah, blah,” but as you work with the song you
refine how you say it. Sometimes you go as far
as you can before you put the damn record
out. And then you keep hearing it on the radio
and you know inside that you should've spent
another couple of weeks working with it. Those
ones can come back and haunt you.

Has that changed for you over your career, that
ability to work a song into shape instead of
just throwing it out there and saying. “Ah. |
should have changed that?

CRENSHAW
songs | recorded ten years ago. I'm always

I'm still writing some of the

changing them. You know, a syllable here, a bit
of this or that, re-editing things. Then there are
others that are the same every time, because

The M1600 represents innovation in console design.
For example, next-generation MHR™ (maximum
headroom) mic preamps, 48V phantom power and

extremely low noise AST circuitry.

More reasons why you'll want TASCAM's neu
M 1600 8-bus recording console:

hook up and a lot less clutter in your studio.

apply it to both channel and monitor paths.

monitor or channel path.

throw faders, plus signal and overload indicators.

* Balanced/Unbatanced D-Subs: previously only
available on consoles costing 10 times more,
these threaded connectors provide a more secure
connection to the M1600% Direct/Group Outputs
and tape returns, not to mention less confusing to

* AUN section w/sclectable monitoring: 6 AUXes
(stereo parr and 4 mono). Just AUXes 1-2 do the work
of four: I) tape monitor during tracking; or
2) stereo effects sends pre fader, or 3) post fader; or
4) live input control of virtual MIDI tracks. Plus
AUX summing lets you take a single effect and

* The EQ section: greater frequency range with
3-bands including semi-parametric mid sweep
(100-10k) on each channel. Use it on either the

* Every channel includes TRS bal/unbal lin|
inputs, stereo in-place solo/mute, insert points, long‘;



they were perfect in the first place. But some
are just tampered with over and over again.

t <
i S

It don’t matter how they come out. As
far as I'm concerned. the ones that come out
whole are very satisfying. But then there are
others...I've carried tunes around with me for
years and thought, “This lyric doesn’t do jus
tice to this tune. It deserves a much better
idea than this.

R: There’'s a song on my new album
that I've written three times until | got it right.
And while I'm in the process of writing long
songs, something will pop out that takes ten
minutes to write completely, while you're still
sitting there working on something else.

But there's not one straight way, is
there? If you sit down and try . . . it's like going
to have a shit: If there's nothing there, there's
nothing there [laughter]. Metaphorically that
may well work: When you do go to have a

dump, you never really know what it's going to
look like until it comes out. Than you see it
and you say, “Oh, yeah.” Songs are like that

as well.
ENSHAW: | guess that about wraps up this
lunch, huh?

RAGG: You just know. It's like when you pick
up a stone on the beach—you know it's gonna
skip when you throw it in the water. You know
when you've got one that needs a bit more
work on it to make it skip. But I've played
songs that've made people cry. You know
those are working. The important thing is to
play them live, to see how people react. If
you've got half a brain. you'll be able to suss
it out from there.

N And they have to go through
another test, which is the test of time. | always
think a song’s great when | finish it, but some
| get sick of, or | find that {'m totally dissatis-
fied with it a little ways down the road.

(songwriting —

No. in fact you want to surprise
yourself,

It's good when people say. “Hey,
that’s not like you, Bill.” You don’t want to
make an entire album unlike you because
you'li confuse your demographic, but it's
always nice to slip in something that's a bit
less than what people would normally expect.
PARK The last record | made was all open
G tuning, all pastorat acoustic, Astral Weeks
esque, and because other albums before
weren't so full of what people perceive of as
vehemence and anger. | am now officially
known as a mellow, happy guy in Woodstock.
with a lobotomy that's taken very well. so they
get that impression. And then | come out with
Acid Bubblegum, where the first five tracks are
so nasty that the critics say, “Oh, he's back.
It's the old Graham Parker. Where's he been?”
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Wiatch out. This recording console is changing the rules.
Simply put, TASCAMs MI1600 8-bus recording consoles
deliver the highest performance, studio-quality specs, slick recording-
oriented features and great sound — all at prices about half of what
vor'd expect. Plus, with totally new circuitry and impressive signal flow
ibility, the M1600 is designed to work and interface easily with
modular digital multitracks (like
the DA-38) and hard disk recording
systems, Sure, you can find other mivers
comparable in price, but they sacrifice
features, quality and value to get the
price down. Not the M1600. And
whatever you do, don't let anyone tell
vou that a 4-bus live sound mixer will
work fine in the studio. It won'. If
you're into recording. Get into an
M1600. The high-performance 8-bus
that does what you want, for a price

you can handle.

You’ll

buy it

for

what

There’s more, get your comprehensive
8-page FAXBACK document detailing
all of the M1600s hot features, next-
generation design, specifications
and diagrams. Options include an
impressive meter bridge and the
MA-8 mic preamp for additonal XLR
mic inputs, Or get to your dealer and get
vour hands on one today.

it costs.
($1,699* )

The M1600’s Selectable Monitor design gives the AUX section
incredible power and flexibility. FAXBACK has all the details.

< SCAM

FAXBACK
>Q°° 827 e

GET TRE FULL M1600 STORY NOW!
800 o 827 o 2268
REQUEST DOCUMENT =8900

TASCAM.

Take advantage of our experience.

MSRP for *M1600/16. $2,199 for M1600/24




—songwriting)

But the critics don’t get it.

Is that fair, though?

PARKER: If you're a writer, you're constantly
trying to make things that are different from
what you just did. A lot of the time, | find a

record | just made and maybe a few months

Trading Hendrix for Led Zeppelin:

after it, I'm beginning to hate the idea of it
already. Not actually hating the album—just
the idea of it. “Aw, | don't want to do that
again.” You're already on to the next thing. You
painted something and it's on the wall, but
you're back at a blank canvas again. Although

any more verses.

| may not be sitting in a room with a guitar, I'm
writing. It’s in here [points to head]. It's the
formulation of it.

Does that critical perspective affect you,
though? Do you think, “I don't want to do that
style of music any [cont’d on page 100]

we went apeshit with the guitar solo in the studio; there wasn’t room for

The Untold Story Behind “Hurdy Gurdy Man”

onovan's 1968 hit “Hurdy Gurdy Man" is one of those songs that
captures the gentle euphoria of the era. Which is natural enough,
since the song was written at the Maharishi Mahesh Yogi's
ashram in Rishikesh, India, during the Beatles' legendary retreat there.
Donovan—whose newest album Sutras recently jump-started his some-

“I had met Jimi Hendrix the first week he arrived in London, so when |
wrote this song | couldn’t get Hendrix out of my head. | heard the sound
of this guitar, you know? | said to Mickie Most, my producer, ‘I've written
this song, and | think we should give it to Jimi Hendrix." But he said, ‘No,
this has got to be your next single.’ 'Then let's get Jimi to play on it," | said.
We called around and found out that Jimi was already the hottest thing
happening, booked to play for weeks and weeks. | was despondent

what dormant career—remembers the scene well: because | really wanted him. Then Mickie said, ‘We'll find another guy

“At the ashram, George Harrison had two sitars, one tamboura, and  who’s just as hot."”

some tabla drums for Ringo. | was given the job of playing the tamboura, They ended up with two guys: Jimmy Page, who'd played with Donovan

a four-string drone instrument. ‘Hurdy Gurdy Man' came out of this drone.  on “Sunshine Superman,” and Allan Holdsworth, "And the producer was

| took the tamboura back home, and you can hear it on the record. George  John Paul Jones,” adds Donovan, “so ‘Hurdy Gurdy Man' may have been

wrote a lyric for ‘Hurdy Gurdy Man,' but | ended up not recording it because  the beginning of Led Zeppelin."—-Alan Di Perna

We sweat the Details.

The way we figure it, playing a pedal is your job and making one that fast, strong, smooth
and reliable is ours. That's why we've developed the patented Delta" Ball-Bearing
Hinge. Because at DW we sweat the details so you won't have to.

DW 5000 Series Delta"™ Double Bass Drum Pedals include: Delta™ Ball-Bearing Hinge ® Choice of
Accelerator (Off-Set) and Turbo (Center) Chain & Sprocket or Nylon Strap & Cam drive systems ® Patented
Single Post Auxiliary Casting ® Low-Mass Double U-Joint Linkage Assembly ® Infinite Stroke Adjustment with
Ball-Bearing Rocker, Triangle Hook and Heavy-Duty Spring ® New Side/Dual-Adjusting Parallel Hoop Clamp on
all Delta™ and Standard model pedals

DW Pedad Artists Ve Colamta (Sting), Stee Smuth (lowsney), Chad Wackerman (Tohn Pattitucci

Gregy Brssonetie (mdependent) and Walfredo Reyes, Ir (LA <tudio
ShgE . .
m%’ \ Details make the difference.

%2 Drum Workshop, Inc.
i 25 anm’r,tary’" 101 Bernoulli Circle, Dep't. FP?
S, Oxnard, CA 93030 ¢ USA
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For DW lieratiwe send $5 postage o bandling

\

Hyns + 3uitS

“Accelerator” Double Bass Drum Pedal
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SOMETIMES THE DIFFERENCE between taking a gig and not taking it isn'c the

T

monev. Or the exposure, But the sehlep. Which is why we ercated the new
EON Portable Svstem, A about hall the weight ol anv other svstem.
it's imade 1o be portable. Yetic gives vou all the sonnd quality and

reliability that JBL is known o At a price that is noticeably

lighter, In faceic mayv be the perfeet liese step Tfor any rising

™
EON star who's just starting out. \nd plans to get to the top.

H A Harman International Company N 0 I \ [ ) ] \ 1 ( | I
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hen first approached for this story, Billy Gibbons
recoiled at the concept of a private lesson. “You're

not going to have someone take closeups of my
hands, are you?" he inquired suspiciously. Assured that wouldn't
be the case, he sounded relieved. "Well. okay, fet's do this. but
let's keep it trashy. | don’t want to do anything that sounds too
academic.”

Rest assured, I've never thought of Mr. William F. Gibbons as
a scholar, and | don't think too many other folks have either. He
sure don’t sound like one on ZZ Top's latest, Rhythmeen (RCA),
a welcome return to down-and-dirty form. No dabblings with elec-
tropop here; Rhythmeen is strictly live (in the studio) three-piece
ROCK, played with unrepentant fervor by Gibbons and his long-
time cohorts Dusty Hill on bass and Frank Beard on drums.

Still, once you meet him, there is something oddly professor-
ial about Billy's demeanor and delivery. Or maybe it's just a know-

ing parody of the intellectual—the serious tone of voice and the

.

73, | ﬂ@ - ""*
By Mac Randall g et s &.& i)

long thoughtful pauses between statements

o ( ti bet: ds) ffset b

= sometimes between words) are offset by
Vincent p” ol

- the mischievous twinkle in his eye and the

Pl’lce hint of a grin that's rarely absent from

Sald behind that generous beard. Gibbons

It ’s AII comes off as a fellow who's most amused
= with himself. And rightly so.
nght “This latest outing. . . is ZZ early
style...without a doubt,” he says. “The engineer, Joe Hardy, and
his assistants...insisted...on tone, taste. and tenacity. A wide
range of...African artifacts...that we brought into the
studio...such as masks, spears, shields...clothing...every
Saturday-morning Tarzan movie memory...represented a means
to stay focused on..what we...imagine...as simplistic...primi
tive...powerful...rude, raw. rough. and ragged. There was a good

N

26 FEBRUARY 1997 M US I C

A N




ly selection of our favorite photographs...including the Muddy
Waters picture...where he's playing...a goldtop Les Paul with P-90
pickups...which suggested...we at least experiment...and see if
there were some distinctive tones from that...sort of guitar...that
might be appropriate...which there of course...were. It is the wise
‘If it's good enough for Muddy Waters...""
Indeed. Also important in the Rhythmeen equation were a vin-
tage Fender Esquire, '66 Marshall 100-watt head, Marshall cabi-

man who says.

=privatelesson —,

ing the pick’s edge between finger and thumb to bring out a given
string’s higher frequencies) before degenerating into all-out fret-
board scraping and ending with two loopy upward bends (explor-
ing respectively the flat fifth and major seventh of the scale).
“The humanness of all this—or the inhumanness, Vincent Price
withstanding—is the playing. the delivery. . .and then you search
for somebody to say. "Continue. We don't know if it's a mistake.

Just keep going.”" Thankfully. he does.

net with two 10" speakers, Marshall
JMP-1 rackmount tube preamp. and
a distortion box called the Bixsonic

[ |
Tune down |\\hok slgp(lu\\ to high: DGCEAD)

IS VAN SIS

F*)

Expandora. which Billy describes as - 4 AN =

) - #§§12 = T e » r | r o r , " o ’
follows: *It looks like a Skoal can = v == r ! | —_— e ‘
with a 9-volt battery and knobs on it, Sf grad. bend 2 tull full full
but its existential circuit board flies a 2 - “2 5 . ' 2 2 K 2 i .
surprising tube-like richness into the X 5 5 2 5 5 25 5
amp.” As Gibbons puts it. “The idea B
was to double-frazz all that had been NOTE: Standard notanon refleets posittons i TAB seetion

rther than puches. Actual key on recording i 2

fuzzed before.” And to play real

low—much of Rhythmeen was
recorded with the guitar tuned down
“It's a differ
ent game. you have to be aware of
that.”

can play tricks on fingering, the pres-

at least a whole step.

he says. "Subterranean tuning

sure you apply to the strings. It's cer
tainly not insurmountable. and it's
fun seeing your wires turn to
spaghetti.”

The most arresting combination
of all these elements is “Vincent
Price Blues.” one of Gibbons’ great-
and
“The

chord structure supports Vincent

est performances. written

recorded in less than an hour.

Price as the king of horror movies.”
he explains. "There's an F-D-Bb
change that | don’t think has been
used in a blues before. but it made
it easy for us to name the tune.
because it was terrifying.”

All three examples here are
taken from “Price.” which was
played in standard tuning a whole
step down. Ex. 1 is the beginning of
Billy’'s main solo. a clinic in stag
gered blues phrasing. Ex. 2, at the
end of that solo. takes two well worn
12-bar turnarounds and playfully
welds them together. And Ex. 3. the
climax of the outro solo. tastefully
employs the trademark Gibbons
pinch-harmonic technique (squeez
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“Vincent Price Blues” by Gibbons/Hill/Beard, © 1996 Hamstein Music Company/Billy G's Hollywood Productions,/ Dust Hill

House Music, Inc./Beardwatk Music, Inc. (ASCAP).
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P.0. Box 507, Bloomfield, CT 06002 - Visit Ovation Online At: http://www.KamanMusic.com

IF YOU'RE GONNA PLAY 0UT - YUUGUTTAPLUG N

John Jorgenson, Davey Johnstone, Bob Birch. The frets behind o t

Elton John's keys. Hear the richness of the Ovation mandolin

and mandocello. Feel the solid pulse of the Ovation 5-string

bass. See them all at your Authorized Ovation dealer.



Let's

talk about muasic.

What could be simpler?

Jou're holding this special is

sue of Musician because music

plays an important role in your life.

Even people who don't consider themselves

“musical” respond to the sounds they find on

the radio or hear in the air around them. But for

players and their serious pans. there's a deeper
connection. = You peel it. and 80 do 1. It’s something
pundamental. like breathing. We look at people who

don’t have the gipt. or haven't had the gumption, to pull

the sounds they hear in their heads out into the real world.
and wonder how it i8 that someone could not know how to
make a guitar sing or even a compuler bust a groove. And 80
vou talk about musie, and vou listen to the players who know
how you fpeel. You trade
thoughts about some record you
heard years ago. impressions of
this ncw piece of gear. and war
stories over the club grind. Jou
talk. you listen—and you read. =
This is where Musician comes in.
lor two decades nou we've provid
ed a forum por plavers who want
to debate and celebrate the things
that matter to us all. We've
changed where changes in the

business have made il neces

sary. but by and large it is now what it always was: a home base

for the working musician. Whether you're packing stadiums
with your pans or cutting your pirst demo in your home studio,
thia is your common ground. your marketplace of ideas,
where your story—the music of our time is documented.

== The humbling part op all thia ia that the musicians do

a better job of talking about music than anyone else. For

all the talented writers whose work has graced our

pages. the greatest enlightenment tends to come

jrom the artists themaelves. A pew daya spent por

ing over current and back issues of Musician

confirmsa that iff you've been in the busi

ness long enough to make a career ou! of

it, you've got to be a lot sharper and

more selj-aware than your aver

age joe or Jill. w= Which

leads ua back to that

moat guile

MU S

less

of suggestions-

let's talk about music.

Imagine yourself doing press

on your pirst album. When the

writer's mie is in vour pace. and the

question is asked—what is there to say? It's

one thing to talk with vour buds about how

cool Band X is. but when you dig below the sur

bace. and try to put the masic into words that can

convey even a trace off what it ia in the appeal o}

muasic that lies beyond words. in the womb of aware

ness. in the seed of who we are, it's often hedrock that

vou hit. == Jears ago I did an interview with an articulate

and provocative artist who very nearly walked out in the

middle o our discuasion. not because we didn’t get along

we had just had a rather pleasant luneh bepore hunkering
down to the journalistic huasi
ness at hand-—-but because the
more he tried to talk about some
thing as intuitive as music. the
more bollived he became. |

watelied as this guy pelt his way

through a verbal maze. looking in

vain for the door that would open

into that bright light where the

right words waited to be sum

moned to explain the inexplicable,

the primal, the .... thing that we

all  peel and communicate

through this lick. or that beat. or even this glance in mid-solo to

the rhythm aection, which suddenly understands exactly what

you're trving to say. *= And yet, again and again. in every iasue

of this magazine. the leading artiats of the day came close to

bringing the passions of music into the realm op words. in

their own ways. Lennon, Clapton. Zappa. Neil Joung. Town

shend. Springsteen. Bono, Michael Stipe. Tori. Joni, the

Marsalis brothers. the punks, the jazz purists, the hair

bands—all op the artists who've spoken their minds

in Musician have captured and shared some o}

that light. More than a tribute to Musician.

their words over the past jwo decades and

in the pollowing pages honor all of us

who are crazy and wise enough to

commil ourselves 1o a lijetime of

music. Thanks por taking

partin the adventure

with ua.
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Announcing an advancement i GM o dramatic,
it will change the Wy You isten 0 music

And it will change the way you create
music. The XG standard from Yamaha gives
you more control, more voices and more
possibifities to make the most expressive
sequenced music ever.

Advertisements
are prone to over-
statement. We invite
you to hear for your-
self how the Yamaha
XG technology instantly and forever
improves GM from a “gee, that's nice”
standard to an expressive musical necessi-
ty. Visit any authorized Yamaha DMI dealer
for an XG demonstration.*

GM supports only 128 voices. XG
enables up to thousands, all GM compati-
ble. The only limit is your tone genera-
tor's capacity. XG also allows many
more channels than GM for rhythm
parts, giving you the ability to easily
create complex drum and percussion
tracks.

Effects and controllers are as critical as

*Call (800) 932-0001 extension 630 to find the Yamaha DMI dealer nearest you

Yamaha MUS0 Tone Generator
(480 XG voices, 32-note polyphony)

: Yamaha MUS0 Tone Generator
(537 XG voices. 64-note polyphony)

voices. XG significantly beefs up the num-
ber and control of these parameters. At its
most basic level, XG supports a minimum
of three internal effects (reverb,
chorus and a switchable global
or “insertion” effect). It
also adds support for
23 control change mes-
sages beyond GM such
as sostenuto and soft pedal, filter
cutoff and resonance and portamento.

The XG standard is expandable. Higher
level XG devices, like the Yamaha MU8O
tone generator, include many more features
such as a fourth internal insertion effect
and an internal stereo graphic EQ so you

can create complete productions complete-

ly under MID
control, The
MU80 also pro-
vides 64 note
polyphony and
the ability to input two channels of external
audio, like your voice and your guitar, and

0S300 Production Synthesizer
(480 XG voices, 32-note polyphony)

mix them and add effects just as if they
were synthesizer voices.

And XG, at all levels, expands GM to
1 minimum of 32 note
1olyphony. For more infor-
nation on XG, download
An Introduction to XG”
from America Online—
Keyword SSS— Industry

News—Yamaha—Product Brochures.

XG is the future of music. And it's here
today. Check out the
exceptional potential of
XG on Yamaha MUS0
and MU80 tone genera-

DB50XG Sound Daughter tOrS, the QS300 produc-
ol ggg fa ;g/nce)s tion synthesizer and the
YPremY) DBSOXG sound daughter
board. You'll hear why XG makes your
music sound so incredible and realistic
we hate to call it a STANDARD.

YAMAHA X<

11997 Yamaha Corporation of America, Digital Musical Instruments Dept., PO. Box 6600, Buena Park, CA 90622-6600
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If there was ever one hedrock editor

N9,
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Sam Holdsworth

juxtaposing the Art &£nsemble of

ial prineiple underlying Musician it was this: Don’t ask a musician
directly what their music means. That’s what the music is por. to
express what can’l be put into worda. So Musician set out to talk to
artists about their crapt, while hoping that the deeper, more slippery
goods might be revealed in the process. "Ask about how they make
their music and pollow your nose prom there” was the extent of our
quidancee 1o writers. Apter a very raggedy editorial and pinancial
start, barely held together by the monthly aales miracles of my part

ner Gordon Baird, Musician came together as a jazz magazine with
the atmost simultaneous arrivals op art director David Olin, writer
Rati Zabor. and photographer Deborah Feingold. In trying to commu

nicate the essence of the jazz we were writing about, we wanted the
visuals 1o communicale as strongly as the writing. Great jazz has
tremendous dignity. and we (ried to maich that with simple, elegant
typography and powerful photography. Feingold's black and white
portraits o} the jazz legends we were covering were I think as good as
any ever done. She captured that elegiac peeling of the music as
played by masters like Charles Mingus. Sonny Roilins. Dexter Gordon,
McCoy Tyner. Ornette Coleman. and others. lheir dignity, and their
pain and humility. their perfect concentration in their music, was
reflected eloquently in Musician during those years. But being a
jazz magazine was no dipperent than being a jazz musician: no money.
no respeet, and a practious. contentious audience that wants you in
one bag or another. or not at all. Besides. so-called pusion had over
whelmed jazz. wiping away the golden age o bebop in a nervous plur
ry of meaningless notes. There was, however. plenty of interesting
mugic in the rcek world. Not in the mainstream. mind you—this was
the late Seventies, the age op dinosaur bands like Journey. REO
Speedwagon, and other unmentionables. But at the fringes was a iot
op music as interesting and energetic as any of the jazz being played.

Great music transcends labels. To prove the point, we did a cover

Chicago with George Clinton op lunkadelic. We did a cover exclusive
with Frank Zappa. who hadn't done an interview in years and was
thrilled to be taken seriously. Word got ou! that Musician. the jaz:z
magazine, was adsigning writers who understood music. 10 do serious
articles about selected rock artists. Add to that the insecurity o most
rock mudicians about being seen as frivolous as compared 10 jazz
musicians who had real chops and played “real” musie, and being in
Musician began o inper a kind of credibility within the roek world.
That eredibility was certainly a pactor in getting what may have been
the pirst in-depth interview with Steely Dan. Our momentum buill
prom there: Brian Eno. Pele Townshend, Bob Marlex, Mark Knoppler,
Peter Gabriel. Talking Heads. Bruce Springsteen. Many were exclu
sives, some were first time cover stories for emerging artists, and oth
ers broke new ground: Vic Garbarini worked his magic on Paul
McCartney and got him to talk about the Beatles tor the firs! time
sinee they broke up. Some were bizarre, like putting Captain Beepheart
on the cover with Michael MeDonald. Artiats began writing por the
magazine too: Zappa. Ornette. Robert fripp. Dave Liebman. David
Grisman. We were alsc the happy beneticiaries of Rolling Stone's
excessdes and conceits, which drorve away some op their best writers.
such as Timothy White. Dave Marsh. and Chuck Young. We welcomed
them with open arms and paltry payehecks. por which they did some
of their best work and enlivened Musician in the process. At the
risk op seeming too proud a parent. | believe we got on (o something
quite special in those early years. There was no
other magazine at the time that looked or read
like Musician. People noticed it, appreciated it,
and were inpluenced by it. Tor that | can only
thank all the writers, photographers. and atapp
of that era, who put 30 much on the line 10 make

it what it was.
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“l saw the movie The Decline
of Western Civilization and
what I got prom it was that a
lot of rich white kids are now

Using music 10 express vio

lence. They will or must

eventually grow out of that,
because violence usually leads

to death.”

"Punk seemed like rock and

roll utterly without the music.”

For Musicians
Who Bought

The Other

Digital Multitrack

SORRY!

sound only has a meaning when you
And that
motion has more to do with the per-

have a motion to fit it.

son than the sound. More and more

| find that most music that we write
or are involved with is really a reproduction of some-
thing we've heard but has a different time or melody
applied to it. For some reason our concept of our:
selves is such that memory and repetition have more
to do with the things we strive to enjoy rather than
the presence of ourselves actually doing those
things.
designed and packaged to separate people from the

Especially in terms of music, where it is

immediate environment they’re in, so it becomes as
removed from true music as the commercials on TV
are removed from having to do with the product
they're selling. The commercial has much more to
do with implanting all the sounds of the voice, the

singing or the music than it does with the product. So
then you put the sound in your head and ,
relate it to the product. But the kind of Ornette Coleman ’ M ay/]u ne 78
music I'm playing, the harmolodic playing, is that which eliminates the more accepted
fact of having to have a pattern to play an idea, which is somewhat of a style in itself.

It is a way of doing things individually. rather than writing to another person’s style.




Can't think of anybody, other
than the fact that | thought
Van Gogh was excellent.
Never in music. a hero in
music. No, fortunately.

“"When I joined the Sex Pistols

Not really. . .I met Eric Dolphy. He was a they were a covers band doing
nice guy, but it was reat limited to me, like blid Small Faces and Who numbers.
dieliddle-diddienopdedit-bop. I came a long way There was no way I could
from St. Louie.” like Ornette. you know. It didn't get my head around any of
move me. Well, he that -because it wasn't from my
moved me, but he didn't move me as much as generation.”

a goose, say. Now that could be a hero. a gan
der goose could definitely be a hero, the way
they blow their heart out for nothing like that.

“Back in the punk days we were

Um, yeah. which | think pabuiously pretentious. Twenty

: is good because it gets your shoes tied. It tater, [ till reel

Captain Beefheart, Dec. 80 "¢ gets y years later. people are stil ree
doesn’t scare old ladies, you get dressed. So | ing prom the shock and auda

think that’s nice ciousness of our pretensions.”

I'm tryin’ to do that, on this last album definitely.

Me too. | don't know anything about music.

ures and uses the same award winning Hi8 format and technology as TASCAM's highly

claimed PA-S8. 1'he same quality, durability and dependability. And the same great sound. The DA-38 is

eompletely compatible with the Hi8 machines used by post-production pros. Pros who can afford anything
— but won’t scttle for less than the best. Till now, the best has had its price. But for the musician, your time

is here. Ar $3,499* Hi8 is priced for you. So get to your dealer and buy your first DA-38. You won't be sorry!

«pSCay, T
INFORMATION4SPECS VIA FAX ASCAM
FAXBACK 800 o 827 « 2268 <

DOCUMENT #8900 Take advantage of our experience.

3 &
%.527.7%

TEAC Auikica, Inc,, 2733 Tecraraen Roao, Montesiiig, CA gobgo (211)7:6-0303
DA LD, 340 Brunne Roan, Misassavia, Oxvario 1.7 2C2 Canada (gos) Hyo-Roos
LV, Privapa pe Corina #18, Coronia oer Caraten Covoseas, Mixico 1L o100 o11(525)48 1994




"Punk was the sport that
could’ve kept the Crips outta

the streets.”

"When [ pirst heard punk in '77
I'd been waiting six years to
hear that kind of commit-
ment—to hear some geezer hit
a drum as if all he wanted to

do in his life was hit a drum.”

"I saw the Police in a pub in
Putney one summer evening.
Sting was giving his all to a
room with jifteen people in it.
8o he’s got as much right to be

punk as anybody else, really.”

"The New Wave stupf that was
emerging helped to give me
courage to go out and try
something a little more dar-

ing.

“One influence | think I had in
New Wave is that [ was one of
the people who popularized the
notion that music isn't only the
province off musicians. just as
one doesn’t have to be an
accomplished realist to make
valid art, one doesn’t have to
be an adept instrumentalist to

make valid music.”

"The bottom line on Sandinista!

is that you can dance all the

way through it. The only thing
is you have to dance a certain

way.”

FEBRUARY 1997

'd never try to rouse some-
thing as destructive as man.
| wanna calm people down,
put ‘em in a sort of dream
state, between myth and
reality. They just gotta learn to use
their intuition. Intuition is a survival
mechanism, innate knowledge of the
proper thing to do. Now you got peo-
ple acting like savages, you just read
the papers or watch the news. l've
seen so much ugliness and stupidity
on this planet. I've seen so many

wonderful bands passed by: like the
Sunset Royals, the Carolina Cotton
Pickers; they played for the pure joy
of it, just wasn't no place in this world

for them. People here keep making

the same mistakes, history repeats itself. 8 un R a, A p Ti l /M ay » 8 0

It's very boring for me; I've been elsewhere,

you see. I'd much rather be on Jupiter, there it's inexpressibly beautiful, splen-
dorous, pure happiness. | can see why they say the word ‘jovial’ come from Jupiter.
| was there just the other day, in what you might call a dream or a vision, but it was
just as real as you and | talking right here. You got to learn to understand rather
than overstand your position regarding so-called reality.” Would he ever leave this
planet, give up on it?
“Well, the Creator wants
me to be here, he just
told me to get myself out
there more than ever.”

unk ain't nothin’ but a hyperventilatin’ groovin'. That's all that hap-
pens when you hold a single pattern, and suddenly you feel like God.
All you done is breathe yourself into hyperventilation, and it feel
good. It's like taking acid, or Hare Krishna, or sex, or any other

He rolled his eyes and
chuckled, “but | really
wouldn't  wanna be
caught dead on this
planet.”

chanting or moving. And that’'s why so many people are fucked
up in the discos now. They done got to a little dance music, but that's as far as
they can go. | mean, disco started out as basic R&B, like Motown, but with a nine
on it—like a bag of street shit that’s been stepped on. There ain’t nothin’ wrong
with it, it's just that they got the same tempo and tones. That's what's danger-
ous—there isn't a wide enough

George Clinton, Nov. ’79

spectrum. They took a little of the
bottom off it, and sweetened it up.
It's as if the real low bass tones and
the real high frequencies are dirty
words on the radio. They don’'t want
you to experience that, ‘cause then

you want to fuck. All that shit hits
you right on your primal notes. They
don’t want you dabbling in that
because you might get some other
notions—something bizarre. Notice
on radio the records that make it
are real light, just a step or two
above Muzak. It can get deeper
than that. It can get what you call
spiritual. 1t can free your mind so
your ass will follow, till you out there acting the
fool and you never thought you could; out there
at a concert waving your hands, shaking your ass, doing the idiot jerk—and real-
ly be cool. You know what I'm saying?

M US I CI AN
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Frank Zappa, Aug.

Joe Sia/Starfile

79

No

ook, the thing about people say-
ing whether something is shit or
it's wonderful is irrelevant to
the thing being discussed.
Neither one of our opinions mat-
ters.
That's total shit? No!
Absolutely not. Because there's always
somebody that likes it even if it's just the guy
himself who's playing it—and he’s entitled to
love it, and he's entitled to be as good as he
thinks he is. Whatever we say about it does-
n't make any difference, because we don’t
know what went into the manufacture of it. A
garage band that plays a one-chord song, and
plays the fuck out of it because they're strain-
ing to fulfill 100% of their understanding of
the E major chord on the guitar, has achieved
something spectacular if the day before they
couldn’t even make an E major chord on the
guitar.

, but it's irrelevant. Oh

yeah, there's definitely an image. But | think that if anybody was ever to man-

ifest an exact replica of the kind of person | really am and stick it in the news-

papers, | don't think people would bother with it. Because what's exciting

about a guy who gets up in the morning and sits at the piano and writes little

ballpoint pen notes on a piece of paper, and then goes to bed? You know what

| do when you leave here? | go back to the piano until it's time to go to bed.

Actually, no, it's the opposite.
them even less. My motivation is simply to do what | know | bet-
ter be doing at any given moment. It might have to do with get-
ting exercise | haven’t gotten for a few days. That would be just

as important as wnting.

| really don't know what |
do [faughs].
tempted to analyze what | do, | lose

Every time I've been

what | was doing. Which is exactly
why any real experiences have never
been able to be explained for other
people to understand. All the reli-
gious texts are nothing but the clos-
est you can get by drawing parallels.

The only thing we can talk about are
secondary.

| once had
an incredible experience in the bath
tub at home, and jumped out and
went into the bedroom and tried to
explain it to my wife. And she shrieked at me,
“You're losing it! It's disappearing.” | said,

There's nothing exciting
about that. It's better
to have people think-
ing that I'm out being
totally crazy—because
that's exciting.

I need

Keith Jarrett, Feb. ’79

“You're right,” and went back into the bathtub. | was incapable of expressing what
had happened. It was a very simple thing. Somebody just turned the light on.
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“I've never held that disingenu-
ous punk ethic that ‘'we can't
play, we won't play.’ I despise
people who revel in the igno-
rance of not being able to play
their instrument. There's a kind

of pathetic side to it, really.”

"We're treated pairly by New
Wavers. They peel it's valid to
come see ZZ Top because we
like playing biues licks but
we're not up there showing

them off.”

“Kurt [Cobain] died more "punk

rock’ than when he started,
because his music was em-
braced by so many people. He
would play shows por jocks and
realize how important his val-

ues were to him.”

“"Whenever I go to a punk
show and it’s alt boys on the
dance floor, I think, 'Hey,
there’s something missing here.

Where's the sex?"”

“Jou were selling the attitude,
not the records. The records

were just souvenirs.”

“No self-respecting punk rock
er is gonna hold his bass high—
he'll took like a puckin’ jerk. It
comes from wanting to be as

cool as Sid Vicious.”

FEBRUARY 1997



"At least in £ngland the kids
who are punks or skinheads
are involved in a total lijestyle.
They don't just play and later
wash the grease out of their

hair like Sha Na Na.”

“I coutdn't believe you could be
in a band and be so rebellious
without spending ten thousand
dollars on amplipiers. That's
something you didn't get jrom

seeing Jepp Beck.”

“Chrissie [Hynde] was hiding
prom people that she could do
melodic songs, because it was
the end o} the punk era and
there was still this aggressive
attitude. But she kind of con
bided in us: melodic songs,

that's what we need.”

"A bunch of these £nglish punk
musicians came up to me and
asked ip they could buy some

of my records. So they must be

on to something!”

"Burt Bacharach isn't just
another writer. He has to be

the best there ever was.”

“'Wildplowers' is the only song
that ever came to me complete
in one spurt. | kept listening

back to it, trying to pigure out

iy I stole it prom somewhere.”

FEBRUARY 1997

You have

it backwards. The style doesn't dictate the use of orchestration.

The user is the one who creates the styles. | don’t say to myself,

Does this work as jazz? I'll create the music and the forms |

need without
even thinking about style. We're
seeing more orchestration in the
jazzinclined areas, or more struc-
ture, because there are more
artists desirous of controlling the
effects they create through per-
formance and records.

It
depends. There are certain musi-
cians | could improvise with and
obtain a very specific result. The
palette | work with is not just the
technology of the keyboards,
scales, and notes. It's knowing

what musicians can do and what results I'll

Chick Corea, Dec. '78

get from employing a certain musical con

cept.

As far as I'm concerned, it doesn't. | used to question

things a lot, though.
Scientology helped me
get through some of
those barriers. A lot of it
was confusion about
what | was doing. That's
a matter of your ability
to know yourself. You
like this, you don't like
that. Bang! Bang!

t one point, when | was maybe sixteen years old, | was think-
ing, “Boy, I'm getting really good!” Then | heard a guy who just
killed me, a saxophone player. Herman Bell was his name.
He's an older black guy who works at the post office in Kansas
City. Ever since that time I've never thought that | was that

great. And I'm sure he wasn't that good if | were to judge him by my standards
now, but | have this image in the back of my mind of the sort of looseness and
freedom he had. That's going to stick with me probably until the day I die, that
feeling of amazement.

This seems to surprise

Pat Metheny,

people, but | never practice. | found
that after a certain point it got in the
way of improvising, rather than
encouraging you to improvise—I|
found myself playing the same things
| was practicing when | was sup-
posed to be soloing.

| ptay my best when | don't
think about what we're doing at all.
Sometimes | intentionally distract
myself: I'll notice that the bass drum
is about to slide off the rug, or I'll
think about having to do the laundry

"
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when | get home. It really works in
such a way that your conscious mind
is on one level, but the subconscious mind is

June ‘79

where all the interesting stuff is—that's where

everything you've ever learned or heard is stashed away. So if you let that stuff

in back take over, then the real good stuff starts happening.
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"Writing comes out of trying to

get something out that [ can't
get out any other way. But fjor
it to mean something, you have

to give it to somebody.”

“I§ I wrote a song about the
Gulp War then that would be
making money out o the war!
The only way is. instead of
running away from the
contradictions, I should run
into them, wrap my arms
around them, and give 'em a

big kiss.”

“'Losing My Religion" is nothing
i not a rewrite to ‘Cvery
Breath You Take.’ That was an
amazing pop single. and lyri-

cally really incredible.”

" I wanted Jerry Leiber to write
a dozen brilliant songs, for me,
80 | could be a hero. He said,
‘Jepp. I can’t. I'm not a young
man. { don’t write angry young
lyrics anymore.’ | was devas-

tated.”

"The tango is very boring music.

I eould write it in my sleep.”

"Although we share this jour-
ney por this moment in time
collectively, it's one that we
enter and depart in solitary
pashion. Perhaps all a song
writer does is to jocus on that

reality.”

