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He'tor / Simply Red lan Anderson / Jethro Tull Eric Johnson Larry Coryell

Way back in 1989, Trace Elliot first recognised the need for professional
acoustic instrument amplification and developed the industry standard Trace
Acoustic TATOOR. Today, when many of our competitors are only just
beginning to catch on, the Trace Acoustic range has expanded to 28 products
including preamplifiers, combos, dedicated amplification for acoustic bass

instruments and a range of low cost, high quality pedals.

Moil to: Kumun Music, PO Box 507, Bloomfleld (T 06002
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Robert Fripp Al Di Meola Seal Martin Taylor

Loaded with advanced features like Dynamic Correction™, Harmonic
Emphasis™ and feedback-defeating notch filters, Trace Acoustic amplifiers
remain the choice of many of the world’s leading bands including Bon Jovi,
Rush, The Rolling Stones and the arfists pictured above. So if you're as serious
about your music as they are, get down to your nearest Trace Acoustic Dealer

or mail the coupon below for further information.

Leading The World Since 1989
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The product manager said we could graphically represent

the Tri-Power sound anyway we wanted provided we told you

it provides "more gain before feedback without requiring

EQ or displaying funky off-axis honk."

|[ per]ha]ps he was expecting a clhaurtoﬂ

‘Tri-Power. It cuts through the Music.

You want live sound that grabs the audience? Just grab a ‘I'ri-Power mic and
cut loose. "I'ri-Power gives you incredible vocal presence and punch, without
feedback. So even when you crank it up, you never lose vour edge. The
‘T'ri-Power sound is always crisp, clean and natural. With more cut-through
than any other performance mic. Hands down.

s

H A Harman International Company

AKG. 8500 lalboa Blvd.. Northridge, CA 91329 WSA Phonc 1.818:893.8411 Fax | 818.787.0748 Flash Fax 1.818.909.4576 11+964
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SPECIAL SECTION:

20 YEARS OF PUNK

It took rock two decades to
go from Elvis Presley to the
Sex Pistols. it has taken us
two decades more to go
from the Sex Pistols to
Green Day. Here’s the whole
history, told by the players

who changed everything.

FRONTMAN: JOE STRUMMER
Looking back on the Clash.
BY DEV SHERLOCK
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ROUGH MIX

Dave Matthews on how to build your band a national
following without the help of a record company. Also,
Foreigner's Mick Jones calls for musicians to own their
masters, and a guitar lesson with Leo Kottke.

FAST FORWARD

Audio and MIDI blur together in Opcode’s Studio Vision Pro
3.0; Sony's SBM-1 upgrades DAT performance. Also, Kurz-
weil’s K2500 keyboard, ESP's Horizon Classic guitar and
ART's MDM-8L.

ACOUSTIC GUITAR PROCESSORS
Stomp boxes designed for acoustic guitars may revolution-
ize the open-mike experience. 8Y E.D. MENASCHE

OVYERSIZED BASS AMPS

Once the biggest bass amps delivered a few hundred watts.
Today that number is in the theusands. Who needs all that
power? BY TOM MULHERN

FOETUS’ HOME STUDIO
Industrial sturm und drang in Brooklyn.
BY NATHAN BRACKETT

RECORDS

King Crimson thraks back; mo’ hutter from Isaac Hayes;
new music from Matthew Sweet, Elastica, more.
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THE STORY OF PUNK, FROM HORSES TD OFFSPRING
In the mid-*70s Patti Smith stepped out cf the New York
underground and into the spotlight, setting off a chain
reaction that keeps getting louder with every year that
passes. Here are the creative birth of the 70s, the dark
days of the ’80s and the triumph of the '90s.