FEBRUARY 1997

e invited Eno to

come along and tape

us because he had a

tape recorder.” As

befitting someone
who calls himself a non-musician, “he didn’t
have an instrument.” Phil Manzanera (real
name Philip Targett-Adams Manzanera) origi-
nally enlisted as Roxy's soundman before
eventually replacing ex-Nice guitarist David
O’List. He remembers that at Roxy's early
coming-out gigs at private London art crowd
functions Eno mixed the sound and played his
tapes simultaneously. “It was an enormous
mixer too. Eno used to mix the sound for the
band and play his tapes from the back.
People would come up to him and ask him
questions about this and that synthesizer,
and he'd just go ‘Sssh, go away’ and start

Bryan Ferry,

Nov. '8o

playing. In the beginning there were no amps onstage. It all went into the mixer

directly.”

Ferry, however, is quick to point out that Brian Eno’s role in Roxy

Music is far too overstated for his comfort. He insists that Eno “was a very good

person to have in the band. But we were coming very close to becoming a paro-

dy of ourselves. You see, the problem was that Brian couldn't really do anything
onstage. | was becoming more involved in singing, and i felt | couldn’t fulfill both

functions, playing key-
boards and singing, and
Brian didn’t play key-
boards. Which is why |
really didn’t want to work
with him anymore, in the
context of Roxy anyway.”

Bill €vans,

Deec.
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or me, technique is the ability to translate your ideas into sound
through your instrument. What you have to remember is that
your conception can be limited by a technical approach.
Someone who approaches the piano the way Oscar Peterson
does could never have the conception that Monk has. If you play
evenly, attacking notes in a certain way, you wouldn’t conceive of making the

sound that Monk would make. If you could develop a
technique like Peterson’s and then tell yourself to forget
about it, try anything you can conceive of ... | think a
great technique would be to develop an entirely new
articulation on the piano.

That's one type of example. Or being able
to breathe through the piano. That's a great technical
challenge. Erroll Garner did it some, but in a limited
way. What I'm talking about is a feeting for the keyboard
that will allow you to translate any emotional utterance
into it. That's really what technique is about. You can't
ignore the mechanical aspects [but} a musician has to
cover more ground than that. That's one of the criti-
cisms of rock and pop music. Kids get into being cre-
ative before they've experienced enough on their instru-
ments. You need a comprehensive, traditional tech-
nique. You need both.

Whenever | was practicing technique,
if | spent a couple of days playing scales and so on, |
found that my playing became a shadow more mechan-
ical. What has to happen is that you develop a compre-
hensive technique and then say, “Forget that. I'm just
» 8 going to be expressive

0 through the piano.”

Deborah Feingoid



Yeah. | never owned any of his records. but | did
manage to listen to him quite a bit. He was such a nat-
ural and joyous guitar player, like Pete Townshend. Lonnie
Johnson impressed me too. | first heard his stuff in 1969.

I'd been listening to B. B. King since | was sixteen, and here suddenly was this
amazing guy 1'd not known about, and it
turns out that he influenced B. B. King. |
was really pleased when | found out
With all these
guys the important thing tc me was the

about that connection.

way they could make one individual note
sound. With each note there's a sense
of the notes that have gone before and
the ones that are going to come. Not
necessarily all of them, but in a sense of
the way the whole thing is going to move.
In the same way that a great song will
always be a great song. it brings what it
has from the past with it into the future.
; Any great song will be recognized by that
’ sense of past. present. and future all

*8 0

there at the same time.

What's this?

"It I've just had a dream about

a song I try to pick out the

chords betore | go to the piano.
‘eause if I hit the wrong ehords
the real sound will serew me
up and start destreying the

sounds in my head.”

“With Jamnes Brown, that "Uh!
speaks volumes to me. That’s
genius; that's one ot the best
lyrics there ever was. Just
hearing that gets you up in the

morning.”
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Vie Garbarini

The dawn o) the Eighties was a time of re

the English hair bands and pop melal sensa

invention tor Musician, as it was por popular music itself. Our man
date was to expand beyend jazz to include rock. pop. R&B. and what
ever else the new decade threw at us. Mos! music publications at the
time were either about gear or glamor. Why not cover the whole spec
trum of mudte, as musicians actually experienced it? That would
include every aspect! cp the crealive process. trom subconscious
inapiration tc etfects boxes. From our two-man. grungy new editori
al ofpices in lower Manhattan we fired the pirst shot with an Oct.
1979 cover story on Brian &no by the legendary Lester Bangs—uith
£no supplying his own video pica por the cover. The day we hil the
stands. one op the Ramones ran into our oppice and hegan unzipping
hia py. He locked up. atartled. “Uh. sorry. thought this was the men’s
room.” He quickly backed out of the door and disappeared. Clearly,
this was a good omen wasn't it? Over the next five vears. our
main challenge was to document the shipt in popular music prom an
essentialiy blues based porm. musteally and lyrically, 1o the new
hybrids emerging prom the punk revolution. The so-called New Wave
that took held combined punk's raw energy and innovation with
whatever aspects op tradition they chose to salvage. Talking Heads
built on Aprican musie. the Police fused reggae and jazz voicings. U2
piltered their native Celtic modalities through postmodern eppects. A
garase band trom Georgia called R.EM. had the audacity 1o mix

punk and Appalachian folk music with stream-op-consciousness

Lvrics. (God. those wacky kids.) And the Clash burned brightly for a

while. naively promising to change the world Much of the new
music was aboul expressing the ambivalence and dissonance of
modern life that needed to find expression in new musical forms.
Pregressive heartland rockers led by Springsteen. Tom Petty. and
John Mellencamp invigorated the mainatream. while bands like the
Germa. Black flag. and Iipper spoke to the darker prustrations just

under the surpace of the the Reagan era. We did our best to ignore

M uLES
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tions of the time. while using our discrimination to expose readers 1o
bands such as AC/DC. ZZ Top. and especially €ddie Van Halen and
Stevie Ray Vaughan. whc were bringing jresh energy to older tradi
tiona. And o} course we had a pield day unleashing our stellar

gang of writers on rock immortals including foni Mitehell, Neil

Voung. and the Beatles. Kinks and Stones. Black music innovalors

such as Prince and the then unkncwn Vernon Reid gave us extensive
interviews. while the neo classical jaz: revolution led by the Marsalis
brothers attempted 10 pick up where jazz had lept off in the Sixties
after being diverted by Miles Davis' Bitches Brew era experimenta
tion. It was also a time when the corporate rock of Journey and Styx
completely dominated radio and arenas. with a few notable excep
tions. Then MTV came along and put an uncensored muasic club in
our living rooms. exposing the country to innovative bands that pre
viously only L.A. and New Jork cognoscenti had heard. And people
bought these "uncommercial” records. which allowed the magazine
to pu!l more of them on the cover and still stay in business. By
1985 the voung turks had taken over. Uz, Sting. Prince. and R.EM.
were crashing the mainatream. Having suggested to Sting that he
work with Branford Marsalis. | wound up in England documenting
the blending of rock and jazz's new royalty por my last cover story as
Musician’s editor. I ran into the Clash’s joe
Strununer in a pub on the fuston Road. "I
ruined everxthing.” he moaned. "I kicked my
besat mate out of the group. We thought we could
change the world but we couldn’t even get along
inourown band.” he lamented. A decade later,
bands prom Phish tc Pearl Jam are struggling to
kncw themselves betore lecturing others. based
on the positive and negalive lessons of their

heroes prom the pirat halp op the Me decade.

FEBRUARY 1997



"I usually stop working on a
song because ! don’t know how

to pix it.”

"When | started writing, | cut
myselp opp prom relationships

with women."”

"Songwriting is the greatest

satisfaction in the world, the

ultimate high.”

"At its best, songwriting means
peeling back layers. It's discov-
ery. That's the pun of it, and
that’s the truth of it.”

"I don't like writing atone. |

don’t trust myselp.”

"Look what John Lennon did
with "Help'—does that sound
like you're peeling down? If |
could only get that ‘up’ peeling

on paper in a porm like that...

“Writing melodies is the easiest
thing in the world for me;
{yrics is very dippicult. Working
with Lou Reed was great
because he was the exact

opposite.”

"Vou put your hands on a Ouija
board and you get a message
rom who knows where—that’s
what music is tike. You can
never really tell i you're mov

ing it or being moved by it.”

FEBRUARY 1997

My reaction to
that is to say that only three, maybe
four, people in the world really know
me. Anyone else’s comments about
whether I'm humble or arrogant or a
pig are irrelevant, because they don’t
know me and they never will. Now, in
answer to your question: yes, | think
| am arrogant [laughs).

No, it
doesn’t rule that out. | think I'm a
complicated being in that I'm very
proud and stubborn and not easy to
get along with or work with. At the
same time, I'm the opposite of all

those things as well. Now, | don’t know how
you deal with that paradox. I'm learning to

accept that I'm almost schizophrenic.

Sting, The Police, June '83

Yeah, but that's the periphery of music,

you know? It's the money, the power, the drug of the thing. The pure essence of

music is very spiritual,
very clean. If only...if only
you could be a success-
ful musician without hav-
ing to deal with the
accountants, the law-
yers, the sycophants, the
press and the publicity.
But you can't.

have no property, no bank account, no money, and | probably will die
broke—which is fine because that’s the way | came into the world. |
don’t get any money from all those records | made. Just the advance.
I've been cheated out of my record royalties by almost every compa-
ny. | have no idea how many records | sell.

No, | could have played just as well with-

out it. It gets in the way when you're strung out and have to play sick on the
stand. | don’t need drugs for inspiration. The music comes from inside, and

is pushed out by outside

influences from the musi-
cians I'm playing with. |
love to play, and | think it's
the only reason | was put
here on this earth.

Yes. But | don’t
believe there is a God. It's

a beautiful story, but... |
was put here through thou-
sands of years of people
having children and it final-
ly got to me. And my father
was a good musician, he
had a good ear, good time.

Chet Baker, May ’84

Yeah, | really do. If I'd
played another kind of

music | would have been more successful and wouldn’t be playing anymore.

I'd be retired by now.

Mus | ¢
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"I don’t know what the tyrics

are.”

"We steal. We're the robber

barons of rock and roll.”

"The best songs are the

simplest.”

"The pact that a song takes a
long time to write is no quar-

antee of its excellence.”

"Coleman Hawkins told me not
to play with anybody old
because they'li be hard to bend
to the way you want them to

play.”

“It's not really a talent, it’s an
obseasion, I'm obsessed with

music. I'm selfish. I'm a sick

puck.”

“I don't think dipperently jrom
the post-Joy Division bands,

because | do think the bomb is
gonna be dropped somewhere

soon.”

“"Rock and roll is a pield that
really is not given to thinking,
it resents thinking, which I
think is a big error. We have to
be able to expand the vocabu
lary to express more complex

thoughts.”

FEBRUARY 1997

The purest one of all, of course, is Blue. At the
time | was absolutely transparent, like cello-
phane. If you looked at me, | would weep. We
had to lock the doors to make that album.
Nobody was allowed in. Socially, | was an
absolute wreck. Imagine yourself stripped of all
defenses...going to a party! [/aughs] Not only
did 1 have no defenses, but other people's
defenses were alternately transparent, which
made me very sad...or people really tend to
aggress on you when you're weak, You know
what it was exactly like? It was like being in an
aquarium with big fish coming at you and they
weren’'t saying anything, and sometimes the
sound would shut off. It was just like that
scene in All That Jazz when suddenly the heart-
beat becomes dominant. That would be a
beautiful space if it wasn't so scary. If you
could just magically wipe out the fear.

But it produced
that beautiful album.
There is not a false note
on that album. | love that
record more than any of
them, really....and I'll

never be that pure again.

Joni Mitchel

John Lennon, Mar.

81

l, Jan ’83

'd been under contract since | was 22 and | was always supposed to: |
was supposed to write a hundred songs by Friday, supposed to have a
single out by Saturday, supposed to do this and do that. It dawned on
me that the reason | became an artist was freedom, because | couldn’t
fit into the classroom, the college, the society. But suddenly, it was exact-
ly the opposite of what | had set out to be. | was obliged to a record company,
obliged to the media, obliged to the public.

So | said, “What the hell is this?
I'm not free at all.” | know
freedom is in the mind but |
couldn’t clear my mind.

At first it was very hard not to
be doing something musical.
But musically my mind was
just a big clutter. It wasn't a
question of not having any-
thing to say—if you listen to
my early records, there's a
dumb song on Sgt. Pepper
called “"Good Morning.” |
never have illusions about
having something to say but,
“it's okay, good morning,
good morning,” as the dumb
song goes. It wasn't a matter
of nothing to say—it was a
matter of no clarity and no
desire to do it because | was

supposed to. There was a hard withdrawal period, and then | started being a

househusband and swung my attention onto Sean. Then | realized, I'm not sup-
posed to be doing something—I am doing something. And then | was free.

M U S I C1I AN




E-VE
AT DEAL
ARS.

IN FACT, WE’VE LEARNED A (
OURSELVES. THE MARTIN '
INSTRUMENTS DRAW THEIR INSH
ELEGANT.VINTAGE DESIGNS; SH
APPOINTMENTS OF THE NOW 1
PRE-WAR ERA GUITARS. CRAFTH
DETAIL AND SENSITIVITY TO, TR§
SERIES INCLUDES THE 14-FRET I
D-18VMS MAHOGANY MODELS, Tt
AND 13-PRFT HD-28VS HERRING
SMALLER BODIED. OM-28WV}
ORCHESTRA MODEL; AND 1§
14-FRET 000-288C SIGNATU

D,

A

EST. 1833 0

The Martin Guitar Company
America’s Guitar™
To see, hear and play these and other Martin acoustic guitar
please visit your local authorized Martin dealership. For more

information call, 1-800-633-2060. Or visit Martin Guitar on
the Internet http://www.mguitar.com

Martin &



would like to be a more lov-

ing person, and be able to

deal with other people’'s

problems a little bit better.

Men are really closed and
cold together, | think, They don't like
to cry, in other words. And | think
that's wrong, because that's not
true,

Well, | don’t want peo-
ple to get the impression that sex is
all | write about, Because it's not,
and the reason why it's so abundant
in my writing is mainly because of
my age and the things that are
around me. Until you can go to col-

lege or get a nine-tofive job, then

there's going to be a bunch of free

time around you. And free time can Prin ce, Se P t. ’8 3

only be spent in certain ways. But if

people don't dig my music, then stay away from it, that's all. It's not for everybody.
That's really a strange question, because

if I'm that way, then | will be forever writing that way. 1 don't particularly think it's

so controversial. | mean, when a girl can get birth control pills at age twelve, then

she knows just

about as much as |

do, or at least will

be there in a short I don't think
time. People are entertainment is that bad. | still think it's one of the
pretty blind to life, greatest services a person can perform for another

and taking for man—to entertain him, to make him happy. Even if it's only temporarily. Let's
granted what really face it, you turn to the greatest teachers to try to make you bloody happy for
goes on. the rest of your life, and none of them can do it. Not even the greatest, not
even Jesus Christ can make people happy for

their whole lives. He doesn’t even claim to.
Jesus was an entertainer in some respects.
It's important to realize the dark side of life,
that the suffering and the indecision are a fun-
damental, valuable part. Without them there'd
be nothing to write about. “Entertainment” is,
in a sense, a diminutive for a much larger phe-
nomenon; it needs a much bigger word. And
that word to me is “rock,” which embraces and
encompasses entertainment but also does

other things as well.

I don’t think it's doing it on the scale that
it's done it in the past, but rock has never done
what people are still waiting for it to do! It's
not...no, I'm sorry, | don’t accept the position

that it used to do something which it doesn't
do now. It started a job which it hasn't fin-
ished. That's the way | look at it.

Pete Townshend, Aug. '82
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Visit your local Rane dealer soon!
California

Covina - Guitar Center

El Cerrito - Guitar Center

Fountain Valley - Guitar Center

Garden Grove - Pro Sound & Stage Lighting

Glendale - Astro Audio Video Lighting

Hollywood - Guitar Center

Oakland - Leo's Professional Audio

Pleasant Hill - Guitar Center

San Diego - Professional Sound & Music -
Guitar Center

San Francisco - Guitar Center - K & K Music

San Jose - Guitar Center

San Rafael - Bananas At Large

Sherman Oaks - Guitar Center

Connecticut
Danbury - Eastcoast Music Mall
New Haven - Sam Ash Music

Florida

Clearwater - Thoroughbred Music
Fort Lauderdale - Ace Music Center
Margate - Sam Ash Music

Miami - Guitar Center

Georgia
Atlanta - Rhythm City

Hllinois

Arlington Heights - Guitar Center
Burbank - Guitar Center
Glenview - Windy City Music
Villa Park - Guitar Center

Indiana

Fort Wayne - Sweetwater Sound
Indianapolis - IRC Audio

South Bend - Woodwind And Brasswind

Massachusetts
Boston - Guitar Center
Danvers - Guitar Center

Maryland
Towson - Gordon Miller Music
Wheaton - Washington Music Center

Michigan

Ann Arbor - Al Nalli Music

Flint - Bogner Sound & Music
Waterford - Disc Jockey Supply

North Carolina
Charlotte - Reliable Music

New Jersey

Cherry Hill - Sam Ash Music
Edison - Sam Ash Music
Paramus - Sam Ash Music
Berlin - Music Place

New York

Brooklyn - Sam Ash Music

Carle Place - Sam Ash Music

Forest Hills - Sam Ash Music

Huntington Station - Sam Ash Music
Middletown - Alto Music Of Orange County
New York City - Canal Hi Fi - Sam Ash Music
White Plains - Sam Ash Music

Obio
Cincinnati - ICB Audio

Oregon
Portland - Brownell Sound - Portland Music

Pennsylvania
Blawnox - BB&H/Pianos N Stuff

Texas

Arlington - Guitar Center
Dallas - Guitar Center
Houston - Guitar Center
McAllen - Hermes Trading

Virginia

Roanoake - Lee Hartman & Sons

Washington

Lynnwood - Morgan Sound

Wisconsin

Kenosha - Music Center

Middieton - Full Compass Systems
West Allis - Uncle Bob’s Music Center
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“I think everybody has great

potential to understand. |
think probably they

should all take LSD or some-
thing. I did it at one point. It
helped a lot of people.”

"I've always loved untrustwor:

thy narrators.”

“People say, 'sod, how can you
sing that? ['d probably peet

worse i I coutdn’t.”

“I never have had any trouble
reconciting God and the devil,
good and evil in the music
business. All music comes from
God, that's the source of it all.
It would be a bad world with

out music, man.”

“The pirst thing | do when |
arrive in a city is to walk
around, see the churches, the
little streets. Then we have a
good meal before playing.
Afterwards, I get a good night's
sleep. And that's what keeps
me happy.”

“When you're poor, your pirst
responasibility is to yourself,
but when you have money you
have to think about other peo-
ple—and other people are depi-

nitely thinking about you.”

“It's all country—one country

or another.”

FEBRUARY 1997

Yeah, I've still got the orig-

inal guitar | built. It's the
one | record with and play onstage with, and it's
the biggest piece of junk you've ever seen in your
life. Every time | get
a different guitar, we'll be playing and someone
will say, “Are you using a different amp, Ed?" And
I'll say, “No, it's a different guitar.” They'll say,
“Use your other one. It sounds better” [laughs].

I'll tell you how this happened. | used to have a
Fender Strat. When | ripped the guts out—I didn’t
know how to put it back! | swear to God! The
three knobs and the switch...I'm going,
“Goddamn, | don’'t know what the hell’'s going

on.” So | just took everything out and took the
two cords that went from here to there [traces
the path from the pickup to the volume knob)] and

Ross Halfin

the two from there [indicating the jack] and
switched them around until | heard something,

ddie Van Halen Sept. '83

and clamped it down. That's the way it is, and it

works great. That's

how | stumbled onto the AGEN: We're just trying to use what fits. It's the exact opposite of
one volume knob. All the New York Times, where it's “All The News That's Fit To Print.”
you see kids using now Here, we print what'll fit. It's not even a short story, hardly a para-
is one volume knob and graph, so the story doesn't always fit. If you get—as opposed to the
one pickup. Little do kernel of the thought—the husk of the thought, maybe you can fig

they know it's out of ure out what kind of story is there.
ignorance.

FAGEN: It
depends on the song. The lyrics
must be subordinate to the
music and you can only give as
many clues as you have time for.
There's no intentional mystifica-
tion. BECKER: We're not trying
to protect anything. It's just that
some of the smaller, pettier
details in our story are the best
ones. The little things that you
retain in your sense more than in
your mind; they may not make
much sense but they color
something. There may be some-
thing to what you're saying, in
that, if something is open-
Steely Dan. Mar. ’81 eﬁded.orme?némorethanone

thing, or is elliptical or whatever,
someone listening to it carefully enough will in fact become creative, and fill in the
spaces with their own intelligence. And you'd be amazed at the songs people have
written about that we've written. Some guy wrote us and said “Rikki Don't Lose
That Number” is about Eric Clapton and the number is a joint. We get letters,
phone calls—from people who “know exactly what we mean™ and they just have
to tell us that they know.
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Road
Tested

Road tested songwriter and artist Steve Earle and
his band the Dukes embody the ferocity and
poetry that only comes from the hardest of
realities and the most fearless of dreams.

With the Grammy nominated “Train A’

and 1996's “I Feel Alright”, Earle’s contribution
to the “Dead Man Walking” soundtrack and
various production credits to his name, this artist
is standing firmly amidst the most prolific period
of an already remarkable career.

, . “There are a lot of people
On stage, Steve Earle uses the remarkable new whotry fo be StevedEaile, But

CAD 95 condenser microphone, providing crisp h + pale imitati :
and articulate signal reproduction along with ! ' "ty e pene lm)toi')'ons. Re's
extraordinary gain and stability. - :“ SalCIYg pl’OEOf. U Barri
d -Emmylou Harris

The CAD 95 features transformerless electroni -
exclusive FlexForm™ dent resistant screen, 3

exclusive LN.R.™ internal shock mount

providing excellent isolation from mechanical

noise. Available in black-rubberized finish with

brass accents or nickel screen with nickel accents.

" Alive and Hot - Steve 1-800-762-9266



"Music is a strange propession

and it's very hard to pigure out

how to apply yourselp to this

thing day in and day out. The
drive to conjront that question
every day may be some mea
sure of how much you love

music.”

"Talent is a tough taskmaster;
pirat op all, you never know

whether youve reaily got any.”

"I don’t think anything has
changed since the Doors
recorded their jirst album in
1966. I think the things we
were talking about were just as
pertinent today: coming to
grips with pear. with the mad

ness that lies within.”

“Lionel Richie. you know, he
wants to be rock and roll. I AM

rock and roil.”

“At least i you're cold, you're

respected.”

“One can’t be honest as a
musician and dishonest as a

person.”

"Most times, music and art
aren’t necessarily trying to
change the world 30 much as
to just demonstrate a structure
that can exist. and does exist,
that people might be able to

relate to.”

FEBRUARY 1997

Yes. Well, see, my
thing is this: my attitude with Motown is a very
simple thing. The fact is that society had writ-
ten Berry Gordy out as a loser. Before he was
anything, he was written off. No one expected
it to happen—and that's why it happened. No
one ever thought in a million years that from
Detroit there would be some black guy from a
family of carpenters to create this music in a
place where people didn’t even know music
was happening. There is nothing wrong with
being part of an achievement of your culture,
particularly when there are not that many in

Stevie Wonder, Feb. '84

comparison that are recognized. So | would want someone to say, “Well, Stevie
Wonder stayed with a company owned by a black man for forty years.” Or howev-

er many years it turns out to be. A lot of the other companies, they can get any-

body they want. That's been proven—they've gotten most of the Motown acts.

But | would like to see a
certain amount of stick-
to-it-iveness, and just
being there for those
people who don’t have
anything and look up to

| don’t use any of those devices. I'm naive,

this. They can say, “Oh, more than anything—a pretty basic person. I'm very atonal; | mean, |'ve got

it can work.” the scale but no quarter tones, no three-part harmony. Sometimes | don’t

Ray Davies, Aug. ‘83

understand when people analyze what | do.

| don’t really analyze the
whole world, just parts of it. This may sound
silly, but when | think back on the Seventies,
all | remember about it is trousers getting
narrower. Or this woman | went out with a lot
in the early days; | can’t remember her name,
but | recall her teaching me to stand on my
head. That's what stayed in the end. | have to
trivialize things like that, otherwise I'd get too
heavy, too analytical. - I've always been wor-
ried about writing subjective “You and me,
baby” things, which bore me. “Waterloo Sun-
set” was one step removed from that, since
when | finished it | found that all along it was
more about the station than observing the
people. After | finished the record, | did a real-
ly pretentious thing: | went down just to stand
on the bridge, because that was my final con-

quest. It was like having your picture taken with your foot on the animal you

had just shot [laughs]. | do silly things like that, you know.
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It's your music. You recorded it. You made the edits, and mixed
every track. And you did it all with Cakewalk” Pro Audio

Cakewalk Pro Audio 5.0 is the professional musician’s choice
for multi-track MIDI and digital audio recording. Powerful
MIDI sequencing, support for Windows-based hard disk
recorders, and advanced audio editing tools let you produce
CD-quality recordings from start to finish.
Cakewalk Pro Audio is ideal for
multimedia projects too.

s Unlimited Tracks* of Digital Audio

* 256 Tracks of MIDI

* Support for Session 8, Audiomedia
11, and Soundscape SSHDR1

* Notation with Guitar Chord Grids
Lyrics, Dvnamic Markings

¢ CAL Programming Language

* MIDI & Digital Audio SMPTE Sync  » $399 (suggested retail);

* rofessional MIDI Editing Deluxe Edition $479

* Masimum number of tracks determinad by your handware contiguration

MUSIC SOFTWARE

* Graphic and Parametric Audio EQ

s Audio-to-MIDI Groove Quantizing

* Groove & Swing Quantize

* 96 Assignable Faders

* 256-bank Sysx Librarian

* Windows 3.1 & Windows 95
Versions on CD-ROM

Make It with Cakewalk.
Cakewalk is sold at music & com-
puter stores everywhere. Visit our
web site, or call 888-CAKEWALK.
Ask about our Demo CD-ROM.




"Less is more. Simple is more
powerfpul than complex. Much

more powerpul.”

“I never understood being so

cool that nobody heard it.”

"I never met a woman who

could replace a guitar. But ['ve

never met a guitar that could
replace a woman either—some

women, anyway. "

"It’s all about ideas. When
you take on the mantle of a
creative artist, you lay awake
at night thinking and dream
ing, and every waking moment
is 'How can I do something
dijperent prom what | did yes

terday?"™"

"Artists are jucking tedious
people. and people shouid
realize that sooner rather

than later.”

"When you're listening to an
Ice-T album you can agree or
disagree. But you should never
think everything I'm thinking,
because then only one of us is

thinking.”

“I don't pind it very stimulating
making music. With the band,
the marketing, the promotion
side of things—that’s quite in-

teresting, selling our products.”

FEBRUARY 1997

n a funny kind of way, Born To Run was a spiritual record in dealing with
values. And then Nebraska was about the breakdown of all those values,
of all those things. It was kind of about a spiritual crisis, in which man is
left lost. He's isolated from the government. Isolated from his job.
Isolated from his family. And, in something like “Highway Patrotman,” iso-
lated from his friends. That's what the record is all about. That happens in this

country all the time. You see it
on the news. | don't know
what anybody can do about it.
There is a lot of that happen-
ing. When you get to the point
where nothing makes sense.
Where you don't feel connect-
ed to your family, where you
don't feel any real connection
to your friends. You just feel
that alone thing, that lone-
ness. That's the beginning of b

o 2o
the end. It's like you start ﬁ, '
existing outside of all those «

things. So Born To Run and
Nebraska were kind of at

opposite poles. | think Born In
The U.S.A. kind of casts a sus-
picious eye on a lot of things.

That's the idea. These are not

Bruce Springsteen, Nov 84

it's not the same situation. These are survivors and | guess that’s the bottom line.

the same people anymore and

That's what a lot of those characters are saying in “Glory Days” or “Darlington
County” or “Working On The Highway.” It certainly is not as innocent anymore. But,
like | said, it's ten years down the line now.

It seems
to me that | have to do some soul searching to
see what | want to say. It calls for fasting, feel
ing, praying, lots of prayer, and maybe we can

come up with a more spiritual social statement to give people.

| have been apathetic, because | know the
end is near. Sometimes | feel like going off and taking a vaca-
tion and enjoying the last ten or fifteen years and forgetting
about my message, which | feel is in a form of being a true
messenger of God. | was thinking this morning that in my stage
performance | am not putting out the message like | should.
Today | already decided that | am going to make a slight
change.
That's his role. My role is not nec
essarily his. That doesn’t make me a devil. It's just that my
role is different. If he wants to turn to God and become with-

out sin and have his reputation become that, then that is what
Marvin G aye, Au g . ’ 8 3 it should be. | am not concerned with what my role should be.
| am only concerned with completing my mission here on earth.

My mission is to tell the world and the people about the
upcoming holocaust and to find all of those of higher consciousness who can be

saved. The rest can be left alone.
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Why is
Ricky

Lawson

smiling’

ibraltar '—-
4

Is it because of the satisfaction and
acclaim he's received after logging
thousands of miles on the road with
multiplatinum artists like Michael
Jackson, Whitney Houston, P’hil Collins
and Steely Dan?

Or is it because his VenWood drums
have maintained their stunning look,
resonance, tone and projection over those
years, after hundreds of performances,
night after night, stage after stage?

Could it be VenWood's wide dynamic
range and response, from full slam to
whispery soft that makes them powerful
enough for a stadium or subtle enough
for a club?

Find out at your nearest Remo dealer.
Check out VenWood and just try to wipe
that smile off your face.

\REMO)

(805] 294-5600




"The ownership op music is a

pairty recent phenomenon. It

began in the 19th century and

was pirmed up in the 20th. But
if money ia to be made jrom
the sale op my work then [ wish

to receive my share of it.”

“These guys at record compa-
nies do not have mental priori
ties. Their priority is, ' don’t
care whose dick I have to suck.
I'm keepin’ my job.’ And they
do. They move from company A
to company B. The top execu

tives just rotate.”

"Cverybody could make their
own records. It doesn’t cost an
awpul lot to print up a pew.
But the industry has made
people expect to pay money. I
you start oppering people cheap
records, they'll think that the

muasic on them is cheap.”

"I like the way the American
press operates. It’s very open
and you can understand

what’s being said.”

"Radio’s like the Catholic
Church: you can only paint the
saints, that’s all we want to

see.

"It must be terrifying to be
signed to a label like Columbia
and lose your deal. That could
never happen to me. Unless |

pire myselp.”

FEBRUARY 1997

don’t care what people do to

the music. If you want to get

up and dance, pal, you get up

and dance. These American

audiences are so used to
being baited by the same old thing
three times a week; they go to see
their show, and it's always the same
“Get up and rock ‘n’ roll,” “Hey San
Francisco, are you ready?” And they
always go for it, every single time. It's
the easiest thing in the world to walk to
the edge of the stage and say,
“Everybody up!” But this isn’t the mili-
tary, you know, | don’t have to tell peo-
ple that. That's what they want you to
be, some sort of a chief that tells you
what to do and all. It's pathetic. if I'm
in the audience, | find it very insulting

1 LOVE
CHARISSIE

FUCK

Chrissie Hynde, Dec. ’'81

for the guy to say, “All right, everybody up, everyone clap!” if | want to clap, I'll

clap. That was the whole idea of rock ‘n’ roll in the first place, wasn't it? Don't do

what someone tells you to do, do what you want to do. Now everyone wants to be

told what to do all the time. We did a show one night, and no one stood up, every-

one sat there the whole time, and | felt like the band’s not very good tonight,

maybe the sound's bad. Towards the very end of the show, | said, “All right, you

can stand up now.” And
the whole place was up! |
said, "l guess some peo-

ple always have to be
told.” You know, what a
bunch of dullards.

ell, | don’t want to sound smart or anything, but | reatly

did know there was an audience not being tapped. The

young people with the long hair, the beards, the dis-
senters, the draft dodgers, all the kids who didn't want

that war, had not been a welcome part of the “country”

Neils van iperen

Willie Nelson, July '82

streaming into the setting. That was the greatest morning of my life. | knew then

audience. There was a division between
them and their parents, who thought
they were long-haired, dope-smoking
hippies. | knew better. | knew if a guy let
his hair grow it didn’t make him Charles
Manson, and if he smoked a joint it did-
n't make him a drug addict. So | decid-
ed to join them. | decided | had gone as
far as | could with my redneck friends.
And then I just bowled on through. That
was 1972, and my first get-together
was in '73. | figured I'd have it on the
Fourth of July because it'd be too hot to
fight. Just lay back and listen, and
that’s what happened. My biggest thrill
was when Leon Russell and | and sev-
eral hundred friends gathered the night
before. Had a little party, drank some
beer, ate some barbecue, and picked
until daylight. Leon and | went onstage
right at sunrise, turned on the sound
system, and started playing together,
and we could see thousands of people

something good was going on, and it hasn’t stopped since.
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Robert Fripp, June ’'81

ne night at the Marquee in
1969 King Crimson went out
on a tangent—maybe just for
five minutes—and you never
knew where the hell it was,
but 1 was telepathic—| knew everything that
was going on, and what people were thinking.
Because there was that energy in the room,
and | became a human being in such a way
that. . .if that's what it means to be a human
being, then | want to become a human being!
Once you've had it, you have to find a way of liv-
ing like that again. Otherwise there’'s no point
in anything. Sometimes—and this is only a
theory—I think that music needs a musician to

i play it. That the music itself is alive, but you
have to be out there to know it. And at that
2 point it may be possible that the music is wait-
- ing to be played. So it needs a musician. A

funny thing happened in Philadelphia during my
Frippertronics tour. | was listening and | heard

the next note | had to play. And | played it. Then | heard the next note, and | played

that one. I'd been waiting 23 years for that to happen. And | started to cry while
| was playing. | thought, well, this is shit, but | thought | should trust it. So I did.
It's a question of trusting the music to play itself.

f you call the kind of music we're doing

now "non-hierarchical,” then performing

it for a community in a way describes the

way a community can be organized, that

it can work without having that kind of
hierarchy. So the music becomes a sort of aural
demonstration. Yes, as a
metaphor for a social system. It doesn’'t even
require thought when you hear it. It communicates
more directly. People might hear a piece of music
that's organized in a particular way and really
enjoy it, because that's the way they'd like other
things to be organized. Maybe it's the kind of
social organization they're comfortable with, so
the music really connects to them on some sort of
deep level.

Yeah, it does sound pretty idealistic. Yet
most art shoots for the same thing: It comes to
work as a way of organizing people socially or a
way of looking at the world. If you look at it this way
it's not so idealistic; most times, music and art
aren't necessarily trying to change the world so
much as demonstrate a structure that can exist,
and does exist, that people might be able to
relate to.

David Byrne, Apr./May ’81

Yeah. I'm part of the same society, so I'm probably part of the same

phenomenon. The fact that our music implies a different kind of social order was a

way out for me from all the predicaments our society has gotten itself into, We've

achieved more by collaborating and cooperating than we could have achieved by

everyone asserting their individuality. It's exciting.
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"When | see k.d. lang. Belinda
Carliste, Chrissie Hynde—these
militant vegetarian shitheads
put their oot in their mouths,

I think, "How shallow, how
transparent, can one’s
unlearned opinions be?’ Killing

is cool. Murder is a sin.”

“The L.A. Phitharmonic said
they would like to have me
write a two-piano concerto
and they would give it the
world premiere. | said, 'Oh,
that's really very nice o you.’
They said, Yeah. but we want
you to buy us two grand

pianecs.” "

“The music business has never
been a sanctuary of saints. It's
been the garment industry

rejects.”

"Iy John Lennon had any idea
that someday Michael jackson
would be deciding the puture
op his material, i he could |
think he'd come back prom the
grave and kick his ass, and
kick it real good, in a way that

we would enjoy.”

"A case can be made por the

standardization of the indus

try. Back in the ‘scream’ age, i}

any of the twelve-year-old girls
would get up and take an
Instamatic plash shot, a unt
pormed policeman would beat
her on the head with a night
stick and push her back into

her seat.”
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By 1985 it was clear that the post MIV. indie
stirred perment of vouns bands would produce a new generation of
superstar musicians. For our first cover of that year —and of my edito
rial era—we made the (no brainer) call that U2 would be one of them.
Looking back. no other artist or group so dominated late Eighties rock:
they were the closest approximation to that Police like union of musi
cal weight and massive pcp appeal that had enersized Musician under
ita previous editorial regime. Who were the other superstars who
would be part of this changing of the musical guard? That was less
clear. Wire Train. Wall of Voodoo. the Del Fuegos. and R.EM. had all
emerged as prcmising rookies in 1983. but by now we had a pretty good
idea that only the last would be sticking arcund. When would “second
tier” bands like the Paychedelic Furs. INXS. the Cure. or Simple \inds be
ready por prime time? Sadly. the answer in many of these cases was not
what we hoped it was an earlier generation of late-Seventies stars
that quickly stepped in to pill this vacuum. Experienced hands like
Mark Knoptier. Phil Collina. Peter Gabriel. and ZZ Top deployed the new
video medium with a consummate cunning. (Ves. Musician really did
have a “Video Shorts” section once.) E£lvia Costello and Bruce
Springsteen. two songuriting giants. produced some of their grittiest.
moat introspective work. Prince did everything he could to undo his
Purple Rain epiphany (and to avoid talking to us). but still managed
some major greoves. Tom Petty and Van IHalen (minus David Lee)
refused to go on vacation. but Talking Heads. unfortunately. did. And
we all watehed with bated breath to see whether solo Sting could possi
biy mateh his pcrmer impact. or would even try. (Does anvone think the
Jury'a stilt out on this one?) flarder to explain was the troubling per
sistence of the ‘60s sel. Whether it was Traveling Wilhurys or former L ed
Zeps or the Who or Pink Iovd. members of rock’s original royalty were
determined 1o stay tn the public ear. Clapton. by now a porce op nature.
continued 10 sell. All the Beatles but Ringo got their oun covers. as did

Mick and Keith. We were frequently criticized for our reverence tor this

M U S

generation of artists. hut thex were making some
of the most satispying music out at the time. Deal with it he old
guys also dominated muceh of the jazz tandscape. Ihe ‘608 cast a long
shadow. even as Wyitton resurrected Kind of Blue. and our tribute to
John Coltrane was one of the moat memorable issues op the eva. The trib
ute to juco was one of the saddes!. and we said goodbye to par too many
seminal players. Meanwhile. a staliwart group of jaz: radicals like Steve
Coleman. David Murray, and Don Pullen stood up to creeping Kenny G
ism. A new genre, world musie. gained a deserved toehold but so. alas.
did new age. Hlyperhole. like much else. was extended in range and
frequency in the Lighties. but in one arena some of the hype was
deserved—the arrival of MIDI and digital technology. which really did
change how music was written. arranged. and recorded. In 1985 top
qualitx MIDI sequencers appeared. 1986 saw aftordable digital sam
pling. 1987 brought accessible SMPIE control and cheaper. better
processors. DAT. and eventually the ADAT, provided a quantum leap in
audio standards. And by the end of the decade. tull peatured digital
recording to disk was upon us. \t first we looked tor the eptects of
the MIDI explosion in the trendy virtues and (Miami) vices of Jan
Hammer. [loward Jones. the Thompson Twina. and other kevboard
heroes. But ultimately it was the pop producers who reallv put the dig

ital revolution on the radio. Purple repugees Jimmy Jam and Terry Lewis.

Kenny “Babyftace” Edmonds. and Guy's Teddy Riley were all represen

tative of the real MIDI/digital paradigm: musi
cians who became 8o intimate with the new tech
nology that thex could throw away the manual
and communicate intuitively through their
gear. The next decade. bubbling up with all
kinds ot hip-hop. grunge. and techno possibili
ties, would have at its disposal a range of
sounds and techniques pew could've imagined

at the beginning o 198s.
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"People tend to have the opin-
ion that successpul artists are
not made of plesh and blood or
don’t have human peelings. The
industry doesn't give a shit
about who you are. Jou're just
a product, whored out to do

certain things.”

“Being a rock and roll star is
like having a sex change.
People treat you like a girl.
They stare at you, they potlow
you down the street, they hus
tle you. And they try to puck

you over.”

"In the early Seventies there
was no pear o breaking the
rules, no concern about sales.
Then it stopped and became a

business.”

"Nobody asks us to try to make
beauty i} it's not co-signed by a

corporation.”

“The Sugarcubes were about us
getting hilariously drunk and
having permission to travel

around the world because

some poreigner decided that we

were brilliant.”

"I'd rather be cleaning win
dows than be pucked around
by a bunch o AGR guys who
meet you por an hour and
expect you to listen to what

they say.”
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[Trying not to laugh) Well, quite hon

estly, | think it is sometimes. But in

most cases, | really do know what |
want. | mean, I've never really been able to
communicate properly like those producers
you see sitting there talking about A-flats.
Obviously | have to identify chords and
things like that. But the most important
thing for me is to convey the atmosphere of
the song, the feeling that | want them to pro-
duce. So rather than say to each of them,
“You do this” or “You do that.” | spend a lot
of time trying to explain the story and the
atmosphere.

Kate Bush Jan. '86

[Laughter] | think that is the most
fascinating thing to write about, if | can find an area of the personality that is
slightly exaggerated or distorted and. if | feel | can identify with it enough, to
try to cast a person as
perfectly as | can in ) 4 T " YNTON: | played in a
terms of that particular Rk, funk band all through
character trait. Anger, high school. We played
for instance, is really real funk tunes like

fun to write from that

Parliament-Funkadelic,

point of view, because | authentic funk. It wasn't this junk they're trying
very rarely show anger, to do now to get their music played on white
although obviously | radio stations. Now, to play the Haydn Trumpet
sometimes feel it. Concerto is a lot different from playing “Give

Up the Funk™ or “Mothership Connec-
tion.” | dig “Mothership Connection,”
but to me what pop music is trying to
do is totally different. It's really geared
to a whole base type of sexual thing. |
know tunes that they have out now:

Here's people squirming on the
ground, fingering themselves. It's low-level realizations of sex. Now to
me, music to stimulate you is the music that has all the root in the world
in it but is trying to elevate that. to elevate the people to a certain level
rather than go down. HERBIE: It's not like that, Wynton. If it were, it
would just stay the same. Why would the music change? WYNTON:
Because they get new computers. HERBIE: Automation doesn't imply
sex to me. It's the opposite of sex. WYNTON: But that's not what we're
talking about. HERBIE: You said the music is about one thing, and it's
about sex. And I'm saying it's not just about that. WYNTON: We don't
even want to waste our time discussing that because we know that that's

what it's about. Now check out what I'm saying. . . HERBIE: No, ‘cause
N . you've talked a lot. . . WYNTON:
Wynton Marsalis & Herbie Hancock, T I e
M are h ’ 8 5 HERBIE: [/aughter] Give me a break! I've never been on an interview with you, so

I didn't know how it was. Wowww!
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bet Roberts

Peter Gabriel, July ’86

'm not trying to deliver African pas-
tiches. I'm using the influences as
tools to take me to somewhere else

within my own music. There are plen-

instance, in his painting Les Demoiselles

ty of precedents for that process; for

d'Avignon, Picasso took the African mask and
totally transformed his own style of painting.
From that incident grew a whole realm of new
work. Strictly speaking, the idea was “stolen,”
but it was a justifiable action. Similarly, for
musicians to “steal” material from whatever
inspires us is fundamentally important, and
music as a whole is much healthier for it. In a
small way | feel that I've contributed to that
process, because while there’s now a much
greater awareness of the possibilities of semi-
tuned percussion in rock, this wasn't always
s0. At the time | worked with marimbas on the
third album [1980), that appreciation was very
rare. I'd stolen that influence from Steve Reich,

who in turn had taken it from Africa. Theft, if you like, is the lifeblood of all art.

Actually | think that the idea of “talent” is incredibly overrated. A need to survive

is much more important...If it becomes critical that you do well, you'll achieve it.

If you went up to someone on the street with a gun and said, “In twelve months’

time you'll be shot un-

first dug Little Richard at the Two Spot, down on the corner of Fifth less you produce a great
and Walnut. Seeing Little Richard singing “Tutti Frutti” and getting work of art,” he would

over, | went on to the WIBB studios in 1954 to do a demo of “Please, suddenly find the motiva-

Please, Please.” Don Robey from Duke/Peacock Records in Houston tion to do so.

want it, Leonard Chess of Chicago’'s
Chess and Checker labels want it too, but
Ralph Bass of Federal put his job on the front
lines for that tune. We went up to Cincinnati,
me and my boys, to record it right, but Mr. Syd
Nathan of Federal and King Records, he didn’t
want no part of that record. Mr. Bass loved that
record to death anyway, lost his job over that
record, and pushed the thing hard all during
1956 in Atlanta, in Birmingham, down in Florida
with the help of promo man Mr. Henry Stone,
‘til it was pandemonium from Federal for ‘56,
hear me? Pretty soon Mr. Nathan, he saw the
light, gave Ralph back his job, and we git down
to serious business. Because of the Lord, who
I thank in a minute, everybody's been seeing
that same light shine since! Michael
Jackson, he used to watch me from the wings
and got his moon walk from my camel walk. |
ain’t jealous, I'm zealous. | ain’t teased, I'm
pleased. Who's gonna do James Brown bet-
ter'n James Brown? Think! I'm not afraid to be
the boss, see? That's how James Brown
music came to be. Back when everybody was

James Brown, Apr. '86

listening to soap-suds songs and jingles, | emphasized the beat, not the
melody, understand? Heat the beat, and the rest’ll turn sweet.
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"Young black musicians are

realizing that we can do the

same things the white musi
cians do, but we just have to
be really good at it. There are
more white people than there
are black and unfortunately it
shows up really strong on

record sales.”

"America is the only place in
the world where you can actu
ally make some money jrom
touring. And we have to make
some money, Charlie and me,
because we don't write songs.
It sounds very mercenary. but

it's the pacts of lige.”

"I asked Ornette how to handle
business. He said. 'l just tell
them to add another zero to
the end. It's not hard for them

to do.™

"We want to see people who
look healthy and are lost in the
music. dancing. Beautiful bod
ies moving. people grooving on
each other and on our music.
We don’t want to see these
dildo jackheads in the pirst
row—the record company or.
more likely, the promoter they
give these pree tickets to. All
these dinkbrains in front, |

hope they get crushed.”

“The impression was | was only
in it por the money. And | was.
But that doesn’t mean I'm not

a good musician.
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"I would write a song called
‘Satispy Yourselp.’ Leon
{Russell] would rewrite it as *
Wanna Satispy You' and I'd get
no credit. But it was a great

learning experience.”

"€ven Miles suppers from being
committed to the marketplace.

Much, much too much.”

"When | was a kid, ‘'making it’
meant playing a good solo
when it was your tumn to play.
Then you'd have to come back
and 'make it’ on the next tune.

Music’s not the stock market.”

"With all respect to the Who,
their trip around America was
a cynical exercise in making as

much money as they could.”

“One day the record company
called and said, You've got a
hit record. Why don't you get
yourself a band to plug it?’ |
said, 'I I have a hit record,

what do I have to plug it jor?"™"

“"Had I been ‘smarter’ on a
commercial level, | would have
imitated the Tribute to Nino
Rota album 15 times and made

a 'Wiliner Hill’ label.”

"You know, I've never done a

commercial in my life and |
really don't want to start that

shit now.
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he first time | ever played slide

was in 1969, although | sup-

posed | stuck one of those

things on my finger somewhere

before that. Eric Clapton got
his manager to bring Delaney and Bonnie
over to England, and Eric was in the band. |
went to see the first show in December. It
was such a good rocking crew; | figured it'd
be nice to be in it. They said, “Okay, we're
coming to your house in the morning.” And
they pulled up the bus outside my house and
said, “Come on!” 1 just grabbed a guitar and
an amp and went on the road with them. They
had a song out called “Comin’ Home,” which
Dave Mason had played slide on. Delaney
gave me this slide bottieneck and said, “You
do the Dave Mason part.” I'd never attempt-
ed anything before that, and | think my slide
guitar playing originated from that. I've got

two slides, and the main one I've used is a
piece off the old Vox AC-30 amplifier stand. | 0 A
asked the roadie we used to have in the Geo rge Harrison, Nov. 8 7
Beatles, Mal Evans, if he could get me one, and he just got a hacksaw out and
sawed through a piece of the amp stand. | used that a fot, and | had some glass

slides made aiso. The

glass slide tends to be a ONRAD LOZANO: When Louie introduced me to some South
warmer sound, whereas American groups like Los Incas, | just fell in love with it. | took up
the metal one is more the guitarrén, and it took me a year just to get the strength to play
slippy and brighter. But | it. I loved the sound and the challenge, | guess. We made a lot of
couldn’t tell you which instruments too. The reward was that older people would appre-

one I've used where, be- ciate what we were doing, and then younger fans would start to get into it.
cause | don't make LOUIE PEREZ: We didn’t even have to say, “I'm tired of playing Top Forty”: We
notes on it. felt it. But a lot of other people couldn’t understand why we were making records
we used to be embarrassed to hear our
parents play. CESAR ROSAS: We didn’t
start off playing Tex-Mex and all that
“button” stuff. That came years later. We
became musicologists in a way. One of
the things we were known for was having
a harp in the band—not a blues harp, |
mean a big harp. That was part of the
music that had developed in Velazquez,
Mexico. And then, around 1978, we
decided to give up rock music complete-
ly. For two or three years | didn't touch an
electric guitar, and for almost five years
we never bought a rock & roll record. Just
 folk music—Mexican, African, Chinese,
South American. DAVID HIDALGO:
We've always been caught in the middle.
Like we'd get ostracized by guys who
thought we weren't political enough. Then we’d

Los Lobos, Apr. 87

go to social functions and other people would
ask us, “Where's your suits?”"—meaning the damn mariachi suits. We'd say,
“We're not that kind of band.” “Oh,” they'd go, “you mean you're political?”
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Tom Waits, Oct.

n nmusic the intelligence is in the

hands. The way your hands rub up

along the ends of a table. You begin to

go with your instincts. It's only danger-

ous to the degree that you only let
yourself discover the things that are right there.
You'll be uncomfortable and so you'll keep
returning to where your hands are comfortable.
That's what happened to me on the piano. |
rarely play the piano because 1 find | only play
three or four things. | go right for F# and play
“Auld Lang Syne.” | can’t teach them, so | make
them do something else.

Not necessarily. | tike picking up instru-
ments | don't understand and doing things that
may sound foolish at first. It's like giving a blow
torch to a monkey. That's what I'm trying to do.
Always trying to break something, break some-
thing—break through to something.

That's a trap
too, though there’'s something in the fact of a
studio with instruments you've spent thou-
sands of dollars renting, to walk over to the

bathroom and the sound of the lid coming down on the toilet is more appealing

than that $17,000 bass drum. And it makes you crazy. When the intervals and

the textures begin to dis-

annonball and them all started using the Fender electric piano. We turb you more than the

weren't copying the sound, we just liked it. Mainly because Joe newspaper, or your rock-

[Zawinul] played so nice on the Fender. Now it's a little bit differ- ing chair or the comfort

ent, but | like it. They've taken the textures of orchestration and of your mattress, then |

synthesized it: You can play with five pieces what used to take sev- guess you're in for the

enteen. So instead of playing against Sonny and Jackie McLean, you pre-record long haut.

it on the keyboard and then play against that. It's
just another challenge. | liked what Marcus
[Miller] did for me on Tutu. We sequenced the
drum parts because they're polyrhythmic, and
Stevie [Thornton. percussionist] can’'t always
remember them. | told my son, “If you want to be
a true musician, you have to be like Marcus
Miller: Be able to play piano, drums, bass. all of
it.” That's the way it is today and | love it.

What | used to play with Tony Williams. Jack
DeJohnette, Herbie. Chick, Cannonball, Bill
Evans. all those different modes and substitute
chords. we had the energy then and we liked it.
But | have no feel for it anymore. Other people
still do it, but it doesn’t have the same spark. It's
more like warmed-over turkey. Wynton Marsalis?
I don’t know about him, man. | know he doesn’t
talk like that when we're alone together.
“Preserve this” and “"preserve that”: The way
they're going, we'll have blacks back on the plan-
tation. | mean, it already is preserved. Isn’t that
what records are all about? | just tell people

Miles Davis, March ’'87

it's like this: | can’t wear bell-bottom pants anymore. And | don't drive an Edsel.

| drive a Ferrari.
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“Culture can be used to take
people away jrom reality, like
‘dance your troubles away.’
The government can poliute the
world, take our taxes. and
nobody's looking at them any

more ‘cause we're partying!”

"We're an Australian band.
We're not going to preach poli
tics. We act on issues that

directly appect our lives.”

“I don’t think that benepits do
anything, other than just show
that people are emotionally
involved in the same com
plaint. We'd rather do a con
cert and then take that money
and use it in some way which

we hope will improve society.”

“I did a radio show in New
JYork with Bob Geldo} recently
and he said he didn’t believe
rock and roll could change
anything. And I said. I dis
agree. At a good gig a kind of
liberation can take place, and
you don’t go home and take
quite as much crap §rom the

news as you did before.”

“I§ you've got a platform you

should speak. But it's always
musicians who are doing the
work government is really sup

posed to be doing.”
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"I am South Ajrican. I don't
express the revolution. | am

the revolution.”

“One of the dangers of raising
money with pop stars and big

concerts is that people assume
a miracle will take place.

There are no miracles.”

"What Ice-T did with 'Cop
Killer’ indicates that people
don't understand art. They
think art is obvious. Iy you say
it literally. that's what you
mean. The context you present
something in and the way you
present it is meaningless to
these censor types. That's

where art meets the wall.”

"I the guy who owns K-Mart

wants to put stickers on my re-

cords. I don't really give a shit.”

"I a pop pigure is worth any-
thing, given the pailure op our
political institutions, it's to
assume a responsible position,

a posture o} salvation.”

"I} somebody wanted to torture
me, they could porce me to
hear music through Ronald

Reagan’s ears.”

“There's one thing about MTV
that bothers me-—you don't
seem to see many black acts on

it.”
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‘m not the kind of guy who puts himself up as being the greatest this or

that, and | hate to say this, because | don’t want it to sound like back-

patting or whining, but there are so many things | came across over the

years that | wanted to develop on the tenor that | had to sort of curtail

because of dental problems and
operations I've had over the years. I've just
barely scratched the surface. It's just a
matter of what you want to do. Who would
have thought years ago that guys would be
playing wind instruments using all these circu-
lar breathing things, holding a tone indefinite-
ly? There's all kinds of expressions that
haven't been developed. With different mouth-
pieces |'ve gotten enough notes that it sounds
like chords; where you can play a note lower
than the lowest note on the tenor, and not by
slipping your hand over the bell either.  And
guys say, "Oh, Sonny, that's impossible.” But
I don't think there's anything that can't be
done. Because music is such a spiritual thing,
man. There's a place where | believe you can
transcend these metal instruments and go to
another area where you can impose a spiritual

Sonny Rollins, May '88

reality on the music you are playing. | don’t even want to know | have a homn: |

want the music to play itself. If you have the determination, if you have the faith,

if you have the ear of God, you can do any of
these things.

Tom Petty, Sept. ’87

The main
reason | keep on is that | believe the
music will keep getting better. We're

not the kind of people who kid themselves very
well; we're pretty hard on each other. Bring in a bad
song and, boy, you'll pay [/aughs]! "This is shit!,”
you know, or "No, I'm not doing another take
because this song sucks." They're very blunt peo-
ple.

Sometimes all you
can do is laugh, or you'll cry. Dylan gave us songs
that made you laugh while informing you. It makes
the medicine go down a little easier. - You look up
and what is there to believe in? The preacher is
fucking his secretary while they take hundreds of
millions of dollars off sick, arthritic people—the
ugliest kind of crime. You can’t go to a McDonald's
without fear of being mugged. | know, you look at
newspapers in the Twenties and they're filled with
talk about the end of the world. But now we can't
kid ourselves; they can blow us all up. | have to
take exception to that. | saw Dylan getting criti-
cized in Australia by this guy who was saying, "Your
new songs aren’t as relevant as your old songs."”

And Dylan said, “Well, I'm out here writing songs. What are you doing?" You know,

like a whole generation is out there driving BMWs and trying to be lawyers, and at

least I'm trying to do something. | thought that was pretty relevant.

M UuUsi 1 c1l AN




"People are always going to

use music as an eseape. but ip
music doesan’t serve to heighten
eonsciousness or help rip away
a veil of complacency. then it's

an opiate.”

‘We made a demo with five
songs on it and we would go
from record ecompany to record
company and they'd go. The
What? The Doors? How do you
spell that?’ We got rejected by

evervhody in town.”

"All of a sudden alternative
radio is a big moncy thing, s0
you get all these guys in suits
and ties who want to tighten
the format. They have no
knowledge of music and cer
tainly no paasion por it. They
just want to play whatever

sells.”

“A whole lot of people in the
gangata community come to a
point where they might want to

change. but the day they

change is the day they're

{abelled as sellouts.”

“[A Sex Pistols reunion] is not
possible. What's the point of
40-year-old geezers trying to
pretend they're 18 again? [t
would be pake and it would be
purely por the cash. | would
peel very guilty. It would ruin

everything I've achieved.”
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“Independent distribution has
vaporized over the last pive
years. In the long run, that's
going to be the undoing of

alternative rock.”

“Clapton was the only one |

ever copied.”

"When [ listen to Mariah
Carey. | don't care what she’s
saying. I'm not transported to

her point of view.”

“What's the difference between
us and Led Zeppelin? | play
quitar, Jimmy Page plays
gquitar. He sells one million, we

sell six million.”

"[Beck] is the best. He's the best

quitarist in England.”

“Pete Townshend may be one
of rock and roll’s rare authen

tic geniuses.”

“I hate the Who. A lot of people
compare us but I never lis

tened to them.”

"Rod Stewart’s an egomaniac
and one of the meanest guys

on two peet.”

FEBRUARY 1997

ick and | talk about every-

thing. Our battles are far

different from what peo-

ple imagine they are. All

people hear is that we're
pissed off at each other, but Mick and | have
known each other too long. I've known him 41
years. Our battles are personal, and people
should understand that we're just sparring.
When you know somebody that long, it's not a
simple matter to dissect. It's not just two rock
& roll superstars arguing about who runs the
Rolling Stones. It's many other things, all of
them complicated.

It is hard. You're the focal point. The
idea of a band is to support that, never

Keith Richards, Oct. 88

detract from it, especially in larger and larger venues. In front of a hundred thou-

sand people, the band has to make the singer feel that much more confident.

He has to know that no matter what goes wrong, no matter if he sprains an ankle,

the show goes on. Of
course, what happens
over the years is you give
him so much confidence
that he thinks he doesn’t
need you anymore. But
that's another story.

Eric Clapton, Nov. 86

MU S I CI AN

Oh, all the worst

things of adolescence, | went through. You know, the falling in
love and getting hurt, all that kind of thing. Constantly going
after women who were out of my reach. And, yeah, | think it's
exactly that. | mean, guitar playing—it's like a bluff. Covers up all your wimp

things. If you can get that down ... | mean,
the first recognition | ever got amongst the
crowd | used to hang out with was for my
guitar playing. | tried to dress like them, |
tried to get my hair right and look good, but
| was lacking in these departments. So the
guitar ... | think | was probably lucky, and
was gifted in that way, because it didn't
seem as hard as it should be. That was
what got me through. | always wanted
something other than the guitar. | hate the
sound of just a straight guitar. When | pick
up a guitar and it just sounds like a guitar,
to me that’s boring. First of all, | wanted to
sound like Little Walter. | wanted to play the
guitar and make it sound like a harmonica.
Then | wanted it to sound, for a long time,
like Junior Walker; if you can get a guitar to
play like his saxophone, you were off and
running somewhere else. Really, there is a
series of phrases that all those musicians
use, and whatever instrument you play has
nothing to do with it. You just go for those
phrases.

David Gahr



He's right. | don't
think I've written an autobiographical song in my life, though there’s

autobiography in a lot of my songs. I'm not a fan of the life-of-the-artist-

., as-art approach: “This is my life so it must be great.” That's boring to

me. Therapeutic? Yeah, it's therapeutic sometimes; hopefully it serves some
other purpose than just selfconfes-
sion. When you're on a stage or
singing on a record, you're wearing
another hat, a false beard and mous-
tache. You're assuming some kind of
role. This doesn’t mean you're not
sincere what you sing about, but it's
not necessarily the truth as lived by
you in your life. | know people who do
write like that and it works very well. |
just finished a record with Loudon
Wainwright. He probably writes more
literally about his life than anybody

else. He has a way of doing it that's
very honest. He doesn't shirk from
the painful bits. | think it's tremen-

dous but | can't do that. I'd rather
turn it into something
Richard Thompson, Deec. 86 . o me has more
meaning and a more
t worries me that people judge us by their own assumptions regarding lasting quality, and per-
what the band is about. When The Unforgettable Fire came out there haps | can sneak in a lit-
was a negative reaction to it in the United States-it wasn't a straight rock tle allegory or a little
& roll album. At that point we could have made a rock & roll album, but morality without anybody

we started to experiment, and experimentation is almost not allowed, noticing,
because pop is the dominant force in music
in the Eighties. Rock & roll criticism has to
own up to its own limitations and uncertain-
ties. And then there is the problem of being
an Irish band in Ireland, and they're holding
on to us, trying to turn us into some kind of

icon. '

Well, I'ti tell you
what | think. | see something changing. |
think people are looking for art that doesn’t
just reflect the chaos, but challenges it. And
that's why | believe there will be a re-exami-
nation of soul music, country music, gospel,
and folk music made by people. As one

: French writer said about us, what's so extra-
ordinary about being human? To a lot of the
intelligentsia, the most offensive aspect of
U2 is our lack of self-consciousness. But
rock & roll is not an intellectual art form; it's
much more to do with instinct. With U2 I'd
like to achieve a balance between the head
and the heart. I'd like to make a rock & roll
album now that has at its core a sense of abandonment. There are so few artists
owning up to what it's like to have both fears and faith.

Bono, Oct. '87

M U S I CI AN

“"Leon Ruasell told me once, ‘i
you sing as bad as me and you
don’t put the vocal right up
bront. everybody i3 going to
think you're trying to hide
something. But if you do put it
up pront, they'll listen to it and

think it's neat.”

“Bird was really selpish. I} you
had some dope he'd want all
of it. I you had some pood,

he'd want all o that.”

“I love the way Willie Nelson
sings. He phrases sometimes

like I do.”

"I like Wes Montgomery, Grant
Green. | never wanted too
much speed. | always wanted

a groove.”

"€ric [Clapton] didn’t want to

play with me after a while.
because [ used to lift him into
unknown territory. He's an
incredible pucking jazz player
but he doesn’t think he is,
because he doesn’t want to go

into unknown territory.”

"Nirvana, Pearl Jam, Alice in
Chains, and Soundgarden are
like this big vacuum cleaner,
sweeping up all the stup} that

got really corporate.”

"Madonna is responsible por

my legitimacy.”

FEBRUARY 1997



"Listening to £nya makes me

have to pee.”

"I was glad that John Lennon
could be happy for a pew
years. If that made people ner

vous, so what?”

"Betty Carter i3 by par the

greatest jazz singer. A woman
who stands there with all that
strength, it's because she's vul

nerable.”

“Steven Spielberg has his pjan
tasies, | have mine. ! think
Thelonious Monk was the alien

in my bedroom.”

“f think that Marvin Gaye is as
great as Thelonious Monk. | tell
this to people my age and they

get very upset.”

“I get the peeting that Phil
Collins is pretending to be a
rock & roller. It's an act. That's

why it's unsatispying.”

“Since I'm the only person !
know who doesn't dig the
Police. I know they must be

good.”

"After you've heard Hendrix,
what are you gonna do? Jou
can't get that out of your

mind. You don't want to.”

FEBRUARY 1997

went out and got those records, the
Pistols album and the Clash records,
and | thought, "This is what's getting all
the attention.” | knew that the songs I'd
written would sound really precocious, |
knew they had a lot of American influences and
that was very out of fashion. | thought | would
just get dismissed out of hand. So | scrapped
most of the material, keeping only the songs that
were the most jaggedy. Then | wrote a load more
that were very concise. That's where that first
album came from. And that meant | was an
album ahead, because | had songs that got dis-
mantled or certain lyrics got used again, which
was quite useful because it meant | could dis-
card a lot of things. It sounds a little calculated
in retrospect. But I'd been trying for three years,
and | really did think | had some good songs.
The process of writing wasn’'t such an artistic
endeavor as some of the more pompous critics
would like to believe. Every record wasn't the
bloody tablets of stone. In the construction it
was a lot more of a hack job. But hopefuily in the
heart of the thing, in the good songs, was the

true bit. | don’t have any purist tradition to 8 l v l. 8 C oste l l 0 M ar ’ 8 6
» .

lean on. Every pop
musician is a thief and
a magpie. | have an
emotional affinity for
certain styles. but none
of them belong to me.

saw myself through his eyes.

Neil Jyoung, June

'8 8

Well, | learned a lot about myself that | didn’'t know, because |

| owe the fact that I'm so happy at
home and have such a beautiful family
to my music. If | didn't have my music |
would be a really crazy person, not able
to hold everything together.

Yeah. |
feel that my commitment to country
music, when | was going through that
phase, had a lot to do with that. | felt
country music was really a family thing.
It represented family values in a lot of
ways. That's why | related strongly to it,
and | still do. Country music is still a big
part of my life even if it's not a big part
of my music at this time. | don’t think
country and blues are that far apart. It's
two different colors of the same thing.

People get
old; sometimes they get tired, and they
don’t change. It's definitely energy;
that's all there is. Either you take care of

yourself and you keep your energy healthy, or you just shit it away and it's all gone

and you don’t change and you become a relic. It's pretty simple.

M US Il C1l AN




Tina Turner,

‘d like to write about fun experi

ences, and | haven't had enough

fun yet. The memories | have now

are still about my marriage. | don't

want to sing about that, you know?
The words to the song Mark wrote,
‘Overnight Sensation,’ go something like, °I
guess |'ve been working a long time, work-
ing in the back line ... but | have my
dreams.” | would have loved to have written
that, but I'm so sick of it that | don’t even
want to remember. I don't think | was a
dumb woman for staying with lke. | think it
took a smart woman, because we had a
business and there was money involved,
and because there was family. When | left |
left for all or nothing, except what | learned
from lke Turner, which was a lot. | think |
became a great performer. He was a very
good businessman too, and I'd made tons
of money—more that was lost., you know?
So | did walk out with flying colors. It wasn't

» something you could see or touch, but |

knew what | learned. Ike could have been a
great man, except that he followed the
wrong light. | tried to prove that to him and
to help and protect him, to prove | was his

friend, and that is why |

love Bob Dylan, 1 really do. | love his early work, | love the first time he stayed so long. That's

plugged in electrically, | love his Christian albums, | love his other albums. why | didn't become a

| have probably a dozen drug addict or an alco-
or more locked in my vault. | never have shown those letters to anybody, holic. | just became a
not even June. Bob Dylan's a very private person, and he would be real- coffee addict!

ly embarrassed if | did. | will eventually
destroy them. There’s no big secrets in
them, but it's a period of Bob's life right
after he first started. He had his first
album out when | discovered him. | was
working joints in downtown Las Vegas:

the Nugget and places like that—and |
was staying up all night playing Bob
Dylan after | got through. So | wrote him
a letter care of John Hammond at
Columbia and | got a letter right bach
from Bob in New York. | fired one right
back and then he wrote me one from
California. then one from Hibbing, one
from Woodstock. It was just rambling
thoughts, what he was feeling about
things. and looking forward to meeting

Johnny Cash, May '88

me. | was the same. | was writing him letters on airplanes and mailing them in

those vomit bags.

| would never do that unless Bob said it was all right. Nobody

but me knows where they are in the vault, and nobody's got the combination.

M U S 1 CI1 AN

“I said to Randy [Newman].
‘Bruce [Springsteen] does some
great stupp!’ He says. ‘Sorry. I
don't hear it." I said. 'Well. who

do you like?' He says, 'Hall &

Oates.” "Randy.’ I said, ‘it's

okay, because | hate Hall &

Oates.™™

"I peel bad that Kurt [Cobain}'s
not stitl writing songs, because
he was brilliant and that guy
could emotionally twang my
heartstrings. very song that

he wrote spoke to me.”

"Somebody has to react against

Hootie and the Blowpish.”

“Prince redefined what pop
music and black music is all
about. But none of us knew

where he was going.”

“U2 are consciously about
making big statements. They
wave the jlag and want to
stand por something. They're a

real selj-conscious band.”

“Ever since the development of
rock & roll, there's been an Axl
Rose. And it’s just totally bor
ing to me. Why it's such a jresh
and new thing in his eyes is
obviously because it's happen

ing to him personatly.”

FEBRUARY 1997



"Kurt Cobain was a bit of a

silty tad.”

areaccsancnnns

“It sounds silly after all these

years, but we still don't really

know each other.”

“I hate drum solos. | think
they're boring. But people
always applaud them because
it's the drummer having his

day.”

“Barry Manilow's got fans who
peel about him exactly the way
my pans peel about me. That is

a humbling thought.”

"I want to be the best band in
the pucking world. I want to be
up there with the Beatles, the
Stones, the Kinks, and the
Who.”

"I do make concessions to the
audience. [The producers)
wanted more rock & roll tunes.

we're into that.”

“I went into biker bars when |
pirst started, and | would sing
romantic ballads. because in
the movies, £lvis would go and
sing a romantic batlad and the
place would quiet down. | did
n't understand how the whole

thing works.”

FEBRUARY 1997

his father designed al
bum covers for Geffen

Records, his mother

fashions for artists like
David Bowie and the Pointer Sisters.
Surrounded by pop music, he enjoyed
artists from the Jefferson Airplane to
Minnie Riperton, but the Stones,
Zeppelin, Beck, Faces, and Aerosmith
were “major. When | was fourteen |
was over at this girl's house I'd been
trying to pick up for months, and she
played Aerosmith Rocks; | listened to
it eight times and forgot all about
her.” He credits Jimmy Page as his
biggest influence: “that bluesy sound.
And I've always been a real 'riffs’ per-
son. “Guns N’ Roses is sort of
like, we were the only five people in
L.A. that could enjoy what each other

Slash, Dec.

‘88

did enough to start a band and keep it together. We're like this mirror of what kids

really go through, what the reality of being a teenager is about, having to work nine-

to-five and having shitty parents and dealing with authority. So we're very close to

the kids we play for. That's what rock & roll is for me, a kind of rebellious thing,

getting away from au-
thority figures, getting
getting
drunk, doing drugs at

laid maybe,

some point. For a rock
show we are doing
something more unpre-
dictable, that has a cer-
tain amount of ... reck-
lessness.”

always find it interesting when people designate me as a figure of the

Sixties, because | certainly never bought the [Sixties] point of view. | was

enflamed in the Sixties, as so many of us were. My appetites were
enflamed: To love, to create, my greed, one really wanted the whole
thing. | remember feeling at a certain point that this was not working.

dence started to accumulate that nothing was happening.

David Gahr

Leonard Cohen, July 88

You'd wander around the East Village in New York, there'd be a paper called the
East Village Other which seemed to indicate there was some kind of community.
Only you'd walk the street and there'd be no evidence of any such thing. The evi-

Somebody observed
that whoever marries the spirit of
their generation will be a widow in
the next. | never married the spirit of
my generation, because it wasn’'t
that attractive to me. I've since
moved further and further from any
possible matrimonial commitment.
As you get older, you get less willing
to buy the latest version of reality.
Mostly, I'm on the front line of my
own life.

And everybody went for the money.
Everybody. The thing died very, very
quickly; the merchants took over.
Nobody resisted. My purity is based
on the fact that nobody offered me
much money. | suppose that had |

moved into more popular realms | might have surrendered some of the charac-

teristics of my nature that are now described as virtues.

MU S I C

I AN

Ross Halfin
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which loads presets trom your hard drive
auwtomarically and quickly. Now vou can not
only audition samples on the E«k, but hear
complete presets in all their glory. Scroll
through your libraries and set bookmarks
for instant retrieval of vour favorite sounds.
tilter
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Filters. 21 Ditterent 6 Pole Fileer Types
arguably the most powertul filters in any
sampler) 1o edit vour voices. Imagine a 32
Laver-decp note (vou can do that!) with inde
pendenty controlled filters for each layer!

ALSO STANDARD: 4 MB of RAN.
expandable o 128 MB using standard
SINNs « An Internal Hard Drive

* Emulator Sampling and Svnthesis engine
featuring: 18 bit DACs « 24 Bit Internal
Processing ¢ Digital Modular Synthesis

e Z-Plane Filters « 32 Sample Lavers Per
Note ¢ Dual 18 Bit Stereo Effects Processors
* SCSI» S/PDIF /O = 8 Ourputs

* 76 Note Semi-Weighted Keyboard

Graphic Waveform Editing. Zoom In
Zoom Start Point. Zoom Fnd Point
Zoom, Zoom, Zoom! And magnity up
to 8 times.
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Library. The E4K reads 4 massive library
of sounds — over 100GB worth. Also
accesses CD ROM, MO, Removable
Media and Hard Drives. Ahem... SCSI
is standard oo, Library: E-mu, Eak. ¢64
FSI1-32, EHIX, Emax 11, Roland. and
Akai. Any sound vou want. . .just load it

= E-mu Systems, Inc.

PO. Box 66001553, Scous Valley, CA,
USA. 95067-0015

Tel. (408) 438-1921

United Kingdom Oftice: Suite 6. Adam
Ferguson House, Eskmills Industrial Park
Musselburgh, UK. EH21 7PQ

Tel. 44 (0) 131-653-6556




Not much further to go.

I've got time to stop.

;

CITY

The Burgers are great here.
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The tuae punk lit in 1976 didn’t blow until

1991, when Nirvana exploded. Al Mugician the first good news was
that there were a lot of exciting new bands to write about. Mavbe it
was a rockist prejudice we should have outgrown, but we had been
introduced to music by the Beatles and the Stones and always
thought o) the band as the primary unit op roek & roll. Unportunately
there had been a band void since the early Lighties, when the Clash,
Talking Heads. Police. Pretenders. and other groups who succeeded
commercially and artistically all seemed to disintegrate at once.
Sure. U2 and R.EM. grabbed the palling plag and planted it glorious
fv--but we couldn’t write about U2 and R.E M. every month (thousgh
God knows some readers said it seemed like we did).  The explosion
of ‘91 ‘92 was a direet result of the work op bands who made all the
breakthroushs but never go! the breaks. Musician had spent the sec
ond halt o} the Cighties championing groups such as the
Replacements. ltiisker Dii. and the Pixies. expecting that sooner or
fater the public would cateh up with them. Instead, those bands
broke apart and lefit it for Nirvana, Peart jam, Smashing Pumpkins.
and Soul Asylum to crosas the pinish line. often using tricks thex'd
tearned prom the beautipul losers they lept in their dust. Half of the
great rock & roll ever made has been by mustetans who heard some
one else’s idea and said. "Look what I can do with this!” Tc some

degree that's what the Cranberries did with Sinead O'Connor and

Oasis with the Beatles: thev invoked the honorable rock tradition of

saving. “Ij vou're not gonna be using that stvle, would you mind ip |
took it por a spin?” And of course. every new band brought something
new to the party. That's how the porm evolves. There was one ele
ment that Nirvana and the Nineties bands added (o the stew that
made a huse difference in its appeal: Thex added a taste of heavy
metal to thewr punk. Iff vou g¢ way baek o the late Seventies, that mix
would have been unimaginable: The Sex Pistels were a reaclicn

against Led Zeppelin and all that they represented. The Pistols were
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the Bizarro Zeppelin. But! what seemed im
possible then and seems pretty obvious now (especially to those who
saw the Pistols” solid arena rock reunion tour) was that all decent
electric guitar/hass/drum/ screaming singer hard rock bands have
more in common than they want to admit. So to kids like Kurt Cobain
and Bitly Corgan who grew up without a Rock Crities Rule Book. there
was no reason not to mix some Deep Purple into their Pixies. The
Jou

know who really deserves some credi! por being ahead of that wave

result was "Smells Like Teen Spirit™ and a whole new world.

and then setting washed under it? Guns N' Roses. In the dark pre
Nirvana days when it seemed like the only popular rock bands left
were Spandex poodle heads like Warrant and Trixter., GN'R plowed
into the herd of posers and-—love ‘em or hate ‘em—really meant it.
Axl Rose saw himselt as the inheritor of the Sex Pistols and the
Rolling Stones. and por a while his band was the biggest rock sroup
in the world. When Nirvana appeared-—on his label too ~Ax{ saw
them as hrothers, rushed to embrace them. and got a atipp arm from
Cobain, who saw in GN'R all the bullvboy macho he believed his
music opposed. Then, while Nirvana grabbed the brass ring prom
him. Axl submerged himself in lawsuits. personal issues. and pixing
up his inner child. You could argue all nisht about which of those
two unhappy bovs—Kurt or Avl—had the more generous view op hia
music and his audience, but it seema likely that in the long run Ax(’s
ongoing exile will turn out to have been a bless
ing in disguise. lie atepped away prom a pight
he couldn’t win and took a seat on the side
lines—just as John Lennon. Paul Simon, and a
tew other crapiy survivors suat out the punk
rebellions of the late Seventies. When all the
smoke from Seattie has cleared. don’t ignore
the possibility that Guns N° Roses will still be

standing.