BY BILL FLANAGAN, CHARLES M. YOUNG

AND GRANT ALDEN

Television’s TOM VERLAINE on CBGB's 23

Sex Pistols’ MALCOLM MCLAREN on swindles 24

The Clash's MICK JONES on London punk 25

The Jam’s PAUL WELLER on the mod cons 26
Replacements’ PAUL WESTERBERG on the Ramones 28
The Minutemen's MIKE WATT on California hardcore 30
Throwing Muses’ KRISTIN HERSH on Patti Smith 32
Green Day’s BILLIE JOE on anarchy in Berkeley 34
Offspring’s DEXTER HOLLAND on the lost generation 36
Nirvana’s KRIST NOVOSELIC on punk’s social message 38

PUNK INC.
Following the DIY dream to a conclusion that flies in the
face of the music business. BY ERIC BOEHLERT

STEVE ALBINI ON POST-PUNK PROD!UCTION

The musician/engineer/provocateur talks tough sense
about the needs and myths of the recording studio.
BY TED GREENWALD

BOB STINSON, R.I.P.
The sad end of the Replacements’ guitar anti-hero.
BY STEVE PERRY
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THE BEACH BOYS GREATEST HITS

20 GOOD VIBRATIONS

Surfin’ Safori ® Surfin’ U.S.A. ® Surfer Girl © Little Deuce Coupe © Be True To Your School
Fun, Fun, Fun @ | Get Around @ Shut Down ® Dance, Donce, Dance ® Do You Wonno Donce? ‘
Help Me, Rhondo © California Girls ® Borbaro Ann @ Sloop John B © Wouldn't it Be Nice |
Good Vibrations » 409 ® God Only Knows © Catch A Wave © Kokomo

THE BEST OF BADFINGER
COME AND GET IT
Come and Get It » Moybe Tomorrow
Rock of All Ages ® Deor Angie ® Carry On .
Till Tomorrow © No Matter What % . -

Believe Me © Midnight Caller &= é 2

Better Days © Without You @ Toke It All h@}é‘]ﬂ’
Money © Flying ® The Name of the Game \ ﬂng@ﬂ’
THE BEST OF THOMAS DOLBY Suitcose ® Doy After Doy © Boby Bive S
ﬂ ﬂ RETROSPECTACLE When{ Say @ Icicles ® | Can Love You
Europa ond the Pirote Twins © Urges © Leipzig ® Windpower ® Airwaves (7" version) Apple OF My Eye
Phomas Debby She Blinded Me With Science  One of Our Submarines ® Screen Kiss ® | Score Myself

R Tt gk v acrks  Hyperodtive! e The Flat Eorth © Pulp Culture © Budopest By Blimp © Cruel

. Close But No Cigor © | Love You Goadbye
A o
' THE BEST OF THE SMITHEREENS
BLOWN TO SMITHEREENS
=== Beouty & Sedness ® Strangers When We Meet ® Behind The Wall Of Sleep
In A Lonely Ploce © Blood & Roses ¢ Only A Memory © House We Used To Live In
II Drown In My Own Teors ® A Girl Like You ® Blues Befure & After » Bhwe Period

Yesterday Girl @ Top Of The Pops ® Too Much Passion ® Miles From Nowhere
Time Won't Let Me

THE BEST OF BILLY SQUIER
16 STROKES

The Stroke ® In The Dork © My Kindo Lover ® Emotions In Motion ® Everybody Wonts You ® She s A Runner ® Rock Me Tonight  All Night Long
Eye On You © Love Is The Hero © Don't Say You Love Me ® Don't Let Me Go ® She Goes Down © Tied Up ® Facts of Life © {L.0.V.E.) Four Letier Word

Beal-OF COLLECTIONS FROM CAPITOL.