FEBRUARY 1997




“We don't want to sit around
por a hatp-hour and whine
about sexism. All of a sudden
we're a women band. That’s
bullshit. We're a band on our

own terms.”

“€ven ij we were good, people
didn't like it as much as when
we completely pell apart. We
got away with murder. Which
is why I'm glad we ‘re not ative

anymore."”

“Things like having a guitar
tech have been very meaning

ful por me.”

“1 don't think dressing up in

Slowers onstage, painting my
face, and wearing masks is
particularly good i§ you want
to be taken seriously, but a lot
of that was emotion being
expressed, however simply and

bizarrely it may look now.”

"Our mission is to get our mes-
sage out to these people tonight
and really peel it and mean it.
It's not £ major and F. It's

puck and you."

"IMy band| is like pamily. I'm
not into divorce or putting my
kids up por adoption. Jou
would probably like to see me
explore dijferent avenues.

Well, I'm not into it.”

FEBRUARY 1997

| knew how to

change strings, how to tune a guitar,

and change a fuse or a plug, and that’'s about it,

really. When | speak to real guitar technicians, they

go on and on about stuff, and | haven't a clue. mate.
Not a clue. | just lied when | got the job.

No, they didn’t treat us

well at all, and | didn't like the music. They had a

couple of good tunes, but they didn’t have any spir-

it. They were just going through the motions for the

money. And then, well, I'd be looking at them and

thinking, “Fucking hell, if they can get away with it, |

can.” So | started me own band.

Not at all. No.

If
they'd have asked me, I'd have fucked
about with it and given it back, and said,
“That’s right now, that.”
The guitarist knew less
than | did, so it was the
blind leading the blind. |
remember once his amp

went down onstage. |
stood behind it, pulling
jack plugs in and out.
Then. | just belted it on
the side—whomp!—and
it came back on. That
was the only crush we
had during the show.

John Mellencamp, Aug. 89

Noel Gallagher, Oasis, Sept.

»

Well, it is. It's

tough because | grew up in the Sixties. The fight song was “My
Generation.” “Hope | die before | get old.” How many times has

. that been said?
I'm farther away than |'ve ever been. Right now | don’t know nothin’ about noth-
in’, no how, nobody. I'm not open to anything, I'm not interested in new ideas. |

No, I'll tell ya,

am really in a place where | hate to be. | don't want to look back and | don't want
to look forward. | just want to sit here. And | want to paint. -~ It's very confusing.
This middle-aged stuff, there's something to it. | kinda thought I'd just coast
through it. It's like | say in one of the new songs. “Mansion in Heaven,” "I'm not
an old man, but I'm not young anymore.” Here's a poor fuckin' guy trying to justi-

fy his life through dying. When | wrote that song,
it scared me. “And the angels will be descend-
ing to wrap me up in red velveteen.” Ooof! What
a horrible thought. Sad, don't you think? It was
for me, | didn’t like that | wrote the song. |
thought, where's “Hurts So Good” when you
need it? = |I'm not really stuck. | can pick up a
guitar and write a hundred songs about the
space I'm in now, about being lost. But I'm not
satisfied at all. | can’t do another record.
Well, | could; | kinda did with Big Daddy. |
did a lot of songs like that. But | couldn’t do it
again. As soon as | do that, it's Lonesome
Jubilee lll. Anyway, the last few months since |
got this record done, | haven't wanted to deal
with it. I'm just trying to run away from it, |
guess. | don't even mean my career. It's just
me. Sometimes | get so sick and tired of
myself. | get tired of the way | look, the way |
wear my hair, the shit | say to people. You won-

der why you even bothered saying it in the first place. But that's okay. I'd rather

be here than trying to justify something | don’t believe in anymore.
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THE REVIEWS ARE IN!

There has never been a keyboard like the K2500 and the
K2500X in the world! Kurzweil has created the ultimate perfor-
mance keyboard, with more standard features and control,
more expandability, and more power than any other instru-
ment at even twice the price! With an uncanny ability to recre-
ate the sound of all other kevboards, the K2500 Series establish-
es itself as the benchmark to which all other keyboards aspire.
Now that we’ve had our say, don’t just take our word for it...
read what the reviews have to say. Then visit your dealer to hear
and see what vou’ve been missing. In a world of me-too clones
the K2500 stands alone... anything else is settling for second best!

ELECTRONIC MUSICIAN - MAY 1996

“ There are so many enhancements in the K2500 that it would
be impossible to describe them all in a single review. The K2500
is even deeper and more powerful than it’s predecessor the
K2000. The K2500 has one of the most powerful sequencers in
any keyboard workstation today. [ found it very easy to get
around thanks to a logical layout. The editing functions are
remarkably complete, and provide a variety of useful record
and playback parameters, including quantization on input,
auto punch-in and punch-out, looping, synchronization, count-
off, and click options. Of special note is the powerful arpeggia-
tor that can be used in Setup Mode. The ribbons are great fun
to use. They let you play incredibly expressive vibrato and pitch
bends. You can audition samples directly from disk without
loading, which is very convenient. [ applaud the breath con-
troller input; it is far too rare in the synth world. The setups
inspire creativity when vou play them. It sounds fantastic, it’s
packed with useful and well-implemented features, it’s lineage
is impeccable, and it will continue to expand and improve. The
K2500 is truly an awesome instrument. All that remains is for
vou to write a check!” - Scott Wilkinson

KEYBOARD - MAY 1996

“As a synthesizer, the K2500, like it’s predecessor is easily the
deepest instrument you can buy. We couldn’t wait to get our
hands on one. The piano daughterboard (optional) provides a
stunning stereo grand. . . youd be hard-pressed to find a more
playable instrument. It’'s warm, full, and responsive, and
sounds equally realistic from one end of the keyboard to the
other. The ribbon (controller) surface feels just right. The control
over key velocity is superb. Basically, this is a serious piece of
gear. The built-in sequencer has enough power to keep you jam-
ming for a good long time. The sequencer has a much higher
clock resolution than any other built-in sequencer that we know
of. The K2500 is unabashedly aimed at the professional. . . its a
class act all the way. When it comes to overall musical muscle,
this instrument really has no competition...this is the Steinway
of electronic music’’ - Jim Aikin

1996 TEC AWARD WINNER &u R Z_w 7E I I.
K2500XS i St

AT s —ers THE BEST KEEPS GETTING BETTER!

: ina/P www.youngchang.com/kurzweil email to kurzweil@aol.com
SyntheS|s/Sampl|n erformance Kurzweil Music Systems, 13336 Alondra Blvd., Cerritos, CA 90703 Tel: 310-926-3200 Fax: 310-404-0748
Keyboard Technology Young Chang (Piano) Canada Corp., 395 Cochrane Dr.,

Markham, Ontario L3R 9R5 Tel: 905-513-6240 Fax: 905-513-9445
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1 like to play in a band, but |
don’t particularly like the adu
lation, the attention, all that
pocusing on me. The Beatles
was a britliant thing, but if
you look at it from another
point of view, what a waste of

time!"

“It would take a book to tetl

you what went on within our

band, and Roger [Waters[’s

megalomaniac years, and pre-
cisely what he was attempting
to do to all of us.”

—Da Glimour, Aug. 1992

"One o} the club owners had
ripped ofl other bands, so |
decided to make sure that we'd
never get hired back. At the
end of the set | jumped off the
stage and slid ail the way
down the bar. Unfortunately,
after the show the schmuck
came up with a big smile and
said, You guys were great!”
erry Farrell, Porno For

Pyros, June 199

“I’ve been given the opportuni
ty to travel most places in the
world. But you never really go
home, do you? Jou have no
home.”

Jazzie B., Soul Il Soul

June 1990

“When | traded Jim Messina
my orange Gretach for that old
black guitar, boy. I really
acored big. Old Black has a life
o} its own. It's so alive you can
literally talk into the pickup

and be understood through the

FEBRUARY 1997

'm heartened by the fact there's such great political music out. A baby
songwriter like myself, it's a goal of mine to get better and let a little of that

come through more. I'm not saying that defensively; | don’t have a need to

make an overtly political

song. But there are some
things 1 relate to on a personal
level: a lot of women who are
divorced, alcoholics, their kids are
turning on them and they don't
understand, and there aren’t a
whole lot of movements for them to
be joining.

" 1've only recently begun
to inhabit this being that I'm in. |
have a strong heart, and it didn't
really have a car to ride in. | don't
know if it's judgment I'm talking
about. I'm just saying that | think |
had an extended adolescence.
When | was a teenager | really had

my nose to the grindstone; | wanted to save the world and was completely commit-
ted to the blues and to social causes, and | was gonna be in the Army of the Righte-

ous. And in my twenties | just kind of got off and had my adolescence, you know?

My thirties too. Now | feel like I'm 21 years old and settling down to my life’s work.

It's interesting to embrace maturity and responsibility.

a living. We're outlaws. We didn’t want to conform to society’'s standards of what

“adult” meant. | didn't want to be in mainstream America or mainstream music,

mainstream politics. And | didn't want to get married, and | didn’t want to settle
down. | didn’t want to go 1o sleep. | lived life really passionately. Sometimes that
meant doing things 1o excess. And | don't regret a single minute of my “adoles-

cence.”

People don’t change until they're pushed to the point where it hits their pocketbook,
or it hits their backyard, or it hits their pride, their sense of what's right.

M us | C

Eno, Nov.
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Bonnie Raitt, Aug. '89
Hey, we like doing this for
But you know why change happens? Because you don’t have a choice.
W f you're going to fail, it's best to fail very,

very badly. I'll tell you why: Because a real

failure cleans the slate. You're fresh. You

can start again. That was the way James felt

after Seven and the way U2 felt after Rattle
& Hum. This is often the point when people want to
work with me. | often think that my job as a produc-
er is to persuade people to put their confidence in
new places. Everyone else—the record label, the
public—is going to encourage them to put their con-
fidence in old places. That's why | often take
extreme positions in the studio. | try to push opin-
ions as far as | can, even to the point of saying,
“This is potentially the best piece of music I've ever
heard in my life. And here, next to it, is possibly the
worst.” It gets people’s blood going, gets them fight-
ing to defend something. | want to find out what they
really want from it, what they like about it, what they
believe is special about it. If you can figure that out,
you might be able to get rid of all the baggage that's
coming along with it.

David Gahr



David Bowie, July ’9go

was very much under the influence of

William Burroughs’ writing techniques,

and the idea of discharging all sorts of

elements and images into one palette.

The idea would be that you'd take
three different subject matters, cut them up,
and put the pieces together. And out of it you get
a fourth subject matter. For example: If you write
one sentence about a table, and one sentence
about a blonde, you might get this table with
curvy legs out of it.

It was traumatic.
it really was. | was having a very bad fight with
cocaine. | was going through a series of very
deep depressions, and | think it became evident
on the Low album and then again on bits and
pieces of Heroes. But you can also hear me
coming out of it through the span of those four
albums: Low. Heroes. then Lodger. and then
finally Scary Monsters. Scary Monsters for me
has always been some kind of purge. it was me

eradicating the feelings within myself that | was
uncomfortable with.

That has an awful

lot to do with it. And with cocaine you have the false impression that you're a lot

better at what you're doing than you really are, because if you see a really bad

artist paint when he’s on
cocaine, his paintings
It's not me: They are every bit as terrible

have me by the fucking throat. Really. I'm just translating. Once | as they would be if he

accepted that this isn't really about me, it's just about tapping into wasn't doing it. There's

different sides of Woman. Then | can take on these parts. | don't just more of them!

necessarily think they're parts of me. I'm a part
of that, but it's just part of this ... this ... being.
That's what my life is. These beings. They come
in and out, these fragments.

| see it as Formula One racing.
They're serious car racers in there, but | built the
car, so | know what it can do. | want to capture
the frequency. When you hear "Beauty Queen”
you are hearing this girl in that moment. She’s
standing in the bathroom, watching those girls
put on that lipstick. | don’t want us to be talking
to her fifteen minutes later about what she real-
ized in that bathroom. | want her to go back to
that moment in the bathroom: It's white, It's that
funny fluorescent light. It's that tile, with the
green crud in between. It's those old toilets with
the beautiful handles. You can hear the sound of
the water dripping. This is not a confident girl.

| ——— —— —
-
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"I'm always aware o where

my gum is onstage.”

"Stiv Bators always used to
leap of} the stage into the
crowd, and ! would have to go
after him. It was, like, pine por
him—the crowd passed him
over their heads. | got the shit

kicked out of me every night.”

n

"Watkins Glen was the biggest
concert in history: there were
650.000 people and we were
playing on the highest stage
I've ever been on in my life
and kids were clinging to the
edge of it. Bill Graham kept
going over and stepping on
their pingers; you'd hear them
scream as they pell back into
the crowd. I said. 'Bill. don't do
that when we're playing.’ And
he said. 'Robbie, you can't
smother them with love all the

time.”

"I don’t need to have a lipe.
What would | do with it?
Become miserable and make
others miserable. It's better to

keep traveling.”

"To be a modern rock band
and not be innovative is to
suck. To suck is to be lame. To
be lame is to be weak. And to

be weak is to be a jerk.”

Tori Amos, May '96

You are in her brain, getting triggered. You
want to bring that moment ...always onto the tape. Every time you hear it, that girl

is in the bathroom. putting on that lipstick. Every time.
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“The Mahavishnu Orchestra
was not a cooperative band.
That was why we broke up:
because the band received
very, very little acknowledg-
ment prom John McLaughlin on

a business fevel.”

"I had problems with Jan
Hammer and Jerry Goodman.
They were just pucking jerks!

Jan still has some weird prob-

lem with me twenty years ajter

Mahavishnu Orchestra.”

- ep!

sesssssassonas

“"Working a song to death is
pointless. You do a take and it

has the magic or it doesn't.”

“Guitar players ask me how |
got that sound. The answer is,
don't read the instruction
book! Everyone mikes the
speaker. Why not just plug the
amp right into the board? That
sounds crazy to some people;
it's not technically a ‘good

sound.” Who cares?”

“Today there are probably
more ‘interesting’ things hap
pening with electronic music
than there were ten years ago.
No matter how ‘good’ the music
might be, the process itself is
poison. Something that takes
your connection prom the soil

away i8 a kind op poison.”

FEBRUARY 1997

hen |1 was about

twelve | had been a

dishwasher for a

while, and part of my

job was to clean out
the trash bin. That involved standing on these
big 55gallon barrels with wooden lids on
them, where they’d put all the hot grease. One
day | was out there cleaning out the bin, hav-
ing a blast, and the top broke and | fell in. Just
as | got out—I'd been up to my chest in
grease—they came with two fresh hot vats of
boiling grease, and | got out just in time. If I'd
taken a break later | would have been fried!
The woman fired me because | broke the lids
on the barrel, and right then and there | decid-
ed, “Wait a minute, this is not what | want to
do. | want to play guitar like Albert King!” And
that’s the last job I've had other than playing
guitar. So, thank you, Albert, for helping me
there.

Some of my favorite stuff, man, is to
play Albert King things
and be able to do them
in 1989 or whatever
2010! | hope that styte
and the reality of blues

never leaves our mu-

Stevie Ray Vaughan, June

he drinking is one side of us. We can do that. But we certainly can
get up there and play too. We've been booed for playing good. It's
hard. The audience is spiit: Half want to hear the quiet things, half
want to hear the rockers, and another fraction just wants to hear the
bullshit and see us fall down. We can’t please everyone, so we just

sic. Hope we don't try to please ourselves. Some nights what pleases us is to get riproarin’ drunk and
decide to get rid of all fall down. That happens less and less now, though, because you can't do it all the
the real things and just time and still be around. It was getting old last time [the Tim tour]. We could tell by
put in the synthetic the people who were getting into it that it was less a matter of real kicks and more

hypnotic music.

Paul Westerberg, Replacements, Feb. '89

serious alcoholics being there and needing reinforcement: "Look, | can be fucked

up because they're fucked up.” We got
to see some of that, and it was getting
pretty scary. | dare say it almost got
to be a shtick. But that was a few years
ago. Last year it was half-albatross and
halfconfusion: “If we don’t do it, they're
gonna hate us, and if we do it, they're
probably gonna be sick of it anyway.”
Shit, I've probably already alienated all
the people who first saw us. But | am
not in this to lose any fans. | just wanna
make new ones. If I'm gonna have a
core of fans, I'd like to have the ones
who liked us from the beginning. |
don't write for kids anymore. I've tried,
and | can’t. Most people who respond to
what | do are my age or older. Some-
kids will get it, but they usually
are...bright...This is
sticky. It's not like

I'm trying to play up to dumb kids by saying this, but | feel more for the dumb. con-

fused kid than | do for the highly intelligent adult who's maybe in financial difficulty.

’
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In the old days, you could actually sus-

tain an FM station with ads from book-

stores and headshops. Now an FM sta-

tion in @ major market brings $50 mil-

. lion, so the little entrepreneur’s out of

the picture. Broadcasting corporations come
and buy these things. They have to make the
investment back, and that means Ford Motor
Company ads. And record companies have
yielded to that and make artistic decisions
based on, “Well, if you'll change this and this
and this, people won’t turn you off before the
Ford commercial.” Those two pressures, the
bands taking a shitload of money that has to be
earned and radio determining what music is
gonna be, are the single largest threat to good
music. That's why the record companies have

Steve Labaocessa/Outline

had to live off of their catalog sales for the last
Don Was , Au g . ’ 94 ﬁftt.aen years. It“s really impf)rtant for any

artist, whether they’'ve made thirty records or
whether they're fifteen years old, to close their eyes and be able to hear what they
want the music to sound like finished and, in this day and age, how, visually, they
want to be represented on MTV. And if this is not me, | don't care if it does lead
to a hit record, I'm not wearing that funny hat, I'm not putting those strings on;
that's not how | get my music. If you have your vision, you have something to stay
true to. If you don't, you're gonna get washed away like sand on the fucking beach.
It's happened to me. | was producing other people and telling them to stand firm:
“Don’t compromise.” There was no one around to tell my partner David and me,

“Maybe you shouldn’t do that ‘Dinosaur Dance.'” Really, it killed my band.

f an event, act, or band means absolutely
nothing, that doesn’t mean it's not valid.
Meaningless noise is one of the great rea
sons for being alive. Sounds good, feels
good. Maybe that’s as far as we should get.

Well, when you're having a good
time, why look around? See, rock is different from
movies, plays, everything. Grammys mean crap;
nobody cares. Nobody pays attention to the critics.
| know lots of people who like Madonna and Michael
Jackson, and you're talking to one of them.
Absolutely. Can you do it as weli?

Doesn’'t mat-
ter. She's the queen of all women and you know it.
There's no single female walking the face of this
planet who's made a bigger impact. If you can think
of one, tell me.

The problem is, they didn't get rich, she did—she
wins. She didn’t have to get crucified too. She wins!
Hands down. It's great to have beatnik art and it
should exist in the coffeehouse circuit, but the peo-
ple want John Philip Sousa, stuff with beating
drums and big trumpets, and they wanna march!

You tell me what Sousa means—doesn’t . . ,
even have lyrics. But it's great. Gene Stmmon&, Kl&&, Aug 96
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“Digital is completely pucked.
We're in the dark ages of
recorded sound. We're not lis
tening to music; we're listening
to a reconstituted replica clone
of music.”

“Tape is robust and appord
able. It will be around for a

good while.”

“About ten years ago, the use
of technology on records
increased exponentially. Snare
drums became electronic
cannons, eighth-notes were
quantized perpectly rather
than played with a human
peel, and guitars started
sounding more like 'Space
1999’ than 'Funk %49." All this
helped to suck the life out of
countless bands.”

“The air conditioner was wired
into the mixing board. It was

creating this spooky, godawpul
sound. So, of course, we taped

it right away.”

"I don’t think Mick and Keith
have a clue how to make
records. I don't think they ever
did.”

"The recording studio is a very
unnatural place to make
music. It's dark, it's dead

sounding, and someone is say

ing. 'This is take 4, please be a

genius.’”

Jimmy lovine, April 1983
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"l remember once Devo got a
hold o} Sandy Pearlman when
he was mixing our sound,

and they said, Tell us how it's

done!’ They didn’t realize it

wasn't what slave amps you
had in the P.A. or whatever.
It was the way we were going

at it.”

“Bush Op Ghosts and Remain In
Light were composed in the
studio. That technique elimi-
nates the problem of trying to
get a sound you've developed
while rehearsing onto the tape.
Instead you get the sound pirst
and then decide where and

how you can pit it in.”

"Foreigner albums are incredi
bly high quality. and i} you sit
and talk to these gquys they're
good people. | suppose what's

lacking is the depth.”

“The idea of great rock & roll is
dynamics. Not to have the
Marshall on number 11 all the
time. | love power taken down

to subtlety.”

"The pirst rule of muasic is that
there are no rules. but i} there
was a rule it was this: You
can't shine shit. The problem
is, with recording techniques
today. that rule is out the win
dow. Today you can make shit
shine, and shine like bloody

chrome.”

FEBRUARY 1997

ome of my stuff is pretty intense,

and | can see how it could be dis-

missed as calculated or theatrical.

But it's real to me. When | think

about the state I'm in, | feel like a
fucking loser because I've got things | really
should be glad about. I'm aware that I'm fortu-
nate to live in this house and do what I've always
wanted to do and be one of the few who got the
record deal. | hear myself bitching about “it sucks
to be poputar” and | have to stop because it's
bullshit. By the same token, I'm not more happy
or content with my life than | was ten years ago. |
got everything | wanted in my life, except | don't
really have a life now. | don't have any real friends.
I've turned myself into this music-creation/perfor-
mance machine. Pretty Hate Machine was written
from the point of view of someone who felt the
world may suck, but | like myself as a person and
| can fight my way out of this bullshit. Broken intro-
duced self-loathing, which is not a popular topic
with anybody, especial-
ly in a song. Then

Trent Reznor, Nine Inch Nails, March

there’s the weird juxtaposition of singing to audiences about being isolated and

not being able to fit into

anything or relate to any- g
body. To find a niche you ' ;
can disappear into and

be normal. And you're

onstage with ten thou-

I've always had a slight prob-

lem with the whole idea of guitar heroes and gunslinger guitar

sand peopie grabbing at players. | was never really attracted to that, Townshend is different from the

you, do you know what | other players you mentioned because he's primarily a songwriter. He under-

mean? stands the importance of guitar playing within the discipline of songwriting, as

The £dge, U2, March '92

meant something. | had to totally re-examine the way | played and say, Well,

opposed to guitar playing that just justifies
itself. | can appreciate, | suppose, guitar play-
ers who just get up there and improvise over
bass and drums, but it's not something that
interests me that much.

It starts with picking up the electric
guitar, age fifteen, and playing a lot of cover
versions. Knowing a few Rory Gallagher licks
or whatever. Then suddenly you're in this
band and there’'s all this fantastic music com-
ing at you that challenges everything that you
believed about what the electric guitar was
for. Suddenly the question is, "What are you
saying with it?” Not "Can you play this lick?"
or “What's your speed like?" Suddenly gui-
tars are not things to be waved in front of the
audience but now were something you use to
reach out to the crowd. If you were in the
fourth row of the Jam concert at the Top Hat
Ballroom in Dunleary in 1980, when Paul
Weller hit that Rickenbacker 12-string it

what are you saying? What does that note mean?
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MPX 1

Multiple Processor FX

Headroom Dngrial in — Oc;d{

MPX 1

MIDI
I

Multi-FX That Work
The Way You Expect

Atdleheartofd\enewMPXlis

Lexicon's Multiple Processor FX technology
featuring two independent microprocessors
- the proprietary Lexichip for the world’s
best reverb and a separate DSP chip for
additional effects. Unlike other multi-effects
processors, there’'s never a sonic compro-
mise in reverb programs with the MPX 1,
even in the most complex multi-effects
programs. But that's just the beginning.
Expect the convenience of multi-effects
with the performance of individual effects
processors. Effect Blocks include Pitch,
Chorus, EQ, Delay, Modulation and Reverb,
allowing you to configure up to five simulta-
neous stereo effects with total flexibility.
Access the MPX 1's potent architecture
through a uniquely engineered “Interactive

Front Panel” interface that literally guides
you through any operation. Graphic displays
make effect ordering and routing flexible
and straightforward with the simple “drag-
and-drop” approach employed in Lexicon's
unique design.

Expect the flexibility to organize your
programs easily with Library Sort, Search
and Show, a powerful database function to
help you get the right program fast. And with

Heard In All The Right Places

Tel: 617/736-0300 Fax: 617/891-0340 E-Mail: 71333.434@compuserve.com

H A Harman, ntemationat Company

comprehensive connectivity via balanced
XLR’s, 1/4 inch analog, digital (S/PDIF)
connectors and full MIDI functionality, you
can configure your MPX 1 the way you like.

With the MPX 1, even the most complex
tasks are accomplished as quickly as you can
imagine them — like pushbutton access to
individual effect bypass, mix and level
controls, a “press and hold” Help system,
and soft parameters for easy fine tuning of
any program.

Expect a wealth of factory programs (200
of them) and 56 effects exquisitely crafted
for world class production. The professional
features and stunning sonic performance of
the MPX 1 are designed for the recording and
live sound engineer - as well as the musician
and performer.

Check out the MPX 1 at your authorized
Lexicon dealer. It's a new creative standard in
multi-fx — and everything you expect.

Muttiple Processor £X



"Musicians should get used to
recording as much as possible,
even if it's just at home—
because basically, the tape
doesn't lie.”

—-Steve Winwood, March 1981

"At some point, tape is not

going to make sense. Systems
like the Alesis ADAT are a tran-

sitional phenomenon,”

“I§ you really want to play, you
will overcome a bad setup, bad
intonation, a warped neck,
crappy strings, buzzy pickups,
whatever. History is pilled with
phenomenal performances by
players who play horns made
out of plastic, guitars made
out of masonite.”

-=Joo Satriani, Apr. 1994

"Whenever | see a red guitar,
my reaction is, 'It's going to
sound cold.’ | haven't been
wrong yet.”

—-John Abercrombie, Dec. 1994

“I wouldn’t dream of trying to
learn a new technique; I'm
into player piano. But I think
the future of muasic is probably
in electronics.”

—~Conlon Nancarrow,

Sept. 1984

"It took me five months to do
the pirst record and it's per-
pect. And that’s the problem
with it. It wasn't really me, it
was like a machine.”

—Prince, Sept. 1983

“Manupacturers have made
obscene tones available.”

—8illy Gibbons, Sept. 1983

How you live your life depends purely
on what you think is going to happen to you
after you die. | believe very much that this isn't

what it's all about, that there’s far more going on after-
wards, and | can’'t wait to get there [laughs]. I've got a
long list of questions. To even say “| believe” sounds
a little like I'm convincing myself. It's just a simple
matter of fact to me, as much as putting my socks on
in the morning. Always.
| don’t know how anyone thinks otherwise. It's com-
pletely ludicrous to me that anyone would think this is
all there is and live their life accordingly. It's why the
world’s so greedy and why people are obsessive and
mad and only concerned with money and fame.
Because they aspire to the things that we have made
important rather than the things that God has told us
are reality. If we all believed there was something hap-
pening afterwards we'd treat each other with far more
respect. The world is in the mess it's in because peo-
ple have no sense of spirituality. They think that Earth

Sinead O’'Connor, Aug.

14

is the most important planet and white people are the most important people. And
they believe that when they die they're just going to rot. But they're not.

Well, precisely. It's a subject that an interview can't really be con-

ducted with me without discussing. Frankly, if anybody doesn't like it, tough. Fuck

them, y'’know? They're the ones who are mad. We're sane.

eems like this hard rock and underground

rock is fusing together and being thrown into

this one melting pot. It's being considered as

almost the same thing. I've noticed a lot of

the cockrock bands—Poison, stuff like
that—in interviews, and in the image they're to portray
with their new record, the tougher, meaner street attitude,
and in meet-and-greets backstage with other alternative
bands, that they're trying not necessarily to jump on the
wagon but to make it seem as if they're cool and hip,
accepting it. So they're role models, and the people
who like their music are listening to what they have to say,
and they're listening to the new bands that they're sup-
porting, these supposed ‘alternative’ bands. There are a
lot of really mainstream bands who sound just like Poison
or resemble Poison very much, and they're being promot-
ed as alternative bands. | find that really offensive. One of
the biggest examples of that would be Pearl Jam. They're
going to be the first type of band to say that they're ‘alter-
native’ and then accept the Poison bands as much as the
Poison bands are going to accept them. They're going to
be the ones responsible for this corporate, alternative,
and cock-rock fusion.

The only way | can describe ‘alternative’ anymore
is ‘good music." | don't care what it sounds like. It does-
n't matter anymore.There are so many bad bands and so
many bad songwriters out there that the only alternative

90

Kurt CO bain ’ .] an. 9 2 {6 bad music is good music. And that's very rare.
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Sonic Yyouth, Deec. 95

"W HURSTON MOORE: The fact
that we were headlining Lolla-
palooza was perverse. We're not

a superstar band, more like a

24N recoghized brand-name. Maybe

the people who are seriously into what's out
there in weirdoville would stay for Sonic Youth,
but the MTV generation for the most part wants
to see Courtney [Love] say “Fuck you,” then go
home. STEVE SHELLEY: If Neil Young had
played after Hole, people wouldn't have had the
same attitude. But that suited us fine. People
are leaving all day; you've got to psych yourself
into it and say, “We're playing to more people
than we would on our own.” For a lot of people,
t was their first concert ever, and if they made
it all the way from Jesus Lizard to Sonic Youth,

5 what a first concert they had. MOORE: Amphi-
- theaters don’t really foster audience energy. A

lot of kids don’t know about getting reserved
seating, so they're stuck all the way on top of

the hill. Beck referred to it as a “reverse mosh pit.” All through the day, you'd

see these empty seats in front and people sitting reading their programs, and

way up there are the moshers. That was the most stupid thing about the whole

tour: putting these high-energy club bands in an environment made for James

Taylor. Lollapalooza
e're on the road, kickin’ our ass, working and working, doesn't really cater to
and the economics of it are just insulting! It's all people for whom music
recoupable. When you make a record the label lends you is a priority. It's more

the money to make it, but you've got to pay it all back out like Spinal Tap playing

of your very small percentage before you see any money. the theme park.

So you pay for your own record, but they
own it, and they're making money on it
long, long before you've recouped.
They've got a million excuses, but it's
crap. | can see the percentage, but it
should be paid back out of the gross, as
far as I'm concerned. It's just a way for
them to keep you owing them money
forever. They say, “Don’t complain,
you make millions of dollars!” No, you
don’t. The guys in the band are all broke
except for me. | got a publishing deal so
| get some extra money. | gave some of
my publishing to the band, which is the
only reason they're even surviving.
We're out there on the road making
$200 a week now—a salary we pay our-
selves out of our merchandising deal—
doing a very good job promoting a
record that the label gets all the money
from. And the touring money is
recoupable too! So we're
paying them to be out on

Adam Duritz, Counting Crows, May ‘94

the road promoting a record that they get 80-90 percent of! You think about that

for a while and it’s incredibly insuiting.
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"Any idiot can put together an
acceptable set of chords and a
decent drum beat, ‘cause you

can buy them ofp the shelp.”

“The whole thing about the
guitar is that the guitar sounds
good. Why try to make it sound

like another instrument?”

"We're still banging metal
bottles together. The pirst thing
we recorded in the new studio
was a ukelele submixed with a
Roland Juno 60. it's all in the
brain, you know, not in the

equipment.”

"Glyn Johns didn’t think we
could play rock and roll. 1
said, 'Glyn, can’t you make me
sound like John Bonham?' And
he sorta looked down his nose
at me and said, You don't play

like John Bortham.’”

"When I heard Krafjtwerk |
knew I liked that kind of

muasic. So I started getting into

the equipment.”

"In Australia music video
shows have been big por at
least pive years, s0 we're obvi
ously well into the whole idea

ourselves.”

FEBRUARY 1997



“"Making a video has nothing to
do with rock and roll. That's
why we do them live, it saves us

prom all that Holtywood crap.”

"The porm of music videos is

very limiting. You're deating

with musicians who nine times
out of ten couldn't act even if
you wanted them to act, which

is not very often.”

"Everybody looks like old parts
on Saturday Night Live. very-
body's being cool. but that don't

have shit to do with rock.”

"There are rock critics, por
example, who have the
audacity to judge a jazz atbum!
I'd never judge a rock record. !
might dissect it or analyze it,

but I wouldn't judge it.”

"The pirst time [ put on an
Ornette record I said, This is
Charlie Parker except the guy
has a plastic saxophone and
no chord changes.’ [ couldn’t
believe that people tatked

about how 'modern’ it was.”

"Wynton Marsalis spearheaded
this new wave of young musi
cians. My problem with these
gquys is that it's just copying
something. It takes more epport
and a little more courage to be

an original.”

FEBRUARY 1997

Oh, no.

Jazz is hideously boring. |

hate jazz. With only a few

exceptions, only the really

outstanding spirits, it's the most boring thing.

It's just
whether or not they sing. What they call jazz is
s0 repetitive and so uninspired. The form was
okay for truly inspired players, but that form
has been regurgitated over and over by really
mediocre people who continue to bask in the
glory of it, as if they're doing something cre-
ative, and they are not. | know jazz is a cool
word, and | think what | do with jazz standards
is completely unigue. It's really excellent. | tip
my hat to influences, but | don't think it in any
way relates to traditional jazz. There's a weird
phenomenon in the Nineties of people insist-
ing that it not be the authentic article. It has

Rickie Lee Jones, May '94

to be something they've already seen and heard. They'll accept it as authentic if

they recognize it. And, of course, if you recognize it, it's not authentic. That

started, for me, when Madonna imitated Marilyn Monroe. A few years earlier peo-

ple would have snubbed their noses at such a blatant grasp: “Well, I'm flounder-

ing now, I'll use this, I'll do this.” But the media accepted it. and she rose and in

fact somehow adopted the credibility of Marilyn Monroe. It continues to happen:

People imitate a thing, and they're given the credibility of that thing, and when you

do something new, you have no credibility.

Jimmy Page, Nov.
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know ! invented the backwards-echo thing,
because we did it on a Yardbirds track which
| don’t believe even came out. It was used at
the end of “You Shook Me,” and then | start-
ed experimenting far more than that, using it

to run into choruses. Not backwards guitar, but the
backwards echo. You turn the tape over—you did turn
the tape over in those days—and then record the
echo which is obviously after the signal; you turn the
tape back and it precedes the signal. | used it quite a
bit on the harp as well. “When the Levee Breaks” has
got all that sort of stuff in there.

| guess listening to flamenco players,
and the first couple of albums that Bert Jansch did;
he was really getting into some incredible stuff. There
was a little network of folk guitarists that would sound
almost like Charlie Mingus.

What,
shifting the goalposts, you mean [smiles|? Yeah, that
could have come right from the Indian stuff, but from
my end I'd say from Howlin" Wolf, because | found his
riffs would cut across the regular 4/4, like “Meet Me
in the Bottom.” | guess it's just the way one started
to think, and it just became more progressive and
more apparent.




Chns Carroll/Quthne

Yeah. they didn't even have a Nixon to bounce
off. It does seem that everything has sped
up. Emotionally they're still experimenting,
trying to figure things out, yet in terms of
input they're ten years ahead, and these two
things clash. | feel much more in line with
them than | do with many of my contempo-
raries. | just started a long time before they
did. The main thing is I've had the experience
to be able to say. it's going to pass. Don’'t eat
yourself alive, don't let it get to you.

f Yeah. Nirvana
was going to tour with R.E.M. They'd been
asking us, “Please go on tour so we can tour

Michael Stipe, R8M, Nov. v94 with you.” They got to the size where it

would be a dual headlining thing. It was

pretty much a done deal, and then Kurt died. | had been talking to him at home

up untit his death, up until he disappeared, and so his death in some ways was

not as much of a shock to us as to everyone else. We knew he'd been miss-

is one of the few people in rock who can actually use
chord structures to convey varying moods in music. And
he's talking about his parents’ death on the record in a

ing for seven days, and
Aggression. Sting we knew a phone call
would be coming at
some point. We were
hoping it would be a

way the average person cannot conceive of, so there’s a good one. And it wasn't

bit of jealousy there. People talked about Kurt Cobain’s ability to talk about his

angst. And basically he would get on his records and say. “l ain’t shit and | hate

everybody.” And he wouldn’t do it in a particularly inventive way. It was very direct

Apparently

and in your face. People would have loved Sting’s record if he'd said, “My moth- not. It's a shame. Kurt

er's dead, wah wah wah, my father's dead too, wah wah wah.” But when he sings was a comrade on the

about it by saying, “Birds on the roof of my mother’'s house, coming to take her front lines.

away, Birds on the roof of my moth-
er's house will be on my roof some-
day,” people can’t get that, because
American  groups don't use
metaphors,

| don't read lyrics. The kid was on
lithium, okay.

Forget about

Nirvana then. Take the average song

that’s out there and the shit they talk
about.

Okay. Liz Phair: “Let me

fuck you ‘til your dick turns biue.”
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"The greatest thing that ['ve
achieved in lije is tomorrow
morning. To awake to the sun
shine. To peel neutral to all
that has happened. To have no
expectations.”

—Pat Martino, November 1994

"Jazz has kinda lost its way.
There's something reactionary
about it that's just not very
satispying. No one wants to
hear a retread. just to recreate
one style is an academic exer
cise.”

—Donald Fagen, Steely Dan,

Sept. 1993

"€very musician in the world
wants to take a solo, before he
can even read the notes. He
thinks that's everything. It is
everything—i} you have a mes
sage.”

—Illinols Jacquet, Dec. 1988

"To have to pursue sounding
like Wes Montgomery just to
bring attention to myselp as a
deserving guitarist is an unac-
ceptable position,”
—HKevin Eubanks,
November 1994

"Miles was wise to use the best
attributes of electric instru
ments. But what happened was
a whole generation o} cats that
might have played jazz didn't,
because of those directions.”

—B8ranford Marsaiils, July 1994

"Fusion had a tendency to
make me overplay to the point

where | began to wonder where

I was and what | was playing.”

Branfjord Marsalis, July 94

-John Abercrombie,

No. because no matter September 1986

what kind of woman fucks me, my dick can’t turn blue.
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20 years op Musician interviewers

i the fol in Welteers foe the Tn rpred in rhis N
Lester Bangs: jor Captain Beepheart J.D. Considine: por Eric Clapton Cash. Counting Crows.
David Breskin: jor Steely Dan. Stevie Wonder. and £ddie Van Halen Elvia Costello. Sinead O'Connor, £dge
David Byrne and Willie Nelaon Bob Doerschuk: por Tori Amos and the Replacementa
Ornette Coleman: jor Ornette Coleman Bill Flanagan: jor Richard Thompson. johnny Chet Flippo: jor Bruce Springsteen

Dan Forte: jor Frank Zappa

and Pat Metheny

David Fricke: jor Bryan Ferry

Robert Fripp: por Robert Fripp

Vie Garbarini: jor Stone Gossard. Michael

y Stipe. Branford Marsalis. joni Mitchell. Sting.
Qoa Pete Townshend. Ray Davies. Wynton Marsalis

, [ ® and Herbie Hancock. Trent Reznor and Mark
ario Knoptier

Nelson George: jor Marvin Gaye

Barbara Graustark: jor John Lennon and
Prince

Ted Greenwald: jor Brian £no

John Hutehinson: for Bono and Peter Gabriel
Len Lyonas: por Chick Corea and Bill Evans
Chris Morris: jor Nirvana

Jon Pareles: jor Chrissie Hynde

Steve Perry: jor John Mellencamp

and Paul Westerberg

Mac Randall: jor Sonic Youth

Jerome Reese: jor Chet Baker

Matt Resnicopp: por Jimmy Page

and Gene Simmons

Mark Rowland: por Tina Turner. Leonard
Cohen. Bonnie Raitt. Los Lobos. Tom Waits.
Miles Davis. Tom Petty. Neil Young. Slash and
Don Was

Fred Schruers: jor Rickie Lee jones

Michael Shore: for Sun Ra

John Mclaughlin plays ) ,
D'Addario stri ngs live Conrad Silvert: jor Keith jarrett

and on his latest Verve Chip Stern: por Sonny Rollins

release, “The Promise”.
and George Clinton

Peter Swales: jor Kate Bush
Timothy White: jor Stevie Ray Vaughan, David
Bowie. james Brown and George Harrison

Charles M. Joung: jor Noel Gallagher and Keith

Richards
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Building great reputations.

Introducing the
AT4041 cardioid capacitor
microphone.

in just a few short years, 40 Series microphones
have built great reputations for themselves, and
for artists, engineers and producers. Which comes
as no surprise, considering the 40 Series’ record
for superior performance.

It's also no surprise that the new AT4041 cardioid
capacitor microphone continues this tradition of
excellence.

With its state-of-the-art design and precision
engineering, the versatile AT4041 delivers out-
standing, consistent performance that is ideal for
virtually every application from analog to digital,
from studio to stage.

So call, write or fax today for more information
on the new AT4041. Who knows? You might
be surprised at what the 40 Series can do for
your reputation.

Audio-Technica U.S., Inc.,

1221 Commerce Drive, Stow, Ohio 44224
330/686-2600 Fax: 330/686-0719
E-mail: pro@atus.com

Audio-Technica Limited,
Old Lane, Leeds LS11 8AG England
Tel: 0113 277 1441 Fax: 0113 270 4836

audio-technica.

World Radio History



nomany ways. 1976 seems like an eternity ago.
Hazy memories of Jimmy Carter's fjatuous grin, post-Water
gate trauma, interminable gas lines. disco (vuk), and poly
ester leisure suits (double yuk). And. of course. the birth of
Musician magazine. It's relatively easy jor me to recall the
technological state of the art eirca 1976 because that was also the year
I made the pateful decision to diteh the menial day job and become a
pull-time musician. The paraphernalia I had aceumulated apter two

years at a “legitimate” job and haly a decade of bar-band moonlight

ing tells the ators—I can still pieture the small. cluttered "music room”
(precursor to a home studio) | holed up in por hours on end. In the
“retro” corner was an ou!-of-tune upright piano. acoustic guitar,
Fender Basaman amp, Fender Tele. and
my prized Rickenbacker 4001 baas.
along with a amattering of
MXR and Electro-Harmonix
stomp boxes (including
the venerable MXR
Phase 9o. a ataple of

every bad disco record

made in the Seven

ties). In the “techno”
area was my brand
new Minimoog (which.
as | recall, cost an
astronomical $3000). a
primitive Lafayette mic
mixer. a Revox open reel
sound-on sound tape reccrder
(with splicing block and lota of single
edge razor blades) and a Harman-Kardon cassette deck. And opf to one
side was my KL atereo and record collec

From the
Walkman to
the ADAT,
it’s been a
wild two
decades.
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rhe compact pisc
Even as we were happily listening to music on cassette (through the
hias) and viny! (through the pops and clicks). the slide-rule boys over
at Sony and Philips were planning a revolution that only a pew audio
insiders knew about. In 1982 the plot was revealed to the world. All of
a sudden, there were these shiny silver discs which delivered muasic
with no background noise whatsoever. Irue. the pirst compaet discs
sounded pretty awtul. largely due to the jirat-generation tilters being
used and a terrible idea called “emphasis,” but these problems were

soon overcome and. slowly but surely, all but the most diehard vinyl

pana were shelling ou! their hard-earned

tion: several hundred vinvl LPs. Pretty H d M bucks to re purchase the same music on
apiphy por 1976. but utierly laughable in Owar aéé ey CD. A marketing coup. to be sure. but the

the context of what is available today. And
what a long. strange trip it has been. join us as we look back at the ten
moat signipicant technological developments that have occurred dur

ing the twenty-vear history of Musician magazine.

1. the walkman
In 1976. the audio casaette was a relatively new phenomenon. Once
emmeshed in a pormat battie with 8-traeck cartridges (a premonition of
the VIiS-versus Beta video war which was to tollew a pfew vears later).
many belicved at the time that the cassette would lose out—apter all.
it only provided two tracks instead of the pseudo 8 oppered by the car
tridge (actually. just pour sets o} two tracks each). Sure. the cassetie
was amaller and cheaper. but what really sealed its pate as the audio
delivery system of choice -to this very day—was Sony's inspired
Walkman. soon to be tollowed hy equivalent products by competing
manupacturers. For the pirst time. milliona op muaie lovers could take
thewr pavorite music with them everywhere they went. and without the
risk o oppending others (hoombox haters of the world unite!). As the
perfect jogging companion. the Walkman probably also played a sig
nificant role in the health kick thia nation went on in the late Seven

ties. but that's another atory altogether...
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audio CD is also a terripic innovation that
allows us to hear music with greater elarity.

A less obrious consequence is the Cl)’s impaet on the way muasic is
produced and recorded. since it makes painfully obvious any sonic
limitations in the recording equipment used. This has led directly to a
greater concern in the studio for signal degradation and to the devel-
opment of greatly improved apeakers. amplipiers. mixers and signal
processors. Some may argue that the original designers o} the audio CD

imposed too many limitations—that it should have used a higher bit




resolution or jaster sampling rate (issues which may be addressed by

the audio DVD of the puture) but you'll hardly find anyone who wants

10 go back to the noisy old davs o vinyl and audio cassette.
s Ay e

Thanks largely to the innovations of George Martin and others. the
techrology o} recording music advanced by leaps and bounds in the
Sixties. Despite these advances. however. mixing continued 1o be a
someuwhat bizarre communal project. A tightly clustered group o} peo
ple would gather around a console, each assigned (o a couple of dif
terent faders or knobs. trving desperately to remember and carry out
their assigned moves. Hallj Kevstone kops, halp Twister. the mix session
would often run into the wee hours. with the engineer more often than
not having 10 conjure up the final two track by aplicing together bits
and pieces of different takes. Little wonder that the records of the era
often sound artificial and ftorced. Thia comedy of errors was mer
citully ended with the advent of mix «utomation (introduced in the
fate Seventies and in widespread use by the early Eighties). where a
computer is assigned the task of remembering all the little tweaks and
moves that help bring a recording to life. With automation, the engi
neer and producer are given the tuxury of actually listening as they
mix instead op having 1o focus on the mechanics. What's more.

K2000S
Samper

extremely detailed and complex mives can be constructed, since the
computer’s got a better memory. paster reflexes. and drinks consider
ably less beer than the assistant engineer’s sister’s bovjriend. The best
news of all is that mix automation is starting to pind ita way into the
home studio. where it will undoubtedly have a similar impact on the
quality of the music we crank oul of our converted spare bedrooms

and basements.

4. The Home computer

The home PC has arguably proven 10 be the single mos! significant
technological innovation of the 20th century. period. But it has had
special significance por musicians. not only because op its impaet on
music composition and production (see

items 5-10 below) but because of

the birth of multimedia. Twenty

vears ago. ail music being

created was either an
entity unto itselp (por
release on viny! and/or
cassetie) or was de
signed 1o accompany
pilm or video. Today's
prevalence of home
computers have creat

ed whole new pathways

por music to be delivered
o the maases. such as com
puter game aound deasign,
interactive CD-ROM scoring, or

online delivery over the Internet.

5. MIDI

In 1976, there was no such thing as muasical insgtrument interconnee

tion. It you played a ritp on one instrument and you wanted to double
it with another. you had to physically play both inatruments and hope
vou got the phrasing and intonation right. The interest in synthesizers
in the late 19708 ultimately led to a solution to this problem (and inad

vertently opened up a whole universe of creative possibilities) when ail
the major manufpacturers pinally got organized in 1982 and agreed on
a standardized communications protocol callied MIDI. Originally de

signed simply to allow layering o sounds, musicians and engineers
have evolved it into everything from a compositional and production
tool (via MIDI sequencers) 10 a master controller (via MIDI Machine
Control). porging the remarkably robust and versatile interpace of
today. Perhaps most importantly. MIDI enables a musician to add
real-ltime expression and musicality to an electronic instrument
(imparting pitch bend and vibrato, for example). =~ MIDI was not only
a great idea. it was a coneept that came at just the right time, in per
pect conjunction with the rise of the home computer. And there's every
indication that MIDI will survive into the foreseeable puture, thanks to
a number of porward-thinking revisions currently under considera

tion. including the use of a much paster and wider-band physical
interpace (FireWire) that will tie it inextricably with digital audio
tranamission. in both local networks and over the Internet.
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6. samplers

More accurately. this section should be labeled "Analog-To-Digital and
Digital-lo Analog Converters.” but we thought a few of the more
technophobic among you might have painted at the prospeel. But it
was the development and maas production of these chips in the early
1980s. logether with the availability of appordable Random Access
Memory (RAM). that has made sampling technology possible and with
il. the rise cf some of the more interesting genres op late-twentieth cen-
tury music, such as rap. hip-hop. and rave. What’s more, samplers are
an integral tool in the remixer's arsenal and 80 have also made that

art porm posaible.

7. sample editors

As important as the technology was, samplers didn't really come into
general usage until the avaitability of computer based sample editors
in the mid-1980s. with Digidesign’s revolutionary Sound Designer lead
ing the way. Ihis program not only singlehandedly made the
Macintosh the computer o choice por musiciana (which has been the
case until very recently. when I'C based sample editors and MiD! pro
grams of equivalen! quality have appeared). but it also m m-ni-made
possible the phenomenon of Max Headroom. fjorever impacting the
visual approach of ad agencies creating TV commercials (who (- | love
thia kind of thing). and Saturday morning kid's shows like PeeWee's
Playhouse.

8. nigiral synthesizers

There u'er("a_vmlu'dizera in 1976. to he sure. but they were of the atrictly
analog variely and they had a certain artipicial pilter open, fpilter closed
sound quality which many today pind charming (retro glasses are
always rose colored) but which, even then. many people pound irritat
ing (one well known rock singer of the era called it “the sound of a
dozen bees in heat”). All that changed in the mid-1980s with the appear
ance of all digital synthesizers like the Yamaha DX7. Roland D 50 and
Casio CZ 101. Irue. these may have had their own annoying characteria
tics. but at least they were difperent annoyances. And. i nothing else.
they presented new sonic palettes that the discriminating musician waa

able 1o aceess with increased control and expressiveness.

9. MTV

In 1976, the propessional musician was judged largely on the quality
op his or her music and only secondarily on the choice o wardrobe
and makeup. But. in 1981, all op a sudden. image was everything. We

. s P."_'.'..lll BITITAL
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had a professional actor as President and we had MTV on every cable
service. Coincidence? Al the risk o) sounding like Oliver Stone. [ think
not. But love if or hate it, there's no question that the rise o M1V has
porever changed the way most people assimilate and enjoy muaic.

It's no longer enough to paint an interesting sonic landscape—it now
has to be accompanied by an at least equally interesting video in
order 1o gain commercial acceptance. Hand in hand with that goes the
concept that the musicians making the music have to alao look inter
esting. Lawyers and accountants have always played a prominent role
in the music industry, bu! now they are joined by video directors,
choreographers. wardrobe designers and makeup artiata. Is this a sad
conmunentary on our times or simply the inevitable evolution o an art

porm? You be the judge.

10. The Home studio
The happy culmination op all these technological innovations is the
rise of the home studio in the 1990a. For the pirst time in the 100 year
history o} recorded music. the musician is not obligated to work out
side o his or her natural environment in order to achieve commer
cially acceptable resuits. Even today's budset-priced home recording
equipmen! is par superior to anything pound in the propessional
recording studio of 1976. and mid-priced products such as 8 track
MDMs (Modular Digital Multitracks) and hard disk recorders deliver
astonishingly high-quality audio extremely close to that provided by
today's top projessional gear. Beyond the recording and mixing
stages, there are even hardware
and software innovations that
enable the pinal mastering o CDa
right in the home. These are the
true pruits o technology tools
that empower the average musi
cian. fven though we've atill got
mountains to climb, we've come

an awpul long way since 1976.

Contributors: Howard Massey is
Musician’s technology editor.
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Now you can
record 8 tracks
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on a removable
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no compression

and no compromise!
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inally. you can have an expandable IDE-based
digital removable hard disk system which offers up
to 40 minutes* of true multitrack recording. non-
destructive ‘cut. copy. move & paste’ editing.
instant locate & search. five “virtual reels’. digital
and analog inputs/outputs along with a removable
front panel which acts as a full function remote
control—all in a package which is a snap to use and
incredibly affordable. So much so. you might want to
buy two or three for 16- or 24-track recording
SLAVE D-80s for 16 & 24 TRACK RECORDING capability. Visit your Fostex Dealer today!

The D80 can be stave or master to other 1Y80s/ DAMT 8 Now free software TrackManager a new professional

and the outside world wa its standard budt in MIC and track sheet database for both the MAC and PC
is sample accurate unth Word Clock (optical /P DI ) N
Windows $59.00 value.
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tor turther informationcontact Fostex Corp. of America - 15431 Blackburn Ave. - Norwalk. CA 90650 - Voice: (310) 921-1112 Fax:(310) 802-1964
http://www fostex.com




Players Rejlect on Past
(and Future)
Musical Milestones

11

s we look back on the panorama of two decades. and
edge porward toward the next millenium, we hegan
asking ourselves a jew questions: What. for us. was
the moat important musical event of the past twenty
years? How did it change us as musicians? And what
did we see in store por music over the next twenty? Not having any
answers at our fingertips. we pigured we'd usk some other musicians
tor their responses. Here's a taste of what we got. (We'd like to hear

your answers too. feel free to send ‘em in.)

The most important even in music over the past twenty years was the

invention of the sequencer. It impact on me was to turn me into a

composer (who's actually earning a living at it). Over the next twenty me. I'm 80 glad he's gotten the recognition he so deserves. As tar as

years record atores will be able to print CDs (or whatever) on the spot. the future of roek & roll and where it's going, as long as there are musi
This means that they won't have to maintain physical inventory. which cians young and old who have the passion to look back and think for
means they will be able to "stock” everxthing that has ward. it will always prevail.
ever been recorded. Which means that jringe perer wolf
artists will not have to struggle for shel} space.
Any obscure record you want will be avail The most important event in music por me,

able at any store. Any obscure music that obviously. was when my song “Luka”

I want to make will pind irs audience. became a hit in 1987. What do I see hap

stewart copeland pening in music over the nex! twenty
vears? More women in all aspects of the

industry, more acoustic musie, more inde

The most important event of the paat twen

pendent labels. Also. unfortunately. more

Greg Dulli

The most important event of the past twenty years jor me was

ty years was Sivteen Stcne by Bush. How did it J——

afpect me? Positively in a positive way. And the segregated formats in radio and retail.

Steve Albini/Bush collaboration will set the trend for the suzanneyega
next twenty years.
¢reg pulli, afghan whigs

seeing Heart in Boston by myselp when I was nine. I was so scarved by

I can't say that there's one major musical event that’s the most the bikers there that | ran home and played guitar all night.

%

important in my lite. though there have been several Qver the next twenty vears there will be some good

key moments. The pirst was spending endless bands that are successful. there will he some

hours searching around the radio dials when bad bands that are successtul. and there
I was very young and encountering these will be some good bands that aren’t suc
wonderful charismatic disc jockeys who cesspul and bad bands that aren’t suc
chose their own music—people like Alan cesspul.
Ireed. Jocko llenderson. the Magnipicenr evan hando, Lemonheads

Montique, and Symphony Sid—helping to

create and define what were the beginning

. : \ These events in the last twenty years really

got my blood pumping: The Live Aid con

stages of rock & roll. Another key moment

was meeting Muddy Waters. jor whom I became certs. One of the primary reasons that music is such

something o an unoppicial valet. He took me under his Suzanne ga

wing. and what he taught me could pitl volumes. Another

a powerpul porce is its ability to bring people together
around issues much larger than their own personal
of the great biuesmen that | had the opportunity to spend a great deal problems. These concerts galvanized an entire spectrum of people all

op time with was John Lee fiooker. and he ia atill a great influence for over the world. The concerts reached a viewing audience of one and a
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The most important event in music in the past twenty years for me was
the recent Kiss reunion. Kias was one op my influences growing up. and
the reunion was very inspirational. I have no idea what will happen to
music over the next twenty years. but [ hope that good musiciandhip
will come back into plax because right now you don’t have 1o be an
accomplished musician. You just play two chords. bang on something
that sounds like a trash can. and call yourselp "alternative™—and you
can be the next bis thing!

nnie pau n rQ

for me. Bob Marley was the most important musical event of the last
twentv years. Although reggae came out of a long muasical tradition in
Jamaica—prom calypso tc ska to reggue—the rest of the world thought
it was a brand new sound. Reggae drummers literally did turn the beat
around. and “playing a riddim that pights asainst the system™ pro
duced a refreshing groove. Doing a drum pill and then bringing in the
bass drum on fwwo instead of one was a mind-bender. Although the
sound was soon co-opted by the Police. Paul Simon, ete.. no one could
mateh Marlex's [yries. They came from an almost new language. | and
I say. and were taced with political and apiritual overtones. Since Bob
left Babylon, regsae hasn't been the same. What I'm trying to say is

halt billion people. Alinoat a quarter of the planet’s population saw that Bob Marley has had a strong eptect on the music world since the

muasicians who were dedicated to making the world a better place por mid Seventies. As tor the future, it's uncertain, and the end is
those not as portunate as ourselves. Standing on the edge of the stadi always near. But whatever kinds of artiats are out there in the next

um that day in Phuladelphia, | experienced a rush of fwenty vears. be it grunge or techno acid jazz, i they

entotion almoat comparable to taking part in the speak about the hwman condition from the heart.

births of my children. The death of Elvis. not just as entertainment, their concentrie cir
What a sad waste of the lite cf one of the cles will be wide.
moat unique rock & roll musiciana in his ;()hn pensmoce, tie poorrs
tory. In his glory (before entering the

army) he was absolutely the best in his The amazing explosion of creativity and

class. To see such a sad end was heart art—dark rock/new wave. 1978 to '83. The

breaking to me. He touched millions o peo atreels of Los Angeles were alive with a new

ple with hia raw talent. Such power and vital eneration of artists. poets. mudicians.
]

ity has not been seen since. Singing with my dancers. and poseurs, all fueled by the hyper

> ging p A A

heroes. On a personal note. when [ pinally got to sing Peter WOlb aggresaive sounds op the punk/new wave revolution.

with the Everly Brothers live onstage in Toledo, Ohio. in What a time! I thought I was back in the pavchedelic

19go0. | thought I'd died and sone to heaven. They were the very Sixties. The Sunset Strip was boiling. Clubs were everywhere:

reason that [ sing harmony in the §irst place. and ever since I'd been Hollywood. Venice. £ast lollywood. West Pico. even Chinatoun
a child I'd dreamed of this moment. “So Sad” in three-part har Madame Wong's and the Hong Kong Cafe. Man. | used to eat at
mony i a memory [ wdl cherish porever. those places, and all o) a sudden X is playing at both
aham sash off them. | eren got o play with X, probably the
best punk rock band that ever was-certainly
It's hard to pinpoint what specipically ia the most literary. and certainiy the most
the most important event—it could be the expert on their indtruments. Wow, what a
emergence o srunge. the re-emergence bive xear ride! We will not see its likes
of blues. or the death of John Lennon. again. It was good. hot. hard. intense.
But. although it's on the negative side. | / wild. and so soddamned creative. | loved
think it’s been the stagnation of American it! The future holds the merging of the

radio. It seems like radio in this country has Judeo-Christian/ Muslim myth into the one

7

-

and yours too.

been los! por at least ten years. and as a musician

religion that it actually isa anyway. Those who can

that aftects you greatly. In the next twenty vears transcend the old myth can then begin to create the

muaic and artiats will continue to expand and evolve, muasic of the spheres. The 218t century holds my dreams

stretching boundaried and genres.

tichie sambora, Bon joul Qy Manzae s

M usS 1 c1l AN FEBRUARY 1997




ofon
2 T
- -

G
ese

L ime Systenny Ld

e tOIt NOtes ™eosures >core view wWINOoOWsS >Sewp
g [l =" . __ Blue Breaks.enc _

[» (VA3 005 JKeU ) (G [+ -

o |8

Dlutey Swing Compored and Arrsagwd

Sy stere Koliw

IS N

VISCOUNT 24 313 - DIGTAL STDRAL PROGERSON

FEBRUARY 1997 M U S I C1 AN



1 Carvin Holdsworth
guitar

Another guitar legend gets his name plastered on a new
axe. Carvin's Alian Holdsworth signature model features
a semihollow alder body with a set-in 24-fret neck and
25.5"-scale ebony fingerboard. The locking tuners are
Sperzels, the nut is graphite, and the pickups are

special H22 humbuckers. Options include

flamed or quilted maple tops, single or
dual pickups, and a Wilkinson vibrato sys-
tem; prices start at $809. p Carvin,
12340 World Trade Dr., San Diego, CA
92128; voice (619) 487-1600, fax (619)
487-7620.

2 E-mu e6400 synthesizer
Designed and built with the same sampling and synthe-
sis engine as the higherend E4X and E4XTurbo, Emu’s
6400 ($2795) comes standard with more than 400
megabytes of sound data on CD-ROM. Once you've
loaded the presets (which takes a matter of seconds),
you can aiter them with 21 filters, 32-voice layering, 128
voice cross-switching or fading, and a patching system
that lets you choose between 50 different synthesis
“destinations” and 58 modulation sources. And as long
as you've got a mic, the e6400’s automated sampling
system is a breeze to use. » E-mu, 1600 Green Hills
Rd., Ste. 101, P.O. Box 6600185, Scotts Valley, CA
95067-0015; voice (408) 439-0324, fax (408)
438-8612.

M U SI1 C ) AN

3 Passport Encore
software

It's already considered one of the top music notation
software programs, and now with version 4.1, Passport’s
Encore ($595) has just gotten a little kinder. Among the
new wrinkles are a device file that lets you choose among
an array of preset synth sounds from Korg, Roland,
Yamaha, and Alesis. Other additions include a pop-up
pitch indicator that identifies notes by name and octave
and a continuous deletion option that makes for more
fluid editing. » Passport, 1151D Triton Dr., Foster
City, CA 94404; voice (415) 349-6224, fax (415)
349-8008.

4 HQ SoundOff pads

One thing’s certain if you outfit your drums and cymbals
with SoundOff silencer pads from HQ Percussion: No
matter how late it is and how many neighbors you've got,
you can get a groove going. Actually, one other thing'’s cer-
tain too: SoundOff will give you all the responsiveness of
a drum head without the usual clunky feel of pads. Prices
range from $6.50 for a 6" tom silencer to $27.50 for a
24" kick silencer; a four-drum silencer pack runs $34.50,
and a threecymbal silencer pack goes for $26.95.» HQ
Percussion, P.O. Box 430065, St. Louis, MO
63143; voice (314) 647-9009, fax (314) 644-
4373.

5 Tascam 414 Portastudio
Amid all the talk of MiniDisc demo recording, let's re-
member two things: 1) Cassette fourtracks still exist, for
much less money, and 2) Tascam is still making them.
Their latest entrant in the field, the 414 Portastudio
($449), has the capability of recording simultaneously on
all four tracks, making live performances that much eas-
ier to capture. Other nifty features include a discrete sync
output to drive MIDI gear, separate L/R monitor and main
outputs, and a long throw master fader that eases your
way to a smooth fade in or out. » Tascam, 7733
Telegraph Rd., Montebello, CA 90640; voice (213)
726-0303; fax (213) 727-7835.

6 Viscount EFX-3000
processor

Looking for that perfect room sound? Check out
Viscount's EFX-3000 multieffects processor ($1995),
which features a built-in spectrum analyzer that (so the
company claims) can recreate any acoustic situation. The
two-rack unit, designed principally for guitarists, also fea-
tures four banks of 128 fully programmable memories,
and allows you to combine up to nine effects (from amp
simulation to pitch modulation) simultaneously. Complete
MIDI implementation adds flavor. » Viscount, 306 S.
Main St., Ste. 2B, Ann Arbor, Ml 48104; voice (800)
2530293, fax (313) 930-0179.
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The greatest
amp companies

In the world use
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Sovtek tubes are sold exclusively at leading music stores
and service shops throughout the world

NEW SENSOR CORPORATION -« 20 Cooper Square, New York City, New York 10003
(212) 5290466 - 18006335477 -+ Fax (212) 5290486 + http://www.sovtek.com




by mac randall

conscience can be a
terrible thing. All that
gnawing at you day
and night with high
and-mighty moralizing is a real
pain when all you're trying to do is

your job. It can get so bad that the
only thing left to do is shut your
conscience down and stop
thinking. That's what |
eventually had to
do while testing
out the AxSys

212, a digital

guitar combo

from a new com

pany called Line
6. The big deal
about the AxSys 212 is
that it uses physical model

ing technology in an unprecedent
ed manner, simulating the sounds
of many different classic ampli

\ fiers. It does this so effectively

7 editor’s;

that every other minute my conscience kept telling me, amp tubes. Eg
"Stop it right now! This is cheating! You can’t do this!

But because the AxSys was so clearly proving that you distorting them. but
could in fact do this, | simply had to turn off my co do t
science, stop thinking, and just listen way. By analy

And what sounds | heard. By pressing just a couple tics of all three and
of buttons or turning a knob or two, the AxSys can go them in one box 6
from the crunch of an overdriven vintage Marshall to the cians have come up with w
warmth of a Fender Bassman to the sparkle of a Roland be the guitaris
JC-120. And that’s only the start: There are 128 preset ent to the H
sounds, nearly all of which are eminently usable The digita
with no tampering required. If you're in a and the extra but
tampering mood, though. get ready for a of the amp's front
little piece of heaven: over 50 parame early indication that th

ters to edit. from cabinet type to reverb beast. but e
diffusion, e ftitude )
subdivisions. . y } y
changes you've made, you c as to its roadworthir
the new sound into any one of 128 ope name suggests. it's got tw
user slots. When you've got that sort of speakers, both custo d

power at your fingertips. it makes letting go Eminence. It pumps out 100 w
of your conscience a whole lot easier

What's the secret behind this modern miracle? The the master volu F
folks at Line 6 call it TubeTone™: basically, it's a type of earplug weari S
digital signal processing. A very strong type too—the It does have re
two 24-bit processors in the AxSys can perform 48 mil just ke a
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spicK)
—editor'spiclk;
reverse order, Delay/Reverb, Gain, Treble,

Mid, Bass, Drive, Master, Aux, and Guitar.
Only the last two warrant explanation. With

the AxSys, as with any processor, you have to
set the volume of your input for maximum
effectiveness. The AxSys has two inputs,
both with separate controls: Guitar and
Auxiliary {which could be used for a mic,
drum machine, tape player, or another gui-
tar—by the way, the Aux input doesn't get the
benefit of all the processing). For each input,
you turn the volume up until the Clip light
flashes, which tells you you've gone far
enough. (Of course, sometimes you may
want the signal to clip; the distortion that

unspeakable tone, but me, I'll take a real
acoustic. As for “Lukather Style Lead” and
“5150 Crunch,” | couldn’t stand the origi-
nals, much less the simulations. But if you
want such sounds, | can confidently say
they're duplicated convincingly by the AxSys.

Editing the sounds is almost as easy as
scrolling through them; it's the amount of
choices you have that makes for the difficui-
ty. The funny-looking charts on the right side
of the front panel are called edit rows; but-
tons on the left of the rows let you select
which one you want. Once you've done that,
the six main knobs (one beneath each sec-
tion of the row) become the controllers of the

edit row, turn the given knob to get it where
you want, then turn the effect on by select-
ing another edit row and turning another
knob.
process, and if you miss one step, nothing
gets changed, at least not audibly.

Which leads me to the AxSys' only real
flaw: It's not designed for absolute spon-
taneity. By that | mean simply that not every

It's not exactly an economical

parameter can easily be adjusted while in
the heat of playing. In order to sound spon-
taneous, you have to do some work in
advance—first getting used to the amp and
the way it works, then getting the sounds you

want and programming them in order.

By analyzing the characteristics of three
classic types of amp tubes and replicating
them in one box, Line 6’s technicians have
come up with what may be the guitarist’s
closest equivalent to the Holy Grail.

results is harsher than that caused by turn-
ing up the Drive or Gain controls, but still has
its charms, especially if you're on the indus-
trial tip.)

Scrolling through the sounds is as easy
as pressing the two Sound Bank buttons and
the corresponding quartet of A, B, C, and D
(the 256 total sounds are divided into 64
banks of four). Some titles were a bit myste-
rious; | couldn’t figure out what was so Jeff
Beck about “A La Jeff Beck 2 (w/Rat),”
although that delay did remind me slightly of
Beck's “Where Were You." Still, the patch's
singing tone was a winner, The “Beatles”
option stood up well to the timeless Harrison
solo from “Hey Bulidog,” while “Surf" had
me doing my best Dick Dale imitation, and
“Bassman w/Slapback” got me pickin' and
grinnin’ in no time. The sole disappointments
in the AxSys’ whole array of sounds were the
patches.
They're not really simulations of acoustic gui-

so-called “acoustic simulation”
tars—instead, they simulate the sound of a
piezo pickup running through the board (at
about half the volume of the amp's electric
sounds). It's possible, | suppose, that musi-
cians exist who are actually fond of that
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given parameters. Turning the knob may not
automatically change the parameter, howev-
er; each patch has its parameters preset,
and you first have to turn the knob to the
level of that preset before you can alter it
(the relative brightness of the light by each
knob tells you which way to go). This “cap-
turing” of the preset level saves you from
sudden unwanted shifts in volume, amount
of reverb or distortion, etc., but it does take
getting used to.

There’s not enough space here to go into
all the tweaking you can do with the AxSys,
from changing preamp type (36 options) to
altering distortion (3 different fuzzboxes,
each with 3 different tones and 9 different
gain levels), I'll only mention that the 12
delays are surprisingly warm for digital, the
random envelope filter is ultra-cool, and the
hum canceller is a brilliant idea, especially
for guitars with single-coil pickups (as with
many features of the AxSys, hearing no amp
hum is at first disconcerting, but soon wel-
comed). The one problem with the amp's
editing setup is that when you want to turn
on an effect that isn't part of a preset, you
first have to select the type of effect in one

M U S I C1) AN

Between capturing a preset's level and
selecting an edit row, altering a sound from
the front panel takes time, which is fine if
you're fiddling around in the studio but which
limits the AxSys' usefulness as a live tool.
(Let's be fair, though: If you were dealing
with a pile of rackmount effects, you'd have
way more logistical trouble on your hands,)
Line 6 has taken this into account and is
designing a foot control panel to go with the
amp (projected to cost about $300), includ-
ing built-in volume and wah pedals (to control
both the internal wah sounds and any of 24
other assignable parameters). This could be
the key to true live monstrousness with the
AxSys, but as the footswitcher wasn't ready
by the time of this review, | can't say for
sure.

Then again, some might say, with sounds
like these, who needs spontaneity? And fair
enough, if you don't mind a certain amount
of programming before the gig, you will be
well rewarded by the richness of the AxSys.
At $1099, it ain't the cheapest amp on the
market, but it's far from the priciest, and
when you consider how much you can get out
of it, frankly, nothing else comes close. ‘%
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Wouldn't it be nice to have the sound of any amp you wanted? A Fender Twin. PROPRIETARY
™

Marshall stack. Mesa Boogie. Bassman. Maybe a JC 120. Or Soldano.

A
The AxSys 212 has them all. PROCESSING
And a whole lot that other guitar amps don't. A full set of 24 bit stereo digital L“beb”em Is jhe TRl WERE
e ) SP-based sound modeling

effects* Complete programmability. One touch recall of everything. technology that recreates the
. . sound of classic amps. It's the most
Switch instantly from the sound of a Fender blues tone to Marshall crunch to significant happening in guitar amp
vintage AC 30. Complete with effects. No stomp boxes, no racks, no tangle of tone since the tube itself, and only

the AxSys 212 has it.

cables or complicated setups. All for about a thousand bucks.
You can leam the rest of the
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believe it.until you hear for yourself. So get to your dealer and check our story. at your dealer, or contact us today
You'll be playing your own AxSys 212 tonight. for a free brochure.

11260 Playa Court. Culver City, CA 90230 . -"=
voice: 310 390-5956
fax: 310 390-1713 [ B | ]

fax-back: 800 51 1-8604, ext 2003

the sound that’s in your head
e-mail: sales@Lineé.com

*List of effects in teensy httle type: Noise Gate; Hum Canceller; Compressor; Wah (includes Models of Crybaby and mutron fil); Auto-Wah; Rando-Wah; Sample Hold Wah; Volume Pedal; Auto-Volume; Distortion Box (Includes models
ot Vintage Tube Screamer, Rat pedal, Big muff Pi, and a special Fuzz Face Preamp); Bright switch; 3-band Preamp EQ; Preamp Drive; Preamp Type; Preamp Qutput Level, Acoustic Simulator, 5-8and Graphic EQ; Bass, mid,
Treble Tone Controls; Presence; Mono, Stereo Chorus; Mono, Stereo Flange; Phasor; Stereo Rotary Speaker; Mono, Stereo Tremolo; Mono, Stereo, Ping-Pong, and Multi-Tap Delay; Tap Tempo Delay; Dynamic Delay; Room, Hall, and Physically
Modeled Spring Revert; Amp dem; Cabinel Simulator; Stereo Spread; Digital Tuner. (ndependent Clean Aux Input with Level, Bass EQ, Treble EQ, and Reverb Amount. All products and trademarks are the property of their respective owners.
Line &, AxSys, and TubeTone are trademarks of Fast Forward Designs, Inc. Any reference to sounds, and sound models of specific products does not imply cooperation nor endorsement from those manufacturers



(cont’d from page 24] more—I want to go in
a different musical direction?”

PARKER: Nothing would ever keep me from
writing what | write because it's hard enough
as it is. If you write something that's credible,
| don't care what it's about or what direction it
leads in. If it's love or hate or whatever. If it's
good it’s good. Just thank god for another one.
CRENSHAW: As opposed to stopping myself
when I’'m writing something that isn't typical of
me, | stop myself if | catch myself second-
guessing what I'm doing according to what
somebody else might think. If I'm second-
guessing, then I'm on the wrong track and |
need to rethink it.

Have any of you ever consciously thought
about writing a hit?

CRENSHAW: If you're influenced by pop
music and really love it, you just sort of go
there.

BRAGG: If you go out consciously to do some-
thing like that, you're much more likely to bol-

locks it up. For writers like us who are talking
about the craft of it, rather than the pure hit-
machine mentality. | think we're trying to write
albums in that sense. We're talking about a
much broader view than having hit singles.
The Top 40 has become so marginalized late-
ly with what gets in and what doesn’t that
we're never likely to qualify. So there's no
point to it.

Is there a writing process that you go
through? Do you put on a certain sweater or
drink lots of coffee, or write late at night?
PARKER: Pop stars in their underwear—
that's what you're getting at, eh? [/aughs] No,
| have to make sure I'm not under the influ-
ence of anything at all, so | try to write in the
daytime before | decide to become under the
influence later on. I've got to be really clear
about what I'm doing. There’s no dressing up.
| don’t put on women'’s clothing. But maybe |
should start expressing my feminine side . . .
BRAGG: Sometimes I'll go to bed and think
about a verse and have to get out of bed,
creep downstairs like a burglar, and write it.