No Bland //(f/caaéé/(t@, Just Chorce Culs,




FRONTMAN

Some people have very specific definitions of punk, while for others it
can include anyone from, say, the Police to Joan Jett. I'm curious where
you would draw that line,

Idon’t know if you can specifically define anything like that. I saw the
Police in a pub in Putney one summer evening. Gene October’s group
Chelsea was playing, and supporting them was these three guys with
blond hair. I remember that Sting maybe had a black circle around one
eye. This was what he looked like this one summer evening in Putney.
Skrewdriver were also on the bill, the fascist skinhead band. And Sting
was in there giving his all to a room with 15 people in it on some forgot-
ten night. So he’s got as much right to be punk as anybody else, really. |
don’t like saying, “You’re punk and you’re not.” There was a record out
over here called “Ca Plance pour Moi” by Plastic Bertrand, right? And

[ guarantee you if I had it to play for
11 ’
| don’t

like saying,
‘You're
punk and
you're
not.’””

JOE

hair times used to say, “Don’t forget, hair ain’t where it’s at.” You, the

you right now, you'd go, “Right, that
is rockin’t” Now, if you were to say to
any sort of purist punk, “This is a
good punk record,” they’d get com-
pletely enraged. But Plastic Bertrand,
whoever he was, compressed into that
three minutes a bloody good record
that will get any comatose person toe-
tapping, you know what I mean?
[langhs) By purist rules, it’s not al-
lowed to even mention Plastic Ber-
trand. Yet, this record was probably a
lot better than a lot of so-called punk
records.

Some people are too intensely into
this question. It’s missing the point.
It’s like when wise old hippies in long-

reader, are punk. You must be. Or some part of you is punk enough to
want to know about punk, or else you wouldn’t be reading this magazine.
Or, okay, you're stuck in a dentist’s waiting room and someone else has
got the New Yorker. In that case, give this mag to the grandma sitting next
to you.

There’s a punk revival in America, with groups like Green Day and
Offspring.

Well, Green Day are good!

Billie Joe has your 1978 stance, guitar and vocal style down to a “T.”

Okay. But first of all, he’s born with that body shape, okay? And per-
haps the skull shape. There’s nothing you can do about the fact that it’s
similar to my physical being. Maybe he’s seen a few Clash videos. It
doesn’t bother me at all. When Green Day comes out of my radio, let me
tell you, it sounds a lot better than the rest of the shit coming out of it.

Was there a rivalry between the Clash and the Sex Pistols?

Well, in the beginning there wasn’t. And then it all changed almost
overnight, and—I have to say this—I think it was when the Pistols real-
ized that we were good. To be fair to them, Malcolm was holding them
under this “the less you play, the bigger you get~type of riff, so they
weren’t being allowed to play, okay? Let’s set this thing up properly. So
there they were—and they were good, there’s no question atall that they
could really do it, in front of your face, there on the stage. And now
they re in a situation where they re not being allowed to play, and sudden-
ly this group that was under them somewhere is coming up around the

PHOTOGRAPH BY JOSHUA CHEUSE M u S
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bend a little too fast. I think that’s when they felt, “Right, let’s take these

guys out.” And that’s where it all got shitty. But, having said that, we
weren’t any better ourselves.

Nowadays, I put on a Buzzcocks record and Flove it, but the first time
we put on a concert together with the Pistols and the Buzzcocks, it was
like rival football gangs. I remember laoking over and seeing them sitting
there, and we were like these guys from London, and we were going
[sneers], “Oh, look at those guys from Manchester...” We didn’t have any
solidarity, either!

Was the crowd in factions. as well?

No, the crowd aren’t that stupid, are they! They were happy "cause
they were getting three great blasts of music. At the time, [ couldn’t allow
that other pecple were doing good things. Now, I can hsten happily toa
host of punk records that came out then and appreciate that they were
good. But then, 1 was just too blinkered—my mind-set prevented me
from hearing that these other records were good.

The press is speculating that the Clash will reunite to headline Lolla-
palooza,

Well, the thing is, everyone in the group remembers that it was only
good with Topper {Headon], y’know? So. I think whether or not he’ll be
able to do it with us is the real dictating factor. It’s funny, our kids have all
become mates—they’re about the same age and hang out a lot—so me,
Mick and Paul also tend to hang our a fair bit these days. But even if it
does ever happen—it’s not ready to happen right now.

DEV SHERLOCK