World Cafe can be heard on 106 signaks,
incuding:

90.5 WCBE, Columbus, OH
92.1 WMSYV, Mississippi State, MS
89.1 KEOS, College Station, TX
90.7 KWMU, St, Louis, MO
90.3 KNBA, Anchorage, AK
90.9 KSKF, Klamath Falls, OR
90.7 WFUV, New York, NY
91.3 WUKY, Lexington, KY
90.5 WKHS, Worton/Baltimore, MD
89.1 KMUW, Wichita, KS
CONTACT YOUR LOCAL

RAOIO STATION FOR AIR TIMES
OR CALL 215.898.6677

World Cofe, the only progressive music show on radio
that serves up the hottest mix of acoustic and alternative
rock, R&B, reggae, blues and world music, now fec-
tures Musician Day on their musical menu. Guest

Lisa Germano, Sonny Landreth and

arfists play their favorite tunes ond talk about

their own music. Qur next guest D) is
Shawn Colvin. Some of her picks will
include: Steve Earle, Crowded House,

Patti Griffin,

Guest Hogy- Shawn Colyiy
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It's a bit of a solitary experience for me.
PARKER: I'll write for a half hour or so, and
when | get to a point where I'm still excited
but not quite there, I'll watch TV until the ener-
gy builds up again and I'll rush out and get
back at it. It's better than sitting in a room
with a guitar for four hours, which would be
like prison to me. | have to walk out every now
and then.

CRENSHAW: | do a lot of writing in the car.
It's a great place to just listen and think, or
pull over. Solitude is necessary, and when
you're in the car, the scenery is rushing by,
you're moving. There's no set rules. What |
hate is that when | get really engrossed in
writing, it just won't leave me alone. It stays
in my mind all the time and | can't hold a con-
versation,

PARKER: Yeah, it's very bad for anybody else
who's around.

CRENSHAW: What did Franz Kafka say about
intellectual pursuits, how they cut you off
from life and it's no way to live? Well, | really
love what I'm doing, but sometimes | see his
point.

So did you guys choose the right career path?
BRAGG: Yeah, but sometimes you find that
you still have to do the kinds of things you
hated at your old job but twice as fast. |
remember sitting in the bar after hours some
mornings feeling really sorry for myself, while
a car would be waiting outside to take me off
to the next gig that was somewhere | didn't
want to go. | remember thinking to myself,
“Fuck it, | got this job so | wouldn't have to do
that shitty morning-dash-out-the-door bol-
locks.” But it's always there.

PARKER: Billy hit it just right—the difference
between getting it right and going back to the
factory is like fucking hell.

BRAGG: Some people just flip out. They make
their first album and it's such a relief. When it
comes to the second album, they just take
this look down and they never get around to
doing it. If you're a good songwriter, before
you've got a first album, you've probably
already got enough for the second album, But
by the time you get to that third album, if your
first album was any good, your life has
changed so much that you'd damn well better
be plugged in so you know what's going on.
Because if you can't tune into that same per-
son who used to write songs in your mom's
bedroom, it can be an awful shock. M]
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IRRESPONGIBLES

Things are going well right now for the just-outside-of-Boston-based irresponsibles.
Shortly after their selection as one of Musician's Best Unsigned Bands, they received a
call from B.U.B. judge Adrian Belew, who offered to produce their next album. “I really like
his sound--we're definitely planning to work together,” enthuses Peter Montgomery,

singer/guitanst/main songwriter. The band also features Dan Rudack/drums, Mark
Nigro/bass and Dave Thomas/lead guitar.
Peter started the band a decade ago ("Our first gig was at a nursing home," he laughs.
“It was straight out of a David Lynch film.”) and the current line-up has been together for
four years, playing regularly around
Boston, New York and points in
between. They've appeared on compi-
lations and released a CD of their own
that is rich in hook-filled pop tunes. har-
monies and smart arrangements. They
are most frequently compared to the
Beatles (Peter's playing career began
‘ at age twelve with a guitar "borrowed’
. ) from his sister and a Beatles chord
book) and XTC. Do these references
bother the band? “Hell no!" says Peter. "That's intelligent music. We are a bit harder live,
though.’

With a canon of great songs, a solid live show (they've recently appeared with a 3-
piece string section), and a mailing list of several hundred fans, the Irresponsibles are def-
initely headed in the right direction.

‘I love the current wave of Beatles/Oasis-type pop with really wet, juicy production,
Peter offers. “It's the kind of music this band's been interested in since the start and now
it seems like the industry is swinging back around in this direction.”

MUBIGIN § 1336 8
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Coolidge rehearse inside the notorious “music building” on 8th Avenue in Manhattan,
For musicians who don't live in New York, we asked them to describe the vibe. “Let's see,
it's 12 floors with six studios on each floor,” explains guiatrist/singer Denny Blake. “As you
go up past each floor in the elevator you hear everything from Sex Pistols-like punk on one
floor to mellow acoustic ballads on the next to reggae on the next. It's like one giant party
sometimes, complete with kegs and people spilling out into the halls.”

This diverse communal atmosphere suits Coolidge, a tight, powerful funk-rock trio that
also includes Malcolm Gold on bass/vocals and drummer Yancey Drew (who plays with
Brooklyn Funk Essentials and dance
diva Joi Cardwell, as well). Says
Denny, “It's wierd, we've got an old-
school soul drummer, a funk bassist
and a blues-rock guitar player, but
together it really works.

Frequent comaprisons? "I think we
have but one Chili Peppers album
between us, but that's a band that all
the reviewers seem to mention,” says
Denny. “ guess people hear the fuinky

bass line and immediately think of Flea.
In fact. their influences are all over the musical map. “Well, today | went from listening

to Ravi Shankar to Chet Atkins—I'm pretty eclectic,” offers Denny. “So am I,” admits
Malcolm. "Which is probably why we work so well together. | listen to a lot of reggae, jazz,
pop. old funk, R&B, everything.”

The band have been together for a couple of years, have one CD out, and gig regu-
larly around New York. As for the future, says Malcolm, "We'd just like to get out on the
road and tour more extensively.”

"Werre definitely a radio-friendly band,” adds Denny. “With the right team behind us. |
think we could do well. The ultimate fringe benefit is that we'd be able to get out and play
live more because that's our favorite thing to do.

SHABALL 3

Even though the Texas-based Shabazz 3 are all in their early twenties, they make
intelligent hip-hop music that is steeped in classic references. “I'm mostly influenced
by jazz and soul—Roy Ayers, Donald Byrd, Les McCann, Ronnie Foster, Ramsey
Lewis, James Brown," lists Ty Mackland, the band’s mastermind and self-taught stu-
dio buff who provides the music and samples that lie at the foundation of their com-
positions. “I love the old warm sound and that's what | try to capture in our music.”

Ty is aided by his cousin Jonathan Dangerfield on lyrics/vocais and DJ Bobby
May, a master of the cut n’ scratch on the turntables and a mad record collector. As
a band they've been together for
two years. Their songs provide a
richly-textured alternative to today's
sample-by-numbers hip-hop. Ty
explains how: “First | find a good
groove. Then | tend to keep layer-
ing stuff on top of that. But every-
thing has to be in key. When | put
stuff together, I'm always thinking in
terms of notes and keys—which
isn't always the case with hip-hop
bands. | like hip-hop that's melodic, with something musical going on, not just two
cats and a drum beat.”

Another attribute is their use of live intruments. Their new material features gui-
tar, Rhodes keyboard (“Which | just bought a wah pedal for," adds Ty) and stand-up
bass. And that which isn't live surely sounds like it is. “The trick to that is good EQ-
ing,” Ty laughs. The results will end up on the bands first full-length CD, and Bobby
is confident they can keep hip-hop evolving. “Just wait til you hear this stuff,” he
promises.

INGIbNED BANDS

ANTHERD

Antihero is, for all intents and purposes, one man: Tao Jones. His card reads "Rock
Musician/Spiritual Advisor/International Spy". Add to that "Brilliant Songwriter”

His latest project began is only a year and a half old (the rest of Antihero 1s made up
of various local musicians on loan from other bands). but the 28 year-old has lived and
played all over the country (Colorado, Seattle, California, New York and, presently,
Northampton, Massachusetts). “My last band was sorta original funk/metal/groove, |
played guitar and sang. but there were a few too many egos.” he explains. "Before that
I played in all kinds of different bands that either did or did not make any money—includ-
ing keyboards in a Blondie tribute
band, which did make money.”

Musically, he's “a product of the
70s—Led Zeppelin, Black Sabbath,
the Stones, the Who, and eventually
the Beatles. As for nowadays, | can't
really recall the last thing | bought.”

Says Tao, "My reviews have
spanned a spectrum of bizarre com-
parisons, though the Buzzcocks have -~
been mentioned more than once.”
But, while the song that clinched his spot as one of Musician's Best Unsigned Bands
("Anjie. Where's My Medicine?") is both impassioned and angst-y, it's not, he decides, a
stereotypical Antihero number—or is it?. “It's kind of a heartbreak song—most of my tunes
are slightly faster and more sarcastic.

"Well, | don't know,” he reconsiders. | probably write about half and haif emotional
songs and comedic songs. Sometimes | just feel stupid writing emotional songs. But then
you can't always come up with a great comedy song either.’

“Strange” was how Tao described a recent a series of meetings in L.A. following his
B.U.B. victory. “I'm slightly intimidated when every office | walk in to has gold records all
over the wall,” he says. “But the only people | tend not to like is A&R people. Some are
perfectly likable, but they're just so practiced. Practiced in nicely rejecting you, that is.”

Walch for more Best Unsigned Band profiles on THIRTY PIECES, NANCY MIDDLEION BAND, AHMAD ALRADEN,

THE GHADE, SEAN DRISCOLL GROUR SHARES, WITHOUT RUTH and SWINGSET POLICE next month
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By David John Farinella

itting in a plush white chair, Dweezil

Zappa leans forward, rests his

elbows on his knees, and says with

a straight face, "We are now sitting
in the master control area for the Tutti Muffin
Research Kitchen.” That's the semi-official, fully-
joking name for the control room of his father's
large studio. Dweerzil has staked his claim in the
former vocal booth for a wide variety of upcoming
projects. “Well, you know, we have a techno-coun-
try-gospel album that we're going to do and a
Zappa Family Christmas album,” says the man
himself. “I'm really excited about both of those.
And then he laughs, loudly.

While he's always had the ability to use the
large studio located downstairs from his living
quarters, the original idea of putting his own spot
together was born out of frustration. “I'd been
doing a bunch of recording projects and I'd been
a slave to other people's schedules,” he
explains. “| finally said, ‘I've got to learn how to
do this myself.””

One of the things he’s speaking of is the 75-
minute opus, What The Hell Was | Thinking?,
which features Zappa's fifty favorite guitar players
(from Angus Young to Brian Setzer) and has been
five years in the making. Then there was an
album with guitarist Warren DiMartini and a cou-
ple of songs that could either appear on a solo
project or an album by Z, the band he formed in
1993 with his brother Ahmet. All in all, the junior
room of the Tutti Muffin Research Kitchen has
been a busy place since he first plugged in his
Mackie 328 1 and three Tascam DA-88s 2 .

Zappa Family Headquarters includes

— S—
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—homestudio

Dweerzil's studio, a recording and mixing

room, and a mastering room in another part
of the house. “We're fully equipped to go from
start to finish,” he explains. “We can’t manu-
facture here yet, but we can do everything
else. No one can stop us!” Even though the
big room has all the best technology, in
Dweerzil's eyes, the simpler the setup, the
easier the work. "I generally use the big studio
for mixing these days, but | get much closer to
the sound I'm hearing in my head through my
equipment,” he says.

Reliability and ease of use seem to be the
criteria for all the gear Dweezil's stocked his
studio with, from the Mackie board to the
Panasonic SV-3700 DAT machine ¥ to the
DigiTech GSP 2101 studio tube preamp/
processor ¥ and a Crown DC300R power
Even the Boss Dr. Rhythm DR-660
drum machine ® that's stashed on a nearby
shelf fits the bill. "Oh, yeah, whenever | want
to keep it on the down low,” he says of the
drum machine with a laugh. The other perma-

amp ¥,

nent gear for the small room includes a pair of
Yamaha NS-10M monitors (behind the board),
a Tascam 122 MKIIl cassette machine
and the Tascam RC848 remote control unit
’.

On the movable shelves located by the
back wall of the small room is a random
assortment of heads, including a Marshall
100-watt % | a Vox Super Beatle ¥ and a
Peavey 5150 11. Beneath and on the
shelves next to the heads are a wide variety
of pedals. “Just say tons of pedals,” says
Dweezil, and he’s not joking. At just a quick
glance through the room, old distortion stomp-
boxes like a Roger Mayer Voodoo-1 12, a
Vox Tone Bender Fuzz 9, and a ProCo Rat
# compete with a Voodoo Lab Proctavia 15,
Prescription Electronics Yardbox 15,
Dunlop Uni-Vibe 99, MXR Micro Flanger 18,
and more that can’t quite be made out in the
photo, including a Boss CS-3 compressor/sus-
tainer, MXR Phase 100, MXR Analog Delay,
and a Fender Super Fuzz Wah. Then there's
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the Chandler Stereo Digital Echo 1 and
Peavey Valveverb 3 propped up on the cab-
inet holding the DAT machine and the Crown
power amp. There’'s no rhyme or reason to
what's in the studio on any given day—suffice
to say there’s a lot of everything and anything
lying around.

Dweezil's guitars are arranged, in no par-
ticular order, in the main recording room of
the studio. Just for kicks, he pulls in a Fender
Stratocaster 2 that he found under a stair-
case at the house some years before. It turns
out the Strat had been given to his father by
Jimi Hendrix, who'd burned it on stage during
a show in Miami. He also grabs a guitar that
looks suspiciously like an old Ibanez Iceman
2, even though Dweezil had a new neck put
on and his standard P-100 pickups installed.
“I wanted it to be a real subtle paint job, you
know, so | made it like the super-Vegas
Iceman,” he says of the gold glitter finish.
Also in the room is a customized Kramer
Flying V with a candycane paint job 8,
and a light blue Gibson Firebird % that
sister Diva gave to him for Christmas last
year. “Always a safe gift for me.”

Besides the flexibility he's found in his
own studio, Dweezil has the ability to do even
more with the equipment he's purchased. In
fact, that was the idea behind the first thing
he recorded with the DA-88s. “My first experi-
ment was to have the meters sit in the red
and not move. Just record it totally distorted,
just to see. it came back fine. The funniest
thing was, we put it in Sonic Solutions and it
was completely filled from top to bottom.
Normally you have peaks and stuff, but it was
filled top to bottom with a log of music. |
thought, ‘That sounds good." And the engineer
who was working with me said, ‘Well, that's
interesting, never seen that before.” So I'm
gonna do that all the time, No dynamics, just
full on.”

And that brings us back to the Zappa
Family Christmas album, coming to a store
“Well, that was a joke, but every
time | joke about it I'm like, ‘'That's a good

near you.

idea.” Now that | have the setup to do it, if |
wanted to record a fucked-up ‘Rudolph the
Red-Nosed Reindeer’ at two in the morning,
I can and | don’t need to call an engineer.
That’s the freedom. | can do the Zappa
Family Christmas album that I've always

dreamed of.” M
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by steven wishnia

remolo made Link Wray's gui-

tar ripple menacingly on

“Rumble.” 1t shimmied along
with Bo Diddley's neo-African beat
and made scores of surf instrumen-
tals shimmer like the California
waves. It was a standard feature on
American guitar amps through the
Sixties, most notably Fenders,
before fading away (though
Johnny Marr’s heavily tremo-loed
guitar was the hook on the Smiths’
“How Soon Is Now” in 1984).

Maybe it's the fiendish nostalgia

of aging babyboomers, maybe it's
that Diddley and Wray rocked with
more energy and soul (and wrote
more memorable licks) than a
brigade of shredmeisters packing

$10,000 worth of digital rack-mount gear, but there’s been
some resurgence of interest in tremolo and its cousin,

vibrato. In the last few years, both boutique and big-name
effects manufacturers have come out with tremolo and

Tremolo and vibrato

aren’t the same thing, but they’re

both coming back.

vibrato pedals. It's not just a retro effect. You can use
tremolo like you would a repeating delay, to set up a clock-
based groove and explore the area between the organic
music of electric guitars and basses and the electronic
pulse of synthesizers.

Tremolo and vibrato are often confused; in fact, the two

L to R: Diaz

Texas Tremodillo;
Dunlop Uni-Vibe;
Demeter Tremulator

cheapest tremolo units we found are
both called “vibratos.” Both effects
are similarly quavery, but tremolo
varies the volume—Ilike playing with
the volume knob—while vibrato
varies the actual pitch. (Thus, a
whammy bar is not a tremolo.) The
standard controls are speed (of the
variations) and “depth” or “intensi-
ty.”
($199 and up) tremolos have an
LED that blinks in time with the
speed, which can range from a slow,

Most of the more expensive

gradual swirl to a rapid whirr.

Venturing into the marketplace
bearing a not quite pre-CBS Tele-
caster and a no-name 22-watt tube
amp of “Pipeline”era vintage, we
first find the Rocktek Vibrator
($59.99), a Chinese-made plastic

stompbox. On our review unit,

the speed and depth controls
were mislabeled and the battery
compartment cover kept popping
off. But it actually sounds pretty
good, although its top speed is rela-
tively slow.

DOD’'s metal-flake candy apple
red VibroThang ($99.95) combines
tremolo with a phase shifter. This
sounds best on a few specific set-j
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tings, like the fast tremolo/heavy phase “surf
sound.” The area between subtle and exces-
sive is thin; as on most tremolos, you lose your
attack at high intensity and low speed. But if
you want to get into the game for under $100,
this is a solid unit,

If you spend more than $100, you gain
more speed and better tone (I rediscovered the
neck pickup on my Telecaster), though you
have to unscrew the back cover to change bat-
teries on four of the five units we reviewed,
Voodoo Lab's Tremolo ($144) is a simple two-
control pedal with a warm, buttery tone. It runs
off a light-sensitive variable resistor, varying
the volume in a continuous, cropped-off sine-
wave pattern. (There's a switch inside that can
be reset to change it to a hard on/off pulse.)

Diaz's Texas Tremodillo ($225), a small,
light stompbox with an extra switch to double
or halve the speed, takes a very different
approach. Its tremolo is more of an on-off
pulse that kicks in hard once you turn the
“dwell” (depth) control about three-eighths of
the way up. Beyond about two-thirds, the actu-
al note you play disappears, leaving only the
after-pulses. If trippy, twangy clockwork intri-
gues you, try this one.

Demeter's Tremulator ($235) is much
more subtle. Smooth and clean are the key
words here. Its tremolo is not overpowering,
but you don't lose attack even at high depth
and low speed. It can go to slower or faster
extremes than any of the other units, and also
gives your notes a 1dB volume boost that
noticeably improves their presence and depth.
An AC adapter is recommended; the manual
says the unit can run off a battery, but opening
it up to put one in involves more surgery than
just unscrewing the back cover.

Dunlop’s purple and gold TS-1 Tremolo
Stereo Pan ($185) adds a “shape” control that
alters the tremolo’s waveform. At one extreme,
it's a pastoral surf-music waver; at the other,
notes either stash out of the amp or are cut off
completely. Its distinctive feature is that it can
be run in stereo, alternating puises between
two amps. At medium-slow speeds, this is
extremely hypnotic. (Dunlop supplies a guitar
cord with a stereo plug so the signal still
comes out of both amps when the effect's off.)

Fulltone’s Supa-Trem ($199) has minimal
graphics (plastic labels on steel) and rich tone.
Like the Tremulator, it boosts volume slightly,
making my guitar sound better even when the

mix control is set too low to notice any tremolo
effect. With two extra switches—one to double
or halve the speed and one to change between
“soft” (continuous) and “hard” (on-off) tremo-
lo—it's the most versatile of these five.

Several genuine vibrato pedals are also on
the market, all variations on the Uni-Vibe, the
chorus/vibrato rotating-speaker simulator
made famous by Jimi Hendrix. (Vibrato was
also a feature on the Magnatone amps used in
the Sixties by Robert Ward, best known for
backing up Wilson Pickett on “I Found A Love.”)

Duniop puts out two: their remake of the
Uni-Vibe ($325), a two-switch (on/bypass and
chorus/vibrato) stompbox; and the wah-wah-
style RotoVibe ($216). The RotoVibe's pedal
action controls speed; it has a knob for inten-
sity and a push-button switch for chorus/vibra-
to on the side. | found the pedal control good
mainly for thin, whippy, quasiwah-wah sounds
and imitating the Sex Pistols’ Morse-code-feed-
back song endings. The vibrato's detuning
effect gives it a bluesy overtone, almost like an
automatic string bender, especially at low
speeds. (Try it on a lap steel.)

The UniVibe, says Jimmy Dunlop, has “a
tubier sound, more in the spirit of the oid tech-
nology.” The chorus is much warmer than the
RotoVibe, and you can add an outboard speed-
control pedal for $99.95. Playing it with an
octave fuzz and a medium-slow chorus is a tick-
et to Hendrix/Sabbath psychedelic war-zone
sounds; playing it clean with a fast, moderate-
intensity vibrato approximates Robert Ward's
liquid, wavery tone. Be careful with the vibrato
settings on both of these; moderate speed and
high intensity give a sickly out-oftune sound.

That's why Voodoo Lab's Micro Vibe ($210)
omits the vibrato. "We thought it sounded
bad,” said a company rep. | disagree, but |
liked the Micro Vibe a lot. It sounded especial-
ly good on bass: Combining its watery swirl (it
resembles a chorus/phase shifter hybrid) with
the muddy low end of a Gibson EBO yielded a
hypnotic, murky shimmer.

For a bit more money, there's Fulltone’s
multiknobbed DejaVibe ($395) and Roger
Mayer’'s Voodoo Vibe ($350). They were un-
available for full review, but I've played both of
them and been impressed.

Steve Wishnia is a bassist, gui-
tarist, and writer. His articles have appeared in
the Village Voice, The Nation, and High Times.
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by craig anderton

ow that you've pored over

last month's list of digital

recording formats, you're

more confused than ever.
right? Well, we're here to help. so . . .
here are a few more options to ponder!
(In technotogy as in life, when it rains it
pours.)

. . . But | Hate
Computers!

everal manufactur

ers have cleverly
disguised a computer
based hard disk record-
ing system by putting it
in a box, making it truly
“plug and play.” and giv-
ing it a familiar interface.
Examples include the E-
mu Darwin, Akai DR fam
ily. Vestax., and Otari
RADAR. Roland's VS
880 is the current hot
item, as it folds in a digi
tal mixer. eight tracks of
simultaneous playback,
and optional effects.
Often these machines,
being computers at
heart. are expandable
via SCSI hard drives. dig-
ital tape interfaces,
extra analog or digital
inputs/outs, and even
graphic interfaces—it all
depends on whether the
unit was designed for
expansion. (Of course.

studio

verfoad Il

Further reports from the digital recording front

when buying anything. make sure the expan-
sion options actually exist: the future is
always subject to change.)

Another variation is a system like Sound-
Scape. which uses a personal computer
mostly as a “front end” graphics interface to
their own hardware and software. The sys

tem comes with SoundScape hardware, a
card that plugs into your PC, and software;

co o0
_I.f%ls B T |

you supply the hard drive and computer.
Yamaha has taken a similar approach
with their CBX series of hard disk
recorders, as has TimelLine. One advan-

tage is that you don’t need an ultra high-

end computer for this type of application,
as the system provides the dedicated

hardware “smarts.”

Roland’s VS-880 (above) offers eight tracks of simultaneous
playback; Alesis’ ADAT-XT (betow) has new improved meters.

-
-
- -
- -
-
-
L

As with computer-based systems,

backup remains essential
and crashes are possible.
But because stand-alone
devices are dedicated
solely to recording and
don’'t have to deal with
such computer-related
issues as extensions and
interrupts, stand-alone
systems can be a bit more
reliable.

Digital Tape Multitracks
odular Digital Multi
tracks based on dig

ital tape continue to hold

their own against the com-
puter invasion; more than

100.000 of these units,

from several different

manufacturers, are out in
the field. Alesis not only
updated the original ADAT,
it introduced the ADAT-XT.
our May '96 Editor’s Pick.

The new model offers a

slew of new options.

faster shuttle speeds. and
better metering. Fostex
continues to support the

ADAT with their new CX-8

model, as does Panaj
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sonic with the MDA-1.

While these machines all use the same S-
VHS tape format, there are some minor dif-
ferences. For example, the Fostex uses a 25-
pin connector for balanced audio 1/0 instead
of the ADAT's 56-pin connector block, while
the MDA-1 dispenses with muitipin connec-
tors altogether by including eight rear-panel,

XLR (balanced line) inputs and outputs.
Meanwhile, over at Tascam, the recently
introduced DA-38 is a lower-cost version of
their DA-88 that works by itself or as a DA-88
“expander.”
options of its bigger brother, although if
locked with a DA-88 it will follow whatever the
DA-88 is synced to. But the DA-38 includes

It lacks the video and 9-pin sync

THE
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some more “musician-oriented” features
than the 88, such as an A-440 tuning stan-
dard, error display, internal track-to-track
copying, and optional MIDI/MMC sync with
the MMC-38 adapter card.Sony's PCM-800
recorder, which resembles a DA-88 with a
few refinements (such as XLR connectors
and eight channels of AES/EBU interfacing).
has also climbed on the Hi-8 audio bandwag-
on. As with the DA-88, an optional sync board
is available; it handles MID! sync and MMC
and 9-pin RS-422 control, and chases to
SMPTE.

Though these types of machines are cost-
effective and easy to use, they need periodic
maintenance. Conditioned to think that digi-
people are
sometimes surprised when heads or parts in

tal means “never wears out,”

the tape handling part need replacing.
(Veterans often recommend servicing every
200-300 hours of operation.) Head life is typ-
ically around 1500 hours, with ADATs having
arguably longer head life, but much of that
depends on a proper operation environment
{smoke-free, for starters) and proper head-
cleaning techniques.

Tape is also crucial. Fortunately, manu-
facturers like Sony, Ampex, and BASF rec-
ognize the importance of this market and are
producing tapes specifically for MDMs.
Whatever tape you use, rewind and fast-for-
ward it several times before formatting it.
This helps minimize dropouts by excising
loose bits of tape and dust. If these shake
loose after the tape has been formatted, you
could lose part of a sync track. With S-VHS
it's also a good idea to take up any slack in
the tape before inserting it into the machine;
this seems to improve the head-to-tape con-
tact.

RAM Recording

Ithough samplers are seldom thought of

as part of the digital recording family,
more and more musicians are loading them
up with as much memory as possible and
treating each key like one track of a multi-
track recorder. For dance music, this is a
real-time, performance-oriented alternative
to hard disk editing. Furthermore, each
"track” can be looped, processed, or trig-
gered by a sequencer, and the number of
tracks equals the number of voices—which
can be as many as 128 with today's sam-
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plers. Also, there are no moving parts, which
is a nice bonus.

In addition, samplers often include real-
time signal processing (typically reverb, cho-
rus, delay, and EQ), along with such editing
options as filtering, amplitude envelopes,
and real-time pitch-bend. Because samplers
are designed for playing onstage, the imme-

diacy of using one for remixing can be more
satisfying than being parked in front of a
monitor and doing all your work with a mouse
and QWERTY keyboard.

But considering how much memory digital
audio requires for storage, installing some-
thing like 64 megabytes (which would give a
little under 15 track-minutes of sound) costs

lrd

weet reams
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a bundle. Also, backup is mandatory, since
any sounds stored in RAM disappear when
the power is turned off. Fortunately, most pro
samplers offer interfaces for backing up to
hard disk or other mass storage devices.

And The Winner is . ..

t really depends on your application. If you're

considering a cassette multitrack, save your
pennies and spring for the MiniDisc version. For
live use, it can be inconvenient to carry around
a computer, which implies either digital tape or
a stand-alone hard disk recorder. Tape still
remains the fastest and most intuitive way to
lay down parts, though hard disk systems are
getting easier to use and are unparalleled for
editing.

One option for those who want to have it
all but work within a budget is to record on
digital tape and bounce over tracks that need
editing to a computer-based editing program
such as Digidesign's Sound Tools, Pass-
port’s Alchemy, or Bias Peak on the Mac or,
for the PC, Steinberg's Wavelab, Sonic
Foundry’s Sound Forge, or Syntrillium’s Cool
Edit. Doing digital transfers maintains the
fidelity, and you can back up what you do on
the hard disk by digitally transferring the
audio back to tape. In fact, many hard disk
system owners take advantage of digital
audio tape to provide inexpensive backup.
Digital tape stores gigabytes of information
for about $10; no other removable hard drive
option is as cost-effective. And digital tape
can provide a “common denominator” for file
transfers between otherwise incompatible
hard disk systems. This assumes that both
systems offer a digital tape interface and
that both hard disk owners have compatible
digital tape formats (S-VHS or Hi-8).

If you define your needs as specifically as
possible, you'll be able to narrow your choic-
es to what works best for you. Remember,
specs and features are not as important as
making sure that the recorder doesn't get in
the way of creating music—which is, after all,
what this is all about. Ml

Craig Anderton is the author
of Home Recording for Musicians, published
by AMSCO, and host of the Sound, Studio,
and Stage site on America Online (keyword
§S8S). He is a frequent contributor to
Musician magazine.
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ST UDID VISION PRO

by greg sandow

avid Beal has candles in

his compact studio, on

the ninth floor of a build-

ing on a busy Manhat
tan street. He likes to work by can-
dlelight—a perfect setting for one
who makes music with his comput-
er, the screen of his Mac glowing
brightly in the dark.

Beal starts his copy of Opcode’s
Studio Vision Pro (our Editor’s Pick,
July '96). showing me his last big
project: a sharp, ironic version of the
Mission: Impossible theme, per
formed by Adam Clayton and Larry
Mulien Jr. of U2. Since Studio Vision
lets you combine MIDI and audio on

poweruser

a single track, Beal explains, if you need to synchronize the
two. you just zoom in very close-—which the program easi
ly lets you do—and align the notes and waveforms visually.

He plays an analog synth sound with an insistent tremo-
lo. This isn't a hardware effect; Beal literally drew it on the
screen, using a handy feature of Studio Vision Pro called
the “strip chart.” It appears, if you want it to, beneath the
“graphic” window, which displays MIDI or audio data (or
both) for any track. Its function? To graphically dispiay MIDI
controllers, right under the notes they affect.

Since SVP handles audio volume exactly as it handles
MIDI volume, this effect was easy to create. Using a pencil
cursor, Beal drew alternating peaks of sound and valleys of
silence, guantizing both to a steady rhythmic interval.
Voila—tremolo! Having first recorded the sound from a
sampler to his hard drive (to get it into SVP), Beal made a
copy of it, as easily as you'd copy text on a word processor.
He delayed the copy by precisely 86 ticks (less than a six
teenth note), adjusting the start time numerically in SVP's

“list” window to add some sonic tin-
gle. Then he lowered the volume.
drawing that on the screen. just as
he’'d drawn the tremolo. The result,
with one wave red and the other one
green, could hardly have been clear:
er. The red wave pulsates; the green
one is steady in the background. The
sound shakes. but never wholly dis-
appears.

Finally, Beal recalls a perfect
bass line that Clayton had laid down.
Beal had processed it, adding sever
al effects—but then the arrange-
ment changed: The chords were dif
ferent, and the bass line no longer
worked.

Studio
Vision Pro lets you convert audio to
MIDI and then back again. Beal
brought Clayton's bass line into the
program, converted it to MIDI, edited
the MIDI data until the notes were
right, and then changed

them back to audio.
Magic, right? Not
entirely. These transforma-

Disaster? Not at afl.

tions take a while, though
that may be because
Beal’s computer is an old,
slow Quadra 650. And
they’re not automatic. To teach the
program how to do them, you need
to set parameters, telling the pro
gram how to distinguish one note
from the next. SVP gives you tem
plates for that, but the choice isn't
necessarily obvious. Clayton's play-
ing came out best when processed
with guitar parameters, not the ones
for bass.

“I work with artists who hang
out in music stores,” Beal says.
"They've seen perfect demos. They
think you can do anything.” Not
him, though. Beal depends on
Vision, but in the end he says. “|
don't need to be the master of the
tool. | need to be the master of the

great record.” ';'.‘j |
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You Can Now Buy Musician

MUSICIAN keeps on growing!! in the last few months we have added
over 750 new dealers that sell MUSICIAN and/or MUSICIAN's Guide
to Touring and Promotion. This month we are proud to announce the
addition of the following musical instrument and record stores. We
invite you to check out these quality stores for the next issues of
MUSICIAN and other great products. This is of course just a partial
list, so keep looking for this page in firture issues for more new

stores in your area as we continue to expand.

WILDMAN STEVE'S RECORDS AUBURN, AL
CHARLEMAGNE RECORDS BIRMINGHAM. AL
PLANET MUSICA BIRMINGHAM, AL
MADDOX MUSIC & GIFTS CULLMAN, AL
GALAXY MUSIC FLORENCE. AL

METRO MUSIC & BOOK ANCHORAGE. AK
MUSIC MART FAIRBANKS, AK

DAL LUTHIER CO NORTH POLE. AK
HOMETOWN CDS TAPES & VI WASILLA, AK

DOG HOUSE MUSIC AVONDALE. AZ
DE-NO MUSIC CENTER CASA GRANDE. AZ
MUSICAL ARTS COTTONWOOD, AZ

TOWER RECORDS MESA, AZ

DJS ROCK N ROLL WEST PHOENIX. AZ

MUSIC SHOP FORREST CITY, AR
BUTTERFIELD TRAIL ENT FORT SMITH, AR
MENDY GUITAR 8TUDIO FORT SMITH, AR
MUZIC COMPLEX JONESBORO. AR

RHINO RECORDS LOS ANGELES. CA
TOWER RECORDS L OS ANGELES, CA
BAYWOOD VIDEO PLUS LOS 0S50S, CA
BOOKY JOINT MAMMOTH LAKES, CA
BARKERS MUSIC MODESTO. CA
COLORADO
AURORA NEWSLAND AURORA, CO
PRO S8OUND MUSIC BOULDER. CO
ROBE'S MUSIC BOULDER. CO
ROCKY MOUNTAIN ONE ST CORTEZ. CO
SOUND TOWN DENVER, CO
SOUTH MONACO NEWSLAND

DENVER. CO
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EXILE ON MAIN STREET BRANFORD, CT
GEROSA RECORDS BROOKFIELD. CT
KANES MUSIC DANBURY, CT

MUSIC GUILD DANBURY. CT

BERTS COMPACTY DISCS WILMINGTON, DE

RAINBOW RECORDS$ WILMINGTON, DE

OLSSONS BOOKS & RECORDS WASHINGTON, DC
FLORIDA

MUSIC CENTRE DAVIE. FL

PEACHES FORT LAUDERDALE, FL

GUITAR CENTER HALLANDALE, FL

GROOVE TUBE  INDIALANTIC, FL

SLIPPED DISC JACKSONVILLE. FL

UNCLE SAMS LAUDERHILL. FL

BRASS & REED MUSIC MERRITT ISLAND, FL
GEORGIA

WUXTRY ATHENS, GA

ATLANTA DISCOUNT MUSIC ATLANTA, GA

TOWER RECORDS ATLANTA, GA

CMC MUSIC COLUMBUS, GA

BILL HARDIN MUSIC MACON. GA

YOUNG AMERICAN MUSIC MACON. GA

TOWER RECORDS AIEA, Ht

MJS MUSIC COMPANY HILO, H!

MOLOKAL SIGHT & SOUND KAUNAKAKAI, HI
OHANA O KA AINA KEALAKEKUA, HI

DISCOUNT MUSIC SHOP BOISE. ID

MAGIC MOUNTAIN MUSIC KETCHUM. iD

BANDSTAND MUSIC LEWISTON, ID
ILLINOIS

COWABUNGA MUSIC ANNA, IL

TOWER RECORDS BLOOMINGDALE. IL

GUITAR CENTER BURBANK, IL

ROSIES SOUND OF MUSIC CARLINVILLE. IL

RECORD SERVICE CHAMPAGNE. IL

PERISCOPE CD'$ & TAPES CHAMPAIGN, IL

AL'S RECORDS CHICAGO. IL
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BROADWAY MUSIC ANDERSON, IN
STREETSIDE RECORDS BLOOMINGTON, IN
WHITES RECORDS EAST CHICAGO. IN
TWIST & SHOUT FORT WAYNE, IN

fRC MUSIC GREEN WOOD. IN

MUNDT PIANO & ORGAN BURLINGTON. (A
WEIRD HAROLD'S BURLINGTON, IA
CO-OP RECORDS CEDAR FALLS. A

G&@ MUSIC CEDAR FALLS. (A

PLANET EARTH RECORDS KANSAS CITY, KS

KIEF'S RECORD & STEREO LAWRENCE. KS

STREETSIDE RECORDS LAWRENCE. KS

BRIER & HALE MUSIC LIBERAL, KS

ELK VALLEY MUSIC LONGTON, KS
KENTUCKY

SQECIAL MEDIA LEXINGTON, KY

EAR X-TACY RECORDS LOUISVILLE, KY

EASY CASH MUSIC LOUISVILLE, KY

JOES MUSIC VAULT LOUISVILLE, KY

LIVE MUSIC BATON ROUGE. LA
PARADISE RECORDS BATON ROUGE, LA
STRING SHOP BOSSIER CITY, LA
HARVEST RECORDS LAKE CHARLES. LA
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in More Stores Near You!

ZYPIEN MUSIC CENTER LAKE CHARLES. LA

PERKINS MUSIC HOUSE EAST WINTHROP, ME

BALTIMORE. MD

MR. MUSIC ALLSTON, MA

AMHERST. MA
BELLINGHAM. MA

DAVISON ELECTRONICS BUFFALO, MO
STREETSIDE RECORDS COLUMBIA, MO
MOZINGO MUSIC ELLISVILLE. MO
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NEBRASKA
OASIS MUSIC STORE ALLIANCE. NE
ACOUSTIC MUSIC PLUS OMAHA, NE
CROSSROADS MUSIC OMAHA, NE
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DAZZ It DRIVE THRU RECORD CAMDEN, NJ
SAM ASH MUSIC STORE CHERRY HILL. NJ

PAGE ONE NEWSSTAND ALBUQUERQUE, NM
MUSIC STORE FARMINGTON, NM
GORDONS RECORDS LOS ALAMOS. NM

FIFTH AVE RECORDS BROOKLYN, NY
MAGGIO MUSIC BROOKLYN., NY

HUMMINGBIRD MUSIC ELKO. NV
MIRABELLI'S MUSIC CITY RENO. NV
NORTH CAROLINA
NITS NATS ETCETERA HENDERSON. NC
SELECTOR RECORDS HICKORY, NC
MAGIC VIDEO JEFFERSON, NC
NORTH DAKOTA
FICEK MUSIC MART DICKINSON, ND
BUDGET RECORDS  WILLISTON, ND

OHIO GUITAR NORTH OLMSTED. OH

(4]

A N

LOONEY T BIRDS OXFORD. OH
CLEVELAND MUSIC PARMA, OH
BOOGIE RECORDS TOLEDO. OH

RBG MUSIC WARREN, OH

SKYLINE MUSIC WESTLAKE. OH
VILLAGE MUSIC WILLARD. OH
SAUNDERS MUSIC YOUNGSTOWN, OH

BLUE MOON DiS8C8 CLAREMORE. OK
TINAS GUITARS NORMAN. OK

FIREY BROTHERS MUSIC TULSA, OK
STEVES BOOKS TULSA. OK

THIELS MUSIC ASTORIA, OR
TOWER RECORDS BEAVERTON. OR
CENTRAL OREGON MUSIC BEND. OR
HAPPY TRAILS RECORDS CORVALLIS. OR
BUDGET TAPES HILLSBORO. OR
DENHAM MUSIC KLAMATH FALLS. OR
ABSTRACT MUSIC PORTLAND. OR
DJANGO PORTLAND. OR
HORSESHOE MUSIC PORTLAND. OR
ONE STOP RECORDS PORTLAND, OR
PENNSYLVANIA
GOODIES DISC EXCHANGE ASTON, PA
MICHAELS MUSIC BLOOMSBURG. PA
DONOMUES MUSIC SHOP COATESVILLE, PA
TRAC RECORDS DOYLESTOWN, PA
RHODE ISLAND
IN YOUR EAR PROVIDENCE. RI
NEWBURY COMICS WARWICK. RI
SOUTH CAROLINA
SOUNDS FAMILIAR COLUMBIA, SC
PARKER MUSIC FLORENCE. SC
X RECORDS GREENVILLE. SC
COMMUNITY RECORDS LAKE CiTY, SC

MAIN STREET MUSIC CAMDEN, TN
FOX RECORDS COOKEVILLE. TN
MUSIK ALLEY GREY. TN

WATERLOO RECORDS AUSTIN, TX
DONS HOUSE OF TAPES CARTHAGE. TX
8 & H MUSIC CLUTE. TX

CRANDALL AUDIO OREM. UT

ARAUCO CORPORATION ARLINGTON. VA
RECORD EXCHANGE BLACKSBURG, VA
CONTEMPORARY MUSIC CHANTILLY. VA
MUSIC TECH CHRISTIANBURG. VA

CELLOPHANE RECORDS BELLINGHAM, WA
HOFFMAN MUSIC SPOKANE. WA
BUDGET TAPES PORT ANGELES. WA

HENRI'S MUSIC APPLETON, Wi
TU TRAX EAU CLAIRE. Wi

MAD HATTEUR FOND DU LAC, Wi

HERBERT MUSIC CHARLESTON, WV
0.8. FAWLEY MUSIC MORGANTOWN, WV

And many more, see future issues.
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n the Beatles’ early days, John Lennon once

told the press that he didn't plan on singing “I
Want to Hold Your Hand” when he was thirty.
Back then, rock was stili considered an ado-
lescent art form. More to the point, it was assumed
that adolescence did not extend past the age of,
say, 25. But pop stars are now expected—indeed
encouraged—to grow up less quickly. Current thir-
tysomething teen idols like Trent Reznor, Tori Amos,
and Courtney Love have legions of fans who look
to them as spiritual siblings rather than as people
who are biologically old enough to be their parents.
Smashing Pumpkins frontman Billy Corgan hits
the big three-oh in March, but he too seems in little
danger of forfeiting his high school role model status
any time soon. Corgan's breathy baritone remains
the frustrated, awkward, petulant, pleading voice of
pre-adulthood: If you carry a fake ID and use acne
medication, this man feels your pain. His lyrics, also,
are full of the melodramatic angst and the weird
mixture of idealism and paranoia that define those
tricky teens. “The world is a vampire, sent to drain
secret destroyers,” Corgan groaned on the group's
1995 single “Bullet With Butter fly Wings.” Bummer.
But like most artists who are able to pull off
this arrested-development stuff, the Pumpkins have

Smashing Pumpkins
The Aeroplane Flies High (Virgin)

relatively sophisticated musical ideas. The group’s
new five-CD box set, The Aeroplane Flies High, in-
cludes “Bullet” and four other singles from the 1995
double album Mellon Collie and the Infinite Sad-
ness, and while oniy one of these tunes, “1979,”
has a melodic hook worth writing home about,
they're all executed with irresistible power and
grace. The darkly seductive guitar riffs on “Zero,”
the gentle, shiny warmth of “Thirty-Three,” the tick-
ing tension and pummeling release of “Tonight,
Tonight"—these are the things that small pop mira-
cles are made of.

Most of the other 23 tracks on Aeropiane—
there are only six or seven per CD—are B-sides that
have accompanied these singles in the U.S. and
abroad. This can be dangerous turf for artists, the
territory on which they feel most comfortable get-
ting esoteric and self-indulgent, and Corgan and
friends do at times succumb to temptation. The title
cut is an exercise in bombast, with a dopey pilot's
soliloquy (“I feel the ocean with my feet”) and dron-
ing guitar parts. The spare, tuneless “Juniper's La-
ment” sounds like it was written during ten minutes
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of down time in the studio. Worst of all is “Pasti-
chio Medley,” an insufferable 23-minute instru-
mental hodgepodge consisting of outtakes recorded
after Melfon Collie. (I confess to having lurched at
the cassette machine and pressing “stop” after
twenty minutes.)

But those willing to invest the time and money
will find a few gems here. “Ugly” captures the Pump-
kins’ flair for dynamics and atmosphere, with Cor-
gan’s vocals ebbing and surging over a sinuous
bass line. And the mandolin-laced “Meladori Mag-
pie” has an acoustic elegance reminiscent of some
of Lindsey Buckingham's work—which | assume
was an influence on the Pumpkins, given the South-
ern California folk-rock feel of several ballads on
this collection and that the band covered Fleetwood
Mac's “Landslide” on 1994's Pisces Iscariot.

Speaking of covers, there are five of them on
The Aeroplane Flies High, ranging from the Cure's “A
Night Like This” to Alice Cooper’'s “Clones (We're
Ali).” My favorite is a beautifully layered rendition of
Blondie's “Dreaming,” with a lithe hip-hop beat and
shimmering synth chords. You can just picture a
twelve-year-old Corgan bopping around his bedroom,
visions of Debbie Harry in his head. Who says you
can't stay young forever? ~~Elysa Gardner
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Sun Ra
The Singles (Evidence)

anatical Sun Ra fans (you know who you
F are) will relish this special collection of wild-

ly varied performances, which serve as con-
ceptual missing links for the entire Saturn cata-
log, as brilliantly resuscitated by the folks at
Evidence, who to date have released fifteen stun-
ning volumes of rare, enigmatic, brilliant orches-
trations. It makes a compelling case for compar-
isons to such eccentric ringmasters as George
Clinton, who also drew upon popular culture to re-
cast the black music tradition into a fresh set of
rites and rituals.

Sun Ra a godfather of funk? You betcha, be-
cause Herman “Sonny” Blount didn’'t merely march
to the beat of a different drummer, he set out to
create his own musical omniverse, equal parts big
band swing, blues, R&B, performance art, black
vaudeville, twentieth-century harmony and Afro-
centric rhythm-n-ning, animated by a folksy vision
of the cosmos and a generous dollop of hokum.
That Blount, in his alter ego as Sun Ra, was able
to attract and sustain a core group of dedicated
musical disciples (such as Marshall Allen, John
Gilmore and June Tyson) speaks volumes as to
the depth and integrity of his musical outreach.

But as The Singles demonstrates, the process
was as much a matter of practicality as any grand
conceptual plan, and a good half of The Singles is
given over to Sonny and key members of his
Arkestra functioning as a house band—not unlike
Ellington’s role in the Cotton Club revue—accom-
panying a garden variety of song stylists and blues-
men who range from sublime to ridiculous. Those
expecting “Space Is The Place” might be startled
to hear George & Ira Gershwin’s “A Foggy Day”
popping out of the speakers. The Cosmic Rays
handle some challenging harmonies on the 1955
rendition of “Dreaming,” whose intimations of a
“...world where things aren’t what they seem...”
offer your only clue that this single ain’t your fa-
ther’s Oldsmobile. Still, you'd be hard-pressed to
find a jazzman who'd handle the street corner
changes of “Daddy’s Gonna Tell You No Lies” with
the aplomb and lack of condescension that Ra’s
troupe brings to the performance. On “Muck
Muck” and “Hot Skillet Mama"—featuring one
Yochanan, a wino version of Screamin’ Jay
Hawkins—humorous percussive touches and John
Gilmore’s meaty tenor elevate the tunes beyond
mere oddity.

Disc two brings us to the Sixties, with Ra and
company backing sad mothers such as Little Mack
and a decent Chicago bluesman named Lacy Gib-
son (with Buddy Guy on rhythm guitar). Check out
the saucy horn work and skittering Ra piano on
“The Blue Set,” or how Sonny deconstructs the
form on “Big City Blues.” Even more intriguing are
the singles from the Seventies (such as “The
Bridge,” “Mayan Temple,” “Disco 2000,” “Cosmic
Extensions,” and “Outer Space Plateau”), wherein
Ra elicits uncommonly expressive sounds from
cheesy combo organs and electric pianos, elec-
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tric celeste, Clavinet, and Minimoog—he was a pi-
oneer in discovering the possibilities of electronic
keyboards. All in all, not a great recital, but a fun
one, with just enough instrumental highlights to
balance out the curiosities. Special thanks to an-
notators Michael Shore, Robert Pruter, Robert L.
Campbell and John F. Szwed, who place this music
in a properly rich historical context.—Chip Stern

Tricky
Pre-Millennium Tension (Island)
he musical version of a persistent, gnawing
T stomach ache, Pre-Millennium Tension in-
spires deep feelings of cosmic dread. Just
a few months after the Nearly God project, which
featured guests like Bjérk and Alison Moyet, this

enthralling, often creepy work spotlights just
Tricky and partner Martina. And what a dour fel-
low Mr. T is! Exhibiting symptoms of both de-
pression and rage, which add up to a forbidding
sullenness, this studio whiz constructs dense,
hypnotic soundscapes that suggest primal ter-
rors. Forget dancing—this stuff’'s meant for pon-
dering the hopelessness of it all.

Having outgrown his hip-hop roots, Tricky is
an all-purpose presence rather than a standard
rapper, an ingenious mischief-maker rather than
an author of old-fashioned beats. Preferring mut-
tered rants to traditional rhymes, his curt, heavi-
ly processed vocals seem like a grudging after-
thought, as if words were an admission that the
unorthodox grooves aren’t enough. In fact, they

Life After Elvis:

The Return of Scotty Moore

Nashville's Music Row, where a small

band of graying musicians circle up within
the eighteeninch brick walls of Masterlink
Studios, once a Civil Warera church. But
these are more than just your typical studio
cats; these boys are from Memphis, and they
witnessed the dawn of rock & roll.

Guitarist Scotty Moore and drummer D. J.
Fontana are recording The King's Men, their
first collaboration since 1968. It's an all-star
tribute, with guest shots by Keith Richards,
the Band, and many other contemporary big
shots. Today, however, they're reuniting the
Bill Black Combo—minus upright bassist
Black himself, who died from a brain tumor in
1965.

Moore, Fontana, and Black
comprised the Blue Moon Boys
back in ‘55, when they backed
Elvis Presley on the sessions
that arguably launched the rock
& roll era. Today, they're track-
ing a snaky little shuffle called
“Going Back to Memphis," with
Reggie Young, a founding mem-
ber of the Black Combo in ‘58,
on guitar. Beneath a portrait of
Muddy Waters, Young lays
down a propulsive, twangy
rhythm on his wellworn ‘57
Strat, which he then embellish-
es on overdub with a tick-tack
bass foundation.

Roy Harris, the Combo’s original engineer,
observes while TNN Broadcasting engineer
Stan Dacus leans over an enormous 1970s-
vintage Neve console. Aside from using a vin-
tage EMT plate for some warm reverb, there's
not much between the pickers and the Otari

I t's a beautiful October day at the foot of
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24-track. “Stan got his training like they did in
the old school,” says Scotty. “The shortest
distance between two points is a straight
piece of wire."

Later, in the basement kitchen, the cats
gather around the table and the talk tumns
from world tours and TV specials to recent
troubles with enlarged prostates and colon
polyps—a scene, perhaps, from the
Gotterdammerung of rock & roll.

That evening, when almost everyone else
has left, Scotty ambles out into the room and
tunes up his hollow-body Gibson Chet Atkins,
a gift from the man himself in 1988. The
manager runs back from the nearest bar and
hands Scotty a takeout martini. Scotty has

Jjust finished laying down one final, toasty-
warm track when Reggie has a wry idea: At his
suggestion, Scotty throws in a lick from
“Heartbreak Hotel" on the fadeout. You-know-
who may be spinning in his grave.

—Wheat Williams

Jim HARRINGTON




midnight oil

usually are: From “Vent,” where Tricky and Mar-
tina sigh, “Can’t hardly breathe” over murky psy-
chedelic loops, to the ghostly deconstructed blues
of “Bad Things," it's the uneasy vibes that matter,
not literal meaning. Although the grumbling about
record contracts and lack of privacy may reflect
his superstar status back home in England, he'd
probably be just as cranky discussing cheese-
burgers.

As his growing portfolio of remixes for other
artists implies, Tricky's strong suit is juggling
sounds (i.e., producing). Tracks such as “Sex Dri-
ve,” a rare uptempo song, and the staccato
“Christiansands” fall flat when judged strictly as
compositions; only his clever embellishments
bring ‘em to life. Savvy covers of Chill Rob G's
“Bad Dream” and Eric B. and Rakim's “Lyrics of
Fury” merely underscore the thinness of Tricky's
own material. Pre-Millennium Tension makes swell
nightmare fodder. It might also be a blueprint for
future collaborations. The luminous “Makes Me
Wanna Die” echoes, of all folks, angst-mistress
Lisa Germano, and "My Evil Is Strong” could
teach those wan alternative bands a thing or two
about dramatic brooding. Whatever Tricky does
next, it won't be dull. Perplexing, perhaps, but not
dull.~~Jon Young

Johnny Cash
Unchained (American)
ong before Steve Earle cranked his guitar
L and Garth Brooks began to work out his
Kiss fixation, Johnny Cash played country
music like a rocker. So as radical as it may seem
to see Cash recording with Tom Petty & the Heart-
breakers plus such special guests as Lindsey
Buckingham and Flea, there’s nothing at all odd
about the result. If anything, Unchained sounds
like the sort of album most of us had hoped Cash
would make during his last fling with rock & rollers
(remember the Nick Lowe collaboration on “Rock-
abilly Blues”?). Despite a song list that includes
everything from Petty's “Southern Accents” to
Soundgarden's “Rusty Cage,” the sound is pure
Cash—all chesty rumble and straight-strummed
guitars with nothing funkier than a rockabilly beat
from the rhythm section.

Naturally, that leaves the rockers seeming a
tad restrained. There's no real crunch to “Rusty
Cage,” as Cash and company replace the over-
amped distortion with acoustic guitar and piano;
even the ultra-metal riff on the bridge is rendered
no heavier than a Johnny Burnette arrangement.
But that sort of scaling back is smart, because
Cash’s low, languid voice is much better suited
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Sam Collins

records —

to the kind of just-behind-the-beat singing he does
on “Country Boy,” a rockabilly workout cut from
the same cloth as “Get Rhythm,” or the damned-
and-resigned-to-it snart of “I Never Picked Cotton.”

Besides, Cash more than makes up the dif-
ference with the gospel numbers. Rather than
sound the usual notes of piety and exultation,
Cash goes for something grittier, bringing a sense
of the blues to Spain’s “Spiritual,” and an almost
morbid exuberance to “Kneeling Drunkard's Plea.”
Toss in a she-done-me-wrong song or two—and
“Mean Eyed Cat” is as good as any he’s sung—
and Unchained seems such classic Cash it al
most doesn’t matter who's playing with him.
~J.D. Considine

Midnight Oil
Breathe (Work)
omehow the arrival of a new Midnight Oil
album just doesn’t seem as important
as it used to. The balance of the pop mu-
sic world has shifted, after all, and the Eighties
are long gone. Do people really need an outward-
looking, passionate, serious rock band anymore?

If the Oils keep making albums as excellent
as Breathe, the answer to that question is an un-
equivocal yes. However, those who purchase this
latest opus expecting the usual gut-punching
tunes and explicitly political lyrics are in for a sur-
prise. The overall sound is subtle and subdued,
with lots of atmospheric keyboards and acoustic
guitars; even when the boys launch into a balls-
out rocker like “Bring on the Change,” Peter Gar-
rett’s singing stays firmly rooted in a quieter
space. And while the bulk of the words he sings
still imply that the world needs improvement, they
focus more on spiritual transformation rather than
specific worldly actions. Titles like “Common
Ground” and “Time to Heal” pretty much speak
for themseives.

The choice of Daniel Lanois protégé Malcolm
Burn as producer indicates that Garrett and Co.
were consciously looking for a new sound. It
wouldn’‘t be completely wrong to say that sound is
more U2-ish, but it would be too easy. The im-
mensely satisfying crack of Rob Hirst's snare
drum on “Underwater” and the doomsday keys
coupled with Garrett's pained falsetto on “In the
Rain” certainly owe something to Achtung Baby
and Zooropa. Yet the Oils aren’t trying to catch
up with technological advances or dance music
trends. If anything, they're going back to the land.
“One Too Many Times” and “Home" are more
than a little C&W—the latter even includes a
guest appearance by Emmylou Harris. And as with
everything else on this album, Midnight Oil suc-
ceed at playing country too.

Longtime fans worried that their heroes are
going soft shouldn’t bother; a recent New York
appearance showed the band in typically hard-
rocking form, tackling both old and new selec-
tions with gusto. Sounds like one of the Eighties’
best bands may make waves in 1997 as well.
—Mac Randall

123

FEBRUARY 1997



124

Chuck D
Autoblography of Mistachuck
(Mercury)

“What good is the rhyme without
substance?” asks Chuck D, bewail
ing the degeneration of rap from
“the black CNN" to just another
form of pop music purveying the
materialist, hierarchical values of
the dberculture. His immediate tar-
get is “Big Wilie"—that is, the
black music executive whose cor-
ruption is indistinguishable from his
white counterpart—but Chuck’s not
arguing that a few rotten apples are
spoiling the barrel of the entertain-
ment industry. He's saying the bar-
rel is rotten, denouncing the tenta-
cles of greed wherever they spread,
which is, as | say, all over the barrel.
His solution? Bring back the Sixties.
Spread the word about the true his-
tory of a time when the moral cli-
mate of the country vastly improved
because millions of people made it
clear that continuing civil rights
abuse and the American invasion of
Vietnam would result in profound
disruption of business as usual. |
raise one quibble: Why make your
clearest diatribe unclear with a lot
of electronic weirdness and bury it
five minutes after the end of the

last cut?

The Presidents of the
United States of
America
H (Columbia)
| thought “Peaches” was a perfect
parody of alternative rock, nailing
the sonic clichés and dead serious
pretensions of profundity. // seems
to be coming from a mindset similar
to They Might Be Giants: fun but not
that funny, satire so arch that
there’s not much of a target. Energy
and arrangements hold interest,
but | keep waiting for danger or
laughs or even a point. Maybe the
video will convince me I'm missing

something.

Hot Tuna
in a Can (RCA)
Every time | talk to a Jorma
Kaukonen fan, | am bitterly assaited
as a representative of the music biz
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by charles m. young

who bears some moral responsibili-
ty for the early Hot Tuna albums
being out of print. Well, it wasn’t my
fault, and I'm hereby publicizing the
re-release of all five of them, appro-
priately but somewhat inconvenient-
ly packaged in a can. So don’t bug
me-anymore. Jorma had and has a
deep understanding of the humor,
sex, eccentricity, and home-grown
mysticism that make American folk
and blues so fascinating. He can
inspire awe and wonder whether
playing out or soft, is the foremost

Otherwise informative liner notes
could have explained more about
their obtuse commercial sense.

Billy Bragg
Willlam Bloke (Elektra)
Having become a parent since his
last album five years ago, Bragg
wants to balance his political and
personal commitments. He finds
that balance in “a socialism in the
heart” and facing such dilemmas
as: “Should | vote red for my class
or green for our children?” Growing

interpreter of the Rev. Gary Davis,
and has composed lots of intricate-
ly fingerpicked melodies besides
“Embryonic Journey.” Some of the
experiments don't work for my
ears—Papa John Creach’s violin
playing sometimes doesn't fit—but
there are plenty of compensating
moments, such as: In blues finger-
picking, Jorma’s thumb handles the
bass line, and this unties Jack
Casady from the usual bass anchor
for a more intricate counterpoint.

up and not selling out—it’s an end-
less problem, and nobody gets
through it without some compro-
mising, but Bragg's command of
melody and morality makes it more
tolerable. He's also a witty observ-
er of the purely social. “Everybody
Loves You Babe" describes the
excruciating situation of being in a
relationship with a woman that
everyone except you thinks is per-
fect: “There’'s just no ignoring,
you're pretty but boring.”

Phil Collins
Dance Into the Light (Atlantic)
For a pop singer, Phil Collins sure
likes long songs. Which is too bad,
because he has a pleasant voice
and has occasionally inserted
some deep hooks into his audi-
ence. Here he’s intent on stretching
most of his tunes two to four min-
utes longer than any lyrical or musi-
cal insight justifies. High point:
“River So Wide,” which has a nifty
percussion riff and a nice liberal
sentiment that doesn’t resort to
Phil’s habit of ambivalent hand-
wringing. Low point: a toothless
cover of “The Times They Are A-
Changin’.” Reminds me of when a
bunch of rock stars sang it at
Clinton’s first inauguration. The
song is a threat, an ultimatum, not
an opportunity to suck up to a polit-
ical hack who happens to be a Baby
Boomer. Nobody is allowed to sing it
again until the times actually are a
changin’. In the meantime, let's
memorize “Won't Get Fooled Again.”

Richard Meltzer

The Night (Alone) (Little, Brown)
About ten years ago in a Hollywood
cabaret, | heard Meltzer read a
poem about fucking his mother. it
cleared the room in about two min-
utes. For the five of us left by the
stage, it was one of the most jaw-
droppingly honest excavations of
the unconscious that had ever
appeared anywhere. Generally cred-
ited as the progenitor of the insis-
tently subjective style of rock writ-
ing, Meltzer is himself descended
from the Beats but has achieved
something unique. Nobody who
explores his own depths with
greater abandon has more preci-
sion, and nobody with greater preci-
sion has more abandon. And
nobody is funnier, period. The Night
(Alone) is billed as a novel. This
apparently means that he has given
himself and his friends slight varia-
tions on their real names. But don’t
look for longterm narrative flow.
Look for short, intense episodes
and observations that dwarf the
word “whimsy.” Way better than
Prozac if you're depressed.




A Normal Family (Roadrunner)

8

}
Who Can You Trust? (China UK/Discovery)

n the universe of electronic-based music,
I things move quickly. Last year, via artists like

Portishead, Tricky, and Massive Attack, trip-
hop made inroads in the U.S. with its slow, spare
beats and spooky atmospherics. At the same
time, its rapid-fire cousin, jungle, was experi-
menting with jazz and fusion. But while jungle
swiftly evolved into what is now called drum 'n
bass, trip-hop is nearly dead on its feet, its latest
purveyors doing little more than sticking to the
blueprint. So any newcomers with the slightest
trip-hop affiliation are going to have to add some-

thing new to the mix or risk going down with the
genre. Here are two new English acts who are
taking steps in the right direction.

Morcheeba are saved from Portishead com-
parisons mainly by their fondness for guitars.
Their laid-back beats and gentle, smoky tunes
are enhanced by Ry Cooder-ish slide, funky wah-
wah and other simple guitar flourishes, as well as
a reappearing Hammond organ and some occa-
sional strings. Album closer “End Theme” is a
highlight, with its uplifting vocal and matching
Herbie Mann-like flute line over a semi-broken
samba beat.

Sporting an identical lineup {two male techno
boffins on tunes and a sultry-voiced female on
vocals), but a tad more upbeat are Baby Fox,
whose success lies in their shameless appropri-

—(records—

ation of vintage dub and reggae. Lead single
“Curlylocks,” for example, is an update of the
Lee Perry classic, complete with gurgling bong
sample in the background. Elsewhere, they bor-
row equally from Junior Murvin and St. Etienne—
their sound ranging from slow, mellifluous and
echo-drenched (“In Your Dreams”) to dancey and
sample-filled (“Za Za"), but all the while adher-
ing to wonderfully skanking beats. Two small
steps for trip-hop, then.—Dev Sherlock

Bela Fleck and the
Flec

Live Art (Warner Bros.)

ones

Ginger Baker Trio
Falling Off The Roof (Atlantic)
f you're not familiar with Béla Fleck and the
I Flecktones, be sure to check your musical
preconceptions at the door. The trio consists
of two guys—banjoist Fleck and bassist Victor
Wooten—who push their instruments to conven-
tional limits and beyond, and a third, percus-
sionist Future Man, who is so out there he's had
to invent his own (the Synth-Axe-Drumitar—a high-
ly customized electronic instrument that allows
fingertip control over drum and percussion sam-

SELL YOUR
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ples). The collective virtuosity is stunning—like Jaco
Pastorius two decades before, Wooten has rede-
fined the bass—but the true magic of Live Art is
the way they push each other and their guests, in-
cluding luminaries iike Chick Corea, Bruce Horns:
by, Branford Marsalis and Paul McCandless, to new
heights onstage.

Throughout the Flecktones manage the difficult
task of making intensely complex music accessible
and fun for their listeners; these guys love playing to-
gether, and it shows. With an arsenal of effects ped-
als and synthesizers, Fleck coaxes a remarkable
range of sounds from the oft-beleaguered banjo. On
“Lochs of Dread,” he employs organ chordings that
provide a solid base from which he and Wooten can
trade licks; on the infectious “More Luv,” he pays a
banjo-driven steel drum solo. There's inspired com-
position here, from the uplifting “New South Africa”
to the sinuous “Sinister Minister.”

By comparison, Falling Off The Roof, the new
release from the Ginger Baker Trio, sounds tired.
Fleck guests on three cuts, adding modestly taste-
ful underpinnings which help flesh out the sparse
sound. The title track gets things off to a lethargic
start, and two of the cuts—bassist Charlie Haden's
“Taney County” and guitarist Bill Frisell's appropri-
ately titled “Skeleton™—are almost embarrassingly
simplistic in both construction and execution,
though the trio comes to life on Haden's “Sunday At

SINGERS the Hillcrest™ and the Charlie Parker tune “Au Pri-

DEVELOP YOUR OWN
IDENTIFIABLE VOCAL SOUND

vave.” For all his well-executed press rolis and
polyrhythmic excursions, the guy just doesn’t seem
to keep time any better now than he did back when
he was with Cream.—Howard Massey
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n unprecedented ten-hour authorized video
A autobiography that takes up eight tapes,

costs 159 dollars, and is worth every pen-
ny. The band’s story makes much more sense than
on the criminally truncated ABC version {at this
length, it better), and the performance segments
don’'t get barged into by voiceovers as much
(though there's still the occasional annoying in-
stance). Like any nitpicky fan, I've got my problems
with what did and didn’t make it in. Some bits, like
the quick-cut-laden first encounter with “Twist and
Shout,” seem to exist purely to show how much
footage of the song existed, while other clips, like
the too-brief snippet of “If | Needed Someone” from
the Manila concert. just don't get their due. And
certain important pieces of history are conveniently
forgotten—the deaths of Stu Sutcliffe and the
Lennon and McCartney mothers, for instance, or
George Martin’s suggestion to speed up “Please
Please Me.”

But other moments are sufficient recompense:
Neil Aspinall saying that the biggest difference
about the Allen Klein era at Apple was that Paul
wasn’t there, or the mix of wistfulness and pride in
George Martin's face as he listens to the rough
first take of “A Day in the Life.” In the end, of
course, the music matters most, and both the qual-
ity and quantity of the offerings here are staggering:
“Some Other Guy” at the Cavern in '62, “From Me
to You” at the Royal Command Performance in '63,
“This Boy” on Ed Sullivan in Miami from ‘64, “I'm
Down” at the '65 Shea Stadium show (John plays
the organ solo with his elbows), a beautiful
“Nowhere Man” from Munich in '66, and those
gear proto-videos—“Day Tripper” (Ringo cuts a
cardboard bus apart with a saw), “Paperback
Writer,” “Strawberry Fields,” “Penny Lane,” “Hello
Goodbye,” “Revolution,” “Something,” and my per-
sonal fave, the “| Am the Walrus” segment from
Magical Mystery Tour—all looking and sounding un-
believably crisp and clear. For those who care,
“Free as a Bird” shows up at the end of tape eight;
“Real Love” does not follow. That just about ac-
counts for one hour. There are nine more, courtesy
of the best band of all time.—Mac Randall

Angel Eyes (Verve)

ub-titled “ballads and slow jams,” this
s collection of standards finds Smith in a

quieter mood than the frenetic organ
chopsmeister is usually associated with, and
more impressively in the company of small-to-
mid-sized ensembles with the likes of Nicholas
Payton, Roy Hargrove, Mark Whitfield and Christ-
ian McBride. Unapologetically gorgeous melodies
are the rule here, including a fine exploration of
Mancini’s unsinkable “Days of Wine and Roses”
with Payton and McBride, and an elegiac solo on
the closing “What A Wonderful World.” But the
highlight is a deft sextet arrangement on Oliver
Nelson’s “Stolen Moments,” with twin trumpets
playing the theme in unison and Smith comping
behind the soloists with the harmonic and tex-

tural range of a small orchestra. Any chance of
taking this on the road?—Mark Rowland

Mississippi John Hurt
Avalon Blues: The Complete 1928 Okeh
Recordings (Columbia/Legacy)

hese stunningly beautiful recordings, at
T once rooted in the blues of the Mississippi

delta where Hurt lived and completely apart
from it due to Hurt's syncopated guitar style and
favoring of minstrel melodies, became high-priced
collector’s items and eventually led to Hurt's re-
discovery and later recordings for Vanguard a few
years before his death in 1967. Hurt's voice was
deeper and more mature as an old man, but its
honeyed warmth is evident here, and his dexterity
as a guitarist, his elegant, seemingly effortless
style, seems even more remarkable, as many of
the songs here are taken at faster tempos. The
fare is happily famitiar—Hurt originals like “Louis
Collins,” “Candy Man Blues” and the title tune
have long since ascended into the pantheon of
classics.—Mark Rowland

Vampyros Lesbos

Sexadelic Dance Party (Motel)

panish B-movie director Jess Franco
s made a lot of films (over 160, in fact),

but he specialized in what some pundits
have called “horrotica,” a garish blend of cheap
occultism and lotsa flesh. This album features
selections from the soundtracks of three late-six-
ties Franco extravaganzas produced for the Ger-
man market—Vampyros Lesbos, Sie Totete in Ek-
stase (Mrs. Hyde, She Kills In Ecstasy), and Der
Teufel Kam Aus Akasava (The Devil Came From
Akasava)—conducted and written by Manfred
Hubler and Siegfried Schwab, names that should
live in the hearts of retro bugs and trash heads
forevermore. All fourteen tracks are clinics in the
art of bizarre stylistic juxtaposition; buzzing-mos-
quito- guitars, plinky Zappaesque harpsichords,
a drunken accordion/violin combo, and those
mock-triumphant horn blasts apparently peculiar
to films of the late sixties are just some of the el-
ements that groovily co-exist here. And what else
would you expect from folks that list among their
instruments “Infra-Lur in P-soft minor,” “electro-
dissonatar,” and a “13-part resurrection harp”?
Absolute genius. (Motel Records, 210 E. 49 St.,
New York, NY 10017)—Mac Randall

Various Artists
Shots in the Dark: Del-Fi Does Mancini
(Del-Fi)
enry Mancini's music is nothing if not
H adaptable, as this fine tribute compila-
tion proves yet again. Many of the high-
lights here are pretty trashy; the Tiki Gods (led by
ex-Car Elliot Easton) turn in a lost-in-space lounge
version of “Mr. Lucky,” while the Boardwalks'
“Banzai Pipeline” is consummate sleaze and
Cramps guitarist Poison Ivy's “Peter Gunn"” is ex-
actly what you'd expect. But there are also a few

M U S 1 C1 AN
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surprises: two ghostly renditions of “Charade”
(vocal and instrumental), the Wonderful World of
Joey's somewhat abstract “Days of Wine and
Roses” (featuring a warbling theremin), and Nan
Vernon's scratchy-78 “Moon River.” Whether the
various artists are having a laugh or a sigh with
Mancini's work, not a single track is less than
worthwhile.—~Mac Randall

Various Artists

Safe And Sound

(Big Rig/Mercury)
ubtitied “A Benefit in Response to the
s Brookline Clinic Violence” (where two peo-
ple were killed outside a Boston abortion
clinic by a pro-life gunman two years ago), this
compilation features a multitude of talent from
Boston's consistently-fruitful music scene, includ-
ing Juliana Hatfield, Buffalo Tom's Bill Janovitz,
Belly, Morphine, Letters To Cleo, Aimee Mann, Tra-
cy Bonham and Lou Barlow’s Deluxe Folk Implo-
sion. Despite the over-abundance of benefit-type
releases these days, this one—released on the
Mighty Mighty Bosstones' label—gets points for
the number of previously-unreleased tracks,
demos and alternate takes. Proof positive that

Boston still rocks.—Dev Sheriock
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Here's our product guide which lists the equipment and page number where the players talk about the gear they use. Feel

free to call or fax the manufacturers listed below for specific info on what the best players play.

AKAl, 7010 Soquel Dr., Aptos, CA,
95003, (800) 433-5627: DR family,
113

ALESIS, 3630 Holdredge Ave., Los
Angeles, CA, 90016, (310) 558-4530:
ADAT, ADATXT, 113

AMPEX MEDIA, 401 Broadway M/S
22-02, Redwood City, CA, 94063, (800)
227-8443: tape, 114

BIAS, 202 Donahue St., Sausalito, CA,
94965, (415) 331-2446: Peak on the
Mac, 116

BOSS, 7200 Dominion Cir., Los
Angeles, CA, 90040, (213) 6855141:
Dr. Rhythm DR-660, 106

CARVIN, 12340 World Trade Or., San
Diego, CA, 92128, (619) 487-1600:
Holdsworth guitar, 95

CASIO, 570 Mt. Pleasant Ave., Dover,
NJ, 07801, (201) 361-5400: CZ-101,
90

CHANDLER GUITARS, 370 Lang Rd.,
Burlingame, CA, 94010, (415) 342
1490: Stereo Digital Echo, 106
CROWN INT'L, 1718 W Mishwaka Rd.,
Elkhart, IN, 46517, (219) 294-8000:
DC300R, 106

D’ADDARIO, 595 Smith St.,
Farmingdale, NY, 11735, (516) 391-
5400: strings, 32

DEMETER, 2912 Colorado Ave. #204,
Santa Monica, CA, 90404, (310) 829
4383: Tremulator, 110

DIGIDESIGN, 1360 Willow Rd., Ste.
101, Menlo Park, CA, 94025, (800)
333-2137: Sound Tools, 116
DIGITECH/DOD, 8760 South Sandy
Pkwy, Sandy, UT, 84070, (801) 566-
8919: GSP 2101, 106; VibroThang,
108

DUNLOP MFG, 150 Inudstrial Way, P.O.
Box 846, Benicia, CA, 94510, (800)
722-3434: UniVibe, 106; TS-1, Roto
Vibe, 110
ELECTRO-HARMONIX/SOVTEK, 20
Cooper Square, 4th Floor, New York,
NY, 10003, (212) 529-0466: stomp
boxes, 88

E-MU, 1600 Green Hills Rd., Scotts
Valley, CA, 95066, (408) 438-1921:
6400, 95; Darwin, 113

FENDER MUSICAL INSTRUMENTS,
7975 N. Hayden Rd., Scottsdale, AZ,
85258, (602) 596-9690: Bassman,
Telecaster, 88; Bassman, 97;
Stratocaster, 106

FOSTEX, 15431 Blackburn Ave.,
Norwalk, CA, 90650, (800) 7FO-STEX:
Cx8,113
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FULLTONE, 3815 Beethoven St., Los
Angeles, CA, 90066, (310) 397-3456:
Supa-Trem, 110

GIBSON, 641 Massman Dr., Nashville,
TN, 37210, (800) 283-7135: Flying V.,
Firebird, 106

GRETSCH, P.O. Box 2468, Savannah,
GA, 31402, (912) 7481101: '63 gold
glitter set, 10

HOSHINO/IBANEZ, 1726 Winchester
Rd., Bensalem, PA, 19020-0086,
(800) 669-8262: Iceman, 106

HQ PERCUSSION, P.O. Box 430065,
St. Louis, MO, 63143, (314) 647-9009:
SoundOff pads, 95

LINE 6, 11260 Playa Ct., Culver City,
CA, 90230, (310) 390-5956: AxSys
212,97

MACKIE DESIGNS, 16220 Wood-Red
Road NE, Woodinville, WA, 98072,
(800) 258-6883: 32+8, 104
MARSHALL AMPLIFIERS, 89 Frost
St., Westbury, NY, 11590, (516) 333
9100: 100-watt, 106

MXR, P.O. Box 846, Benicia, CA,
94510, (800) 722-3434: Phase 90,
88; Micro Flanger, 106

OPCODE, 3950 Fabian Way,Palo Aito,
CA, 94303, (415) 856-3333: Studio
Vision Pro, 118

OTARI, 378 Vintage Park Or., Foster
City, CA, 94404, (415) 341-5900:
RADAR, 113

PANASONIC/RAMSA, 6550 Katella
Ave., 17-A7, Cypress, CA 90630: Sv-
3700, 106; MDA-1, 114

PASSPORT DESIGNS, 100 Stone Pine
Rd., Half Moon Bay, CA, 94019, (415)
726-0280: Encore 4.1, 95; Alchemy,
116

PEAVEY ELECTRONICS, 711 A Street,
Meridian, MS, 39301, (601) 483-
5365: 5150, 106; Valveverb, 106
PRO CO SOUND, 135 E Kalamazoo
Ave., Kalamazoo, MI, 49007, (616)
3889675: Rat, 106

RICKENBACKER, 3895 S Main St.,
Santa Ana, CA, 927075710, (714)
545-5574: 4001 bass, 88

ROLAND, 7200 Dominion Cir., Los
Angeles, CA, 90040, (213) 685-5141:
D50, 90; JC-120, 97; VS-880, 113
SELMER, P.O. Box 310, Elkhart, IN,
46515, (800) 348-7426: Ludwig ‘67
drum set, 10

SONIC FOUNDRY, 100 S. Baldwin,
Ste. 204, Madison, WI, 53703, (608)
256-3133: Sound Forge, 116

SONY ELECTRONICS, 3 Paragon Or.,

M U S

Montvale, NJ 07645: PCM-800, 114
SOUNDSCAPE, 705 A Lakefield Rd.,
Westlake Village, CA, 91361, (805)
495-7375: software, 113
STEINBERG., 9312 Deering Ave.,
Chatsworth, CA, 91311, (818) 993
4091: Wavelab, 116

TASCAM, 7733 Telegraph Rd., Monte-
bello, CA, 90640, (213) 726-0303: 414
Portastudio, 95; DA-88, 104; 122
MK111, RC848, DA88, 106; DA-38,
DA-88, MMC-38, 114

VESTAX, 2860 Cordelia Rd., Ste. 120,
Fairfield, CA, 94585, (707) 427-1920;
hard disk recording system, 113
VISCOUNT, 306 S. Main St.,, Ste. 2B,
Ann Arbor. Ml, 48104, (800) 2530293:
EFX-3000, 95

VOX, 89 Frost St., Westbury, NY,
11590, (800) 645-3188: Super Beatle,
Tone Bender Fuzz, 106

YAMAHA, 6600 Orangethrope Bivd.,
Buena Park, CA, 90622, (714) 522-
9011: DX7, 90; CBX, 113

Alesis 3630 Holdredge Ave.. Los Angeles, CA 90016 (310) 558-4530...... T
American D}—4295 Charter St., Los Angeles, CA 90058 (B0O) 3226337 .. ...Cover I}
Ark 21--3520 Hayden Ave., Culver City, CA 90232 (310) 8414100............
Audi 1221 C Dr.. Stow, OH 44224 (216) 686-2600 ...

beyerdynamic—56 Central Ave.. Farmingdale, NY 11735 (516} 293-3200 .

Blue Note Records 1290 Avenue of the Amenicas. New York, NY 10036., (212) 492 5300

Best di Band 00 BUB 2WIN ... S -.102-103
CAD 341 Harbor St.. Conneaut, OH 44030 (BOO) 762-9266 ..............ccoocennnins — L ]
Cakewalk—P0O Box 760. Watertown, MA 02272 (617) 926-2480 .51

Chocolate Rock Records—300 2284442
Collings Guitars 11025 Signal Hill Dr., Austin, TX 78737-2834...............
P Sound 333 E. 5th St.. Chester. PA 19013 (610) 876-3400.
Discovery Records 2034 Broadway. Santa Monica. CA 90404
Drum Workshop 101 Bernoulli Circle, Oxnard, CA 93030 (805) 4856999
Electro-Volce—600 Cecil St., Buchanan, MI 49107 (616) 6956831
Emu—1600 Green Hills Rd., Scotts Valley, CA 95066..................c..cct vovviiiiisinins
Extravaganza—Pp.0. Box 121948 Nashwville, TN 37212-1948 615 327 4308..
Fostex—15431 Biackburn Ave.. Norwalk. CA 90650 (310) 8921-1112............
Frotboard Publishing—3130 Baird Rd.. N. Vancouver, B.C. V7K 2G6 (604) 986-4179
Full $ail—3300 University Bivd., Winter Park, FL 32792 (417) 679-0100. ...
GHS Strings 2813 Wilber Ave., Battle Creek, MI 49015 (616) 968-3351 ..
JBL—8500 Balboa Bivd.. Northndge. CA 91329 (818) 894 8850 ..........c.cocvueieen
Koerg—316 South Service Rd.. Melville. NY 11747 (800} 3350800 s
Kurzweil—13336 Alondra Bivd.. Cernitos. CA 907032245 (310} 926-3200 .
Lexicon, Inc.—3 Oak Park Rd.. Bedford. MA 01730-1441 (617) 2B0-0397 .
Line 8 11260 Playa Ct.. Culver City, CA 902306139 (310) 390-5956.. .
Mackie Deosigns, Inc. 16220 Wood-Red Rd. N.E., Woodinwille, WA 98072 (BOO) 898 3211.
Mapex—3814 Churck St.. Box 14, Murfreesboro, TN 37130 {(615) 867-1422 ........
Martin Strings 510 Sycamore St.. Nazareth, PA 18064 (800) 6332060 ...........
Matchiess -9830 Alburtis Ave.. Santa Fe, CA 90670 (310) 801-4840.
McCauley—13608 94th Ave. E.. Puyallup. WA 98373 (206) 8413050 ........
MESA/Boogie 1317 Ross St.. Dept. B, Petaluma, CA 94952 (707) 7786565..
Modern Postcard (:354 Corte Del Abeto. #D, Carlsbad. CA 92009 (800) 9598365 ..........
Modulus Guitars 575 7th St., San Francisco. CA 94103 (800) 758 2918 ...
Musician's Guide to Touring & Promotion 212 5365248
Musician’s A little on the CD Side— C09 488 1881
Musicians Institute 1655 McCadden P, Hollywood, CA 90028 (213) 462-1384
New Sensor—20 Cooper Square. New York, NY 10003 (212) 529-0466.
Ovation -P.O. Box 507. Bloomfield, CT 06002 (860) 509-8888
Peavey—711 A St.. Mendian, MS 39301 (601) 483-5365 ........... S
Point Blank/Virgin 338 N. Foothill Rd.. Beverly Hills, CA 90210, (310) 2781181 8
Rane 10802 47th Ave. W., Mukilteo, WA 98275 (206) 3556000....................
Remo 28101 Industry Dr.. Valencia. CA 91355 (805) 294-5600 .... .
Roland 7200 Dominion Circle, Los Angeles. CA 90040 (213) 685-5141....
Sonnhelser—6 Vista Drive/Box 987, Otd Lyme. CT 06371 (203) 434-9190.
SESAC—55 Music Square East. Nashville, TN 37203 (615) 320-0055
Shure 222 Hartrey Ave., Evanston, IL 60202 {708) 866-2200 .
Sony Electronics 3 Paragon Dr.. Montvale, NJ 07645 (800) 365-SONY ..........
Stedman Corp- 1167 Stedman Dr., Richland, Mi 49038 (616) 629 5930 ..
Switchcraft—5555 N. Eiston Ave.. Chicago. IL 60630 (312) 792-2700 ..... PR
T 7733 Rd.. CA 90640 (213) 726-0303..........cc.oceve
United Media—6000 Sunset Bivd.. Ste. 200. Los Angeles. CA 90028.
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Whirlwind—99 Ling Rd.. Rochester, NY 14612 ... 7 3 e, )
Yamaha 6600 Orangethorpe Ave., Buena Park, CA 90620 (714) 522-.9011 ... i 30
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Do you want to BOOK YOUR
OWN TOUR? SEND DEMO
TAPES to the right people?
Get PRESS COVERAGE and
RADIO AIRPLAY for your band?
SELL YOUR CD in record
stores around the country?
Get COLLEGE GIGS? Do you
want to GET YOUR MUSIC
HEARD?

the original Musician’s

Guide to bring you the most
extensive, thorough and accurate information.
The all-new 7th Edition has been completely
updated for 1997 with more industry contacts
than ever (including club owners, record labels,
music press, tape/CD duplicators-you name
it!). What are you waiting for? Order today and
start doing it yourself!

sic Directory

The 7th Edition

MUSICIAN’S

To Touring
& Promotion

INCLUDES:

* MAJOR AND INDIE LABELS

* COLLEGE RADIO/BOOKING DIRECTORY

¢ INDEPENDENT DISTRIBUTORS

. CD/CASSEfTE DUPLICATORS

¢ MUSIC MAGS AND FANZINES

Complete listing of CLUBS,

RADIO, LOCAL PRESS,
RECORD STORES & MORE!

S
Interviews and Advice
from TOURING BANDS and
INDUSTRY INSIDERS

DISPLAY UNTIL APRIL 30. 1997 |

V] AN
SPECIAL EDITION
8. $9.98 CANADA

— —
-
- -

- ~
Please send me______copies of the Musician's Guide to Touring and Promotion/7th Edition. Enclosed is check/money = ~
order for $9.95 each (includes shipping and handling).

or
Please send me copies of the Musician's Guide/7th Edition on Floppy Disk. Enclosed is check/money order for
$36.95 each ($38.95 in Canada, $41.95 overseas. Prices include all shipping and handling.

US Funds only please). Credit card orders may also call (212)536-5248, 9am-5pm eastern time.
*IMPORTANTe Please circle format: PC MAC

Name ud

Address a8

City, State, Zip Lol
SEND CHECK/MONEY ORDER w/ ORDER FORM TO:Musician’s Guide, 1515 Broadway, 14th floor, Dept. MC New York, NY 10036.

-~
-~
N o -



DON'TJUSTLISTEN TO WHAT
CRITIES SAY ABOUT NEW RELEASES

MUSICIAN MAGAZINE’S
NEW MUSIC SAMPLER

“Great way to discover new music!” ' '
B. NamRem- Redondeo Beach, CA a inc"e,idt

1&?‘ ALy Anyone can pick up a ME 8
i music magazine and read dozens
of record reviews that critique
new releases, but only Musician readers
can read about new music and listen to it
with “A Little on the CD Side,” our exclusive new
music sampler compact discs.
Every 3 months we feature an average of 15 eclectic
b 1] new songs by new and established artists, many of which
take months to break on radio if they ever get played at
“Others are trymg’ but [ all. Each complete state-of-the-art audio package, sent
Musician’s sa_mplers rule. ’ directly to your home, includes information on the fea-
S. Herrom()- Syracuse, NY tured artists, their new full release, plus label and cata-
y T logue number. This way if you like anything you hear,
; 'l! % you’ll have no problem locating the records of your
choice at your favorite music retailer.
So if you love to hear new music, now is the
time to tune into “A Little on the CD

Side”—sample one today! A
Gre
pri )

for k

magazine [JE1T

W,

\

“Musician Samplers are for all  f« .« o
tastes of contemporary music- CARE: TR . sampler
keep up the great work.” \* :

M. Shervaniaf- MiRet, NI

> N =
N1 -y

’:’ ,:-"

. N\

...USTEN T(') THEM Y(']URSELFl




CoLUME 26 FERURES  MuSIcIaN MAGAZINE'S
Nf;“lira"ifo:i;;‘er’ NEW MUSIS SANMPLER
Altan, brute, Ashley : 3
Maclsaac, Jonell
Mosser, Cheb Tati
with Oto, Alfonzo
Blackwell, Chyna,
Jane Jensen, Corey
Stevens

tion of tracks & artists
et progressively
Chatham- Chicago, IL

VOLUME 23 FEATURES
Fiona Apple, Finn
Brothers, Eric
Johnson, Suzanne
Vega, Wild Colonials,
Jesse Cook, Parlor
James, Dave Koz,
Eleanor McEvoy,
Jimmy Hall, Victor
Delorenzo, Johnny
Jenkins, Doyle

Bramhall Il, plus 4 'Q 9
o)
more. LR TR e ST LS R

wish your CD samplers
] come out more often
e them.”
20nard- S. BorRdbrock, NJ

.....f..I-..III.I.I.I.I.I.J.-I‘.V- = 7 ~ AAANENNNEEREDN I.I LLJ

r——————————————------

| Yes, | want to hear more new music. Please send me copies of A
| Little on the CD Side Volume 24 and/or copies of Volume 23. |
have enclosed $3.99 for S&H per disc. ($5.99 foreign US funds only)

a! POSitive exposure Please enter my 5-CD subscription to A Little on CD Side. Start me with Volume (choose one)
usicians and listeners 23

24. | will then receive a new volume every 3 months. Enclosed is $18.00

per subscription for shipping and handling. ($30 foreign - US funds only)

daxrlini- Denver Cl
I erlllml Demven CU Send check/money order to: Musician/CD Side, PO Box 99100, Collingswood, NJ, 08108

Name

Address

City . _ State. ZIP

Please include appropriate sales tax in CA, DC, IL, MA, NJ, TN, PA, VA, OH. CAN. Thanks.

Please allow 4-6 weeks for delivery.



musician
CLASSIFIED

HOTLINE
800-407-6874

Need an ad fast?

Call Kara DioGuardi.

In NY State (212) 536-5008
Outside NY St. (800) 407-6874

FACTORY DIRECT CASES

Call now Custom
for our or stock
catalogue sizes:
or quote: our
nmn mmm Inc. prices
/ can 't
»/m 363. //\/:\)l
(516) 563-1590 (fax beat

ANNOUNCEMENTS

MUSIC BUSINESS JOBS! GET IN THE BIZ NOW! 1-(803)-
750-5391. GET READY TO GET SERIOUS!

ACCESSORIES
§ g 'BEMOVE P2
nhmned W, Cost Instant! Avallatf

O-Igmg s

THE INDUSTRY
STANDARD

COVERS
1/7 717-623-2700 (AMERICAS

NO.1 COVER
717-623-3100 "5

MPANY
INTRODUCTORY OFFER

ANY GUTAR COMBO COVER

& AN
S40 ;

BUSINESS OPPORTUNITIES

Make It Big In Concent
Promotion And Entertainment
Booking!

Only $2500. Call Horizon.
New York 1-800-836-1691

S S I

HOW TO 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, Kara DioGuardi,
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

EMPLOYMENT

Where pro musicians & bands connect.
Worlds largest, most preferred referral. Ask
about our Lifetime membership.

MUSICIANS NATIONAL REFERRAL

(800) 366-4447
_ hftp://www.musicianreferral.com/mnr/

PROF}]%SSIONAL MUSICIANS

L —Musicians/Bands—Connect with the
RIGHT group or player. Call PMR—America's original national
referral! (612) 825-6848

MISCELLANEOUS

MEET BEAUTIFUL RUSSIAN WOMEN! FREE 500 photo
magazine. Club Prima, 1101-D Thorpe La., #110MZ, San Marcos,
TX 78666. (512) 396-5522 (24 hrs) hup://clubprima.com

COLLECTOR'S ITEMS

Sctmer Mark V1 Tenor saxaphone—Paris model. Available for pur-

ghase. $4200. Call 610-376-9173.

Get your favorite artist or
musicians’ autograph

D) Thousands of address
\ and easy how-to guide to
/ successfully getting
8 X 10’s and memorabilia
signed.
Current list of the top
names in show biz only

Order by Phone: 1-800-990-TENN
Order by mai (LRILY
7657 Spitit Lake Court *Check
Cordova, TN 38018 *Money Order

MUSICIANS

NEED WORK? Call 24 hours for daily job opportunites. The
original Musicians Contact Service, established 27 vears in Los
Angcles. Call 818-347-8888.

FEBRUARY 1997
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CATEGORIES: Please mark category desired.

J Accessories J Books/Publications 1 Computers

U Employment J For Sale J Instruction J Instruments
J Miscellaneous J Musicians J Records & Tapes

- Services J Software 1 Songwriters J Talent 1 Video

Your Name

Company
Address
City
Telephone

State _Zip.

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

Publisher has the right to refuse all mail order retailer ads that might conflict with Musician dealers.

ACCESSORIES

- American Express J Visa J MasterCard
Credit Card #
Exp. Date Bank #
Your Signature
BOOKS/PUBLICATIONS

WORKIN' THE CIRCUIT: A Live Entertainment Handbook,
“How To" Gig Start To Finish, Sound, Lighting, Production,
Marketing, Management, Advice $12. POBY, Clayville, R1 02815

HAVE IT ALL!

Everything you'll ever need to
make it in the Music Business -
Every name, address, phone and
fax number in the industry.
Plus we'll show you how.

You'll get information on all:

* Record Labels * Manufacturers
« Distributors « Publishers
* Producers * Agencies
* Record Stores * Radio press
 Industry Publications

* Music Industry Websites
* How to start you own label
and book yourself nationwide

Package consists of eight software
discs (IBM and MAC compatible)
or desk reference manual - So
you don't need a computer to use
it. Package also includes
free updates.

Send $149 Check or Money Order (Do pot

send cash) (Allow 3 to 5 weeks for delivery)

to: POP MANAGEMENT. 9903 Santa Monica
Blvd, Suite 531, Beverly Hills, CA 90212

INSTRUMENTS

SUBSCRIBE NOW to our mont

Wly used and vintage instrument
list with 28 jam packed pages of ty instruments for plavers and
collectors at down-to-earth prices. $15.00/vear ($30.00 overscas)
Current issuc free on request. ELDERLY INSTRUMENTS, 1100
N. Washington, POB 14210-EO5, Lansing, M1 48901; 517-372-
7890. htip:/

vww.clderly.com




Acoustic Foam, Diffusors,
Sound Barrier & More!

No matter what your budget or sound problem, we ve got
what you need We can save you big money plus we
prv&wfastmunwu,freemwsmadm&
plenty more added vale that makes us the only smart
choce. New products: studo montors, rack hardware,
mic windscreens, foam headphone earcushions, bass
s & more. Qur new expanded catalog & sample kit
s our acclamed pubkcation Acoustics 101 FREE
{a 512 value) & t's yours st for asking. Call us today!
USERS: Wamer Bros., Sony, NBC s?m Hitach, Shure,
20t Contury Fox, ABC Radio, ATAY, Ensoniq, Universal Studios, Den-
is DoYoung (Styx], NPR, SkidRow, the voices of NFL on Fox, McDonalds
& Miller Brewing, Mike Wanchic (J. Mellencamp Band), ShowCo, etc....

ORDER (800) 5 17¢
silent @ crocker.com « http//www.crocker.com/-silent/
Acousticon Fabric Panels « Sound Barrier
Isolation Hangers « A.S.C. Tube Traps
Silence Wallcovering « WhisperWedge
Melaflex = S.D.G. Systems » Hush-Foam
R.P.G. Diffusors * Sonex * NoiseMaster

FOR SALE SERVICES

GET YOUR
MUSIC ON THE

Featuring full length music tracks on

real audio. photos. musicians biographies,

venue listings and booking information.
MAMMOTH ARTISTS, INC.
http://www.mammothartists.com
214.363.9595
email:mammoth@mammothartists.com

HELP WANTED

*EARN EXTRA INCOME*
Earn $200-$500 weekly mailing phone cards.
For information send a
sel<addressed stamped envelope to:

Inc., PO. Box 0887, Miami, FL 33164

INSTRUCTION

Easy Home-Study practical training in

Muiti-track Recording. Join our successful

M working graduates or build your own studio,
Diptoma. Job Placement, & More.

N FREE INFORMATION,
PNIES Audio Insitute of \merica
o SI 2250-A Union §t. Suite H, San Fraacisce, CA 94123

WANNA MAKE A RECORD?
H EY You’ HERE'S HOW!

“SIMPLE STEP-BY-STEP INSTRUCTION VIDEQS

1) How to be 3 Record Producer | 1-800-500-1258
2) How to be a Recording Engineer or

$15 each or both for $25 MG SRS
This is your chanco to break into LA, CA 90036- 1098

the music biz!
*for teons and adults*

INVENTION

HAVE AN IDEA? vy working

i 1 |

SERVICES

[@udmﬁihon]

Lowest Prices
CD & Cassette Manufacturing
1-800-375-2060
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Your Fans Will Be |
Impressed

SAS is a Full Service House for
high quality Audio Cassette
Duplication and Compact Disc
Replication from a single ‘refer-
ence’ copy to several thousand
copies, combining competitive
pricing, superior quality and quick
turn-around on all orders with
responsive service.

Call today for your FREE Catalog or just
simply to discuss your
future duplication requirements

(800) 727-7181

Delivery & Satisfaction
GUARANTEED!

SAS Industries, Inc.
(800) 955-7271
VA Sales Office

Manufacturing Facility Centrally
Located in St. Louis, MO

E-mail: sasmedia @ earthlink.net

SERVICES

Ganta Says

500 of ¢
Ay : g\\ 2 }(lm
91 the heap (:*\

‘}\\)‘(C"D he v;‘/
z(ﬂl onite b'\c\\d‘; o

500 ¢bs gj00

e newendwiaewer . ONLY
N L. 1.800..»

&S (7

Musicraft

THF BEST CD AND CASSETTE PACAAGES IN THE WORLD

€D MANUIACTURING, CASSETTE DUPLICATION,
GRAPHICS, PRINTING & MORE

Portland ¢ 1-800-637-9493 + Los Angeles
http./Awww.telepon.com/~musicrit

e-mail: musicrit @teleport.com «

OUTER SOUND

a music industry

internet community

http://www.outersound.com

1-800-TAPE WORLD or 1-800 245-6000
V at 5 SHIPPING @ FREE CAT
SONY FuJl
99| amMM-120

MOW-74  6.49|MD74 6.99 | CDR-74

TAPE WORLD 220 spewic st sumer. ma 16003 fx 8003224273
OVER 500 DIFFERENT SAME DAY SHIPPING. MF 8.5

1LOOO CD'S  eoi%e
:'ﬁ“ h"‘

$,200! ;-

Includes jewel box, 2 color
CD imprint & shrink wrap

1-800-49I1-8141

* o o o

Interested in the International
Music Market?
Then Contact
JRE Entertainment Group!!!

Exporting & Licensing Agreements
International Negotiations
Production Management
Tour Production
For more information:
Tel: (714) 508-0794

Fax: (714) 508-0793
17291 Irvine Bivd., Suite 200 Tustin, CA 92680

M uUus I CI AN

CD & CD-ROM Manufacturing
Orlando, FL (800) 344-4361
htip://www.digido.com
MASTERING... WiTh A capital M
Unsurpassed mastering quality by Bob Katz
Custom hardware and software, 128x Oversampling
20-Bit A to D, Unique Digital Processors, Sonic Solutions
Editing, Tube and Solid State Analog Recorders.
CD Mastering is an art. Levels, fades, equalization,

spacing... everything is important to you and to us.

CD REPLICATION...
1000 CDs at $1.55 w/Jewel Box, Shrink, Insertion
2500 at $1.50. Glass Mastering Free with 2500+ CD's

CD BOOKLET PRINTING...

1000 4-Panel Booklets, Full-Color Outside & Tray Card,
B&W Inside, $0.37 ea. Incredible Graphic Artist on staff

...COSTS LESS!

FEBRUARY 1997



SERVICES SERVICES SERVICES

DEMO* SPECIAL
10 CDs only $165

C Includes jewel case, CD label and printed insert cards
3-5 day turnaround - SATISFACTION GUARANTEED!!

(CALL USTO RECEIVE OUR FREE BROCHURE!)

20 CDs only $285

*up to 30 minutes of music from your DAT or Cassette!!

(219) 7737555

RECORD PROMOTION

College Radio Promotion:
BANDS: PRESSED YOUR CD?
You need airplay. The only place to get airplay is

college radio. We get music to 350 college stations. Cheap!
Fluxnet 516-674-3229
htp://fluxnet.com e-mail: DKFlux@aol.com

SERVICES

(D & Cassette Pkgs

THE ONE

EuroPADISK
specializes in full

service compact

disc replication.

Everything is done
in-house, on-site

for guaranteed quality

and cost efficiency. Maj
credit cards accep!

free catalog or estimate, call

800-455-8555, ext.36
CD-Audio Vinyl Cassette CD ROM

COMPLETE SERVICES:
REPLICATING *DUPLICATING ® PRESSING * MASTERING
GRAPHICS *® FULFILLMENT

EURC
Discs With No Risks.

75 Varick Street, New York, NY 10013.
(212)-226-4401, ext.36 FAX (212) 966-0456

NEW CATALOG
Audio/ Video/ Data
Cable, Accessories, Tape

1-800-999-HAVE

HAVE, INC., Dept. MU
Hudson, New York 12534

FEBRUARY 1997

TRUTONE INC.

THE “SOUND” CHOICE FOR 2 DECADES
‘STATE OF THE ART
DIGITAL & ANALOG MASTERING
-SONIC RESTORATION - CD ONE-OFF'S
-COMPACTDISCS
‘CASSETTES (HIGH SPEED / REAL TIME)
-COLORED VINYL
-CUSTOM CASSETTE BLANKS
-DESIGN - PRINTING - PACKAGING

310 HUDSON STREEY *HACKENSACK, NJ 07601
TOLL FREE: 1-888-TRUTONE : TRUTONE2@AOL.COM

y 500 CDs ond
500 Cassettes
only $2,590

)

"

with BEW inserts

o FREE Graphic Design ® Ready In 3 Weeks
* Major Label Quality ® Money Back Guarantee

DISC MAAKERS
1-800-468-9353

Coll today for our FREE
full color catalog

" FREE CATALOG

email: fullcircle@skyenet.net

SERVICES

LS, :

TIRED

of getting screwed?

for hassle-free CD nmnufacturing
joe's production & grille, inc.

800« 688« 4212

The one you
need to call!

................

1719 WEST END AVE, STE 100€

Best Qualine: Competntive Pricing Fastest Tarnaround Time

Call (615) 3279114

CD Looper:
Perfect for Musicians, Educators and Students.

The ultimate windows tool for slowing down any
CD 2, 3 or 4 limes without changing the pitch
Unlimited loop points per song. Length of ioop limited
only by available hard disc space
Call today to order you copy of CD Looper
516.385.1898
$49.99 plus shipping & handling

"OUR 29TH YEAR OF FAST GUARANTEED SERVICE"

4217 14TH AVENDE - BROOKI

i =

OM LENGTHS FROM
1-126 MINUTES

CD-RS, HI-8,
INI DISKS, S-VH .
MASTERING TAPE TDK
A-DAT, R-DAT, BULK VHS SA
| PLASTIC REELS, BOXES [V V.- V.{J U}
. NORELCO , SOFT POLY BOXES B TN]]
i VIDEO BOXES & SLEEVES
SINGLE & DOUBLE CD BOX
& DCC, MOD, DDS2
3 AND ¢

LENGTH

SUPER

IN HOUSE
MORE

IN NYC 718-435-

* CUSTOM PRINTED LABELS & J-CARDS *

322:8()()=221 65 7 §- 2* HOUR FAX 718-853.2589

100 PIECE
MINIMUM

.27 .32.38.44.47.52,67 .70 .76 @ l DK

C.10 €.20 C.30C-40 C-50 C-60C-70 C-80 C-90

.25 .30.35.39.44.49.53 .58 -63;

CHROME .30 .38 .47.56.65.69.80 .87 .89:

-AMBPEX
maxell

DIRECT ON CASSETTE PRINTING

FREE LABELS WITH EVERY CASSETTE ORDER
ROUND EDGE OR STANDARD NORELCO BOXES $.012 EACH

M U S I C1I AN




SERVICES SERVICES

Complete

Full Color
CD Package
500 CD's
$999.00

SPITNEY

YWordtn
‘Jb'fl{rj)l;)

CD's - Posters - T-Shirts
Press kit covers - Cassettes
Logo Design

We do it All!
CD Package
500 CD's
$1299.00
Call for details

TOP QUALITY PRODUCTS
AT FACTORY DIRECT PRICES!

100582015472

OHCTORER GRSSHTE

COMPLETE FULL COLOR CD PACKAGES:
500 CD's $1164. /1000 CD’s $1664.

CD Package includes: color 4 page (2 panel) insert, color traycard. 2 color
on CD pnnting, pre-mas el box, shrinkwrap,
Insertion

TOLL FREE 1-800-835-1362

y
faré ( ipble
Profess| stering t Affordable Rates!

SONGWRITERS!

Have you ever wanted to hear
your song professionally produced?

* We offer Full Demo Production
n all Styles of music

* Set Music to your Lyrics

* Pro Studio Musicians

* Clients signed to major
recording contracts
¢ Get your music burned onto CD!

from $149/Song!

“the leader in album quality demos"

xxxxx nd a free sample taps call or write

Sunget Brd 8116 Hollywood CA 90046
D / /W /K wml

(818) 241-4435

HA ”r;%ffr% .§t;AﬂLl[I.N§ FOR
Contracts, Agreements é“/ 1
Copyright Forms, Info -5 3
Books, Legal Guides, Publisher %
Record Co & Radio Directories ==
Labels, J-Cards, Shrink Wrap ==
Custom Printing & Supplies CA=1
Critique Forms & Post Cards
Songwriter Tapes/Duplication

Free Catalog! (800) 487-SPIN
)ZN http://spotnet.com/SPIN

VST

SONGWRITER PRODUCTS IDEAS & NECESSITIES
345 Sprucewood Rd., #10, Lake Mary, FL 32746

GD 8 CASSETTE
MANUFACTURING

FEATURING THE s
FirsT & Oniy. DIGITAL BIN CASSETTE SYSTEM
& LarcesT REAL Time Casserte FAaawuyl
Bl . . hic
mb&uouu. &:ihl G?p‘am
PACKAGBAVMI CALL FOR RREE CATALOG!
e CRYSTAL CLEAR SOUND

MICROPHONE ACCESSORIES

The K
_\“ Z '.\ ,‘.",,‘_.

onristy
AMPLIFIER MIKING BRACKET

— - =2 ST D2 DN DRACRI o -
! Now ACCEPTING DEALER INQUIRLB!J

VA

1000 CD’
For $1100

in Jewel Case/Wrap

¢
CDR Master angl Film

Bulk CD’s

& Tray Card § 275.00

- low .

CD SONIC

Tel: (617) 424-0670 Fax: (617) 424-0657
Toll Free 1-888-CD SONIC (237-6642)

60¢

1.800.880.0073
So You Made A CD. NOW WHAT?
How Will You Market It2
Join over 500 independent recording
artists that alrcady know! 1-800-882-4262

Creative Musicians Coalition
1024 W. Willcox Ave., Peoria, 1L. 61604

Includes jewel
case and
direct printing
on disc’ Call
for details.

Compact Discs + Real Time Cassettes - Digital Mastering

(800) 249-1110

UPLICATION

COMPACT OISC
UDIO+VIOEDO CASSETTE

CO ROM
NOW FEATURING THE

IVE I

THE LATEST IN DIGITAL
CASSETTE BIN TECHNOLOGY
FROM QOUSS

N TV VY
wwawaeg; INC.
WORLD MEDIA GROUP
6737 E. 30th Street
Indianapolis, indiana 46219
317/5a49-84849 Fax 317/649-8480
Internet wmg@indy.net

NAL M padRD

SEEKING: » BANDS » ARTISTS
* ACTS » SONGWRITERS |

* Al types of original music considered.
* FREE Promotion & exposure if you qualify.
L« NOTa contest! This is o career-launching opportunity.

Send a cassette of your music with name,
" oddress, phone & best time fo confaxt o:

" RODELL RECORDS
P.0. Box 934574 » Holywood, CA 90093

AR AAARAARARAARNARAR

A RRARSARRARNRRARRR

THE NAMES YOU KNOW AND TRUST...

HIGH BIAS BULK-BLANK AUDIO TAPES
XED-UNLABELED

FULL LINE OF RECORDING

RSO aeo0 =00 AND DUPLICATING SUPPLIES
me\ #TDK | maxell | SBASF |mBASF S aoas
L COBALT LN 3 SUPER TDK AMPEX 3M
[ cw 24¢ 25¢ T 25¢ 28¢ maxell SONY
| cs 26¢ 27¢ 30¢ 3¢
c-20 28¢ 30¢ ‘ 3¢ 35¢
. c-30 33¢ \ 36¢ | 35¢ 45¢
C-46 0¢ | 45¢ 42¢ 58¢
c-62 47¢ ‘ 50¢ 50¢ 68 ¢ CDR'S - A-DAT'S
c-80 56 ¢ 68¢ 65¢ 85¢ MD'S-HIBMM
e | 62¢ | 75¢ ‘ 72¢ 87¢ DCC-DAT'S
C-100 70¢ 83¢ T6¢ 95¢

ALL LENGHTS AVAILABLE - 1 MINUTE TO 126 MINUTES

«.FROM THE COMPANY YOU KNOW AND TRUST

DIRECT ON CASSETTE PRINTING
CUSTOM LABELS AND J-CARDS

764 5th Avenue, - 145 Lauro Pinero Ave., E
,New York 11232 @ el Ceba, Puerfo Rico 00735 e

In NYC Tel: (718) 369-8273 In Puerto Rico Tel:
24 Hour Fax: (718) 369-8275  Nationol Recording Supplies Inc.  (809) 885-2316 re
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CALL TOLL FREE 1-800-538-2336

[For more dlassifieds, see page 136.]
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Your Ultimate Destination

now fully accessible through the
~-world wide web
httpi//www.billboardicoTe

o5

AR Daily music news
. 7 % updates, weekly charts, trivia,
L new release info and access to
L Billboard's fully searchable chart and
.-"‘Q . . .
5 editorial archives.

ph: 800.449.1402 e-mail: vbeese@billboard-online.com

Not yet on the Internet? Get connected with the
Billboard/ IY1eey] !nternet suite with Netscape Navigator
soft ware. Only $5 for the first month! ph: 800.295.3004



ASCAP is proud to be the first and only performing rights

organization to make available low-cost instrument

‘ insurance --exclusively to its members-- covering

. musical instruments, equipment, computers and
software against theft, loss and insurable damage.
Even your valuable charts and arrangements are

covered. And only ASCAP offers its members a

credit union which features a host of financial

‘ services such as free checking accounts, low interest

loans and direct deposit of royalty checks. Membership in

ASCAP helps make being a songwriter stress-free.

+ It pays to belong to ASCAP

m

4 A;mcml“iono!m
’ Autivers and Publishers

M

Nashville " Los Angeles Chicago London Puerto Rico
615.742.5000 213.883.1000 3124721157 011.44.171.439.0909 809.725.1688

1

address: info@ascap.com * world wide web: http://www.ascap.com
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wenty years in the business, and a fot's changed. Instead of
a four-hundred-pound spinet piano. | tote around a sixty five-
pound Roland keyboard that never needs tuning. In a dozen

or so small towns I'm almost famous. and my folks have quit
bugging me to get a real job. But after two decades | still pay off holi-
day bills with New Year's Eve gigs. And, |'ve learned how to survive
and even enjoy them too.

(1) Make hotel reservations at least a month in advance. Although the
rates will be astronomical. get the best place you can afford. You
Kdeserve it. Besides, it beats spending the wee hours next to a roomful

%‘&‘“’;/)

of drunken roofers at the Motel 5-3/4.

(2) Set up as early as possible on the day of
the gig. At all costs, do your best to avoid set-
ting up while employees are hanging stream
ers and playing with the helium tank.

(3) Eat someplace before the gig. Otherwise
you may have to subsist on leftover shrimp
and the ever-present cheeseball.

(4) Practice “Auld Lang Syne" at least once.
and don't forget to decide in advance
whether to use the minor seventh chord.

(1) Keep an eye on your soundman's

rate of consumption.

(2) If somebody makes you play
“Macarena.” do it as a potka.
(3) You will be surrounded by drunks. so
learn to identify them. The most common
types are singing drunks. crying drunks,
weaving drunks. running drunks. fighting
drunks. charitable drunks. talkative drunks.
sneaky drunks, amorous drunks. mischie-
vous drunks, sleepy drunks, and animallov-
ing drunks, as well as knockout-blonde with-
pissed-off-boyfriend drunks. l-used-to-have-
hair-down-to-here drunks, roadie-for-Kiss

(4 drunks. and finally Leo-Sayer-never-got-the-

CO respect-he-deserved drunks.

K (4) Always follow "Auld Lang Syne” with “Louie.
, Louie.”
(5) Remember, anything thrown offstage gets
thrown back at the band twice as hard.

(6) Keep your soundman away from the cheap champagne.

(1) Go home, chill out. count your loot.

(2) Avoid Denny's.

(3) Don't let your soundman talk you into a nightcap at the Booby
Hatch.

(4) Don't—don’t—go over to the knockout blonde’s place. By the time
you get there she will have deteriorated from amorous drunk to weav-
ing drunk, and you may find yourself stuck at five in the morning trying
to wake a sleeping drunk and listening to Leo Sayer.

—Reverend Billy C. Wirtz
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In This Competitive World, You

Need More Than Just A Great
Sound! You Need A Complete

Affordable Light Show!

AN TRUST!

mers ¢ Beacons
¢ Speakers * Mirror Balls ¢ Lighting Cofitrollers * R Lights+ Accessories
e Neon Lights* Relay Packs ¢ Light $ ters * Moon Flowers

e Sound Lights ¢ Safety Cables * Belt Li obe Lights ¢ Mic Stands
¢ Intelligent Lighting Systems

For More Information On American DJ » Products, An Authorized Dealer In
Your Area, A FREE Color Catalog, & A FREE Collectors Pin

CALL TODAY!

Se Habla Espafiol - Distributed in Canada by Sounds Distribution (416) 299-0665
© 1996 American DJs Los Angeles, CA 90058 - www.american-dj-supply.com



m sENNHEISER

M0 735

emotion-charged whispers to full-blown screams, the supercardioid MD 735 is right there.

It handles intense sound pressure levels yet delivers outstanding gain before feedback,
“making it poésible to hear every facet of your performance. Step up to professional performance.
Try it for yourself at your Sennheiser dealer or give us a call for further information.

“

o THE EVOLUTION OF AUDIO

SENNHEISER ELECTRONIC CORPORATION
P.0. BOX 987, DEPT: 735, OLD LYME, (T 06371 + TEL: 860-434-9190 EXT: 735 + FAX: 860-434-1759 + CALIFORNIA: TEL:818-845-7366 - MEXICO: TEL: 525-639-0956
SENNMEISER CANADA: 221 LABROSSE AVE., PTE-CLAIRE, PQ H9R 1A3 - TEL: 514-426-3013 FAX: 514-426-3953
World Wide Web: http://www.sennheiserusa.com

Manufacturing Plant: Am Labor 1, 30900 Wedemark, Germany
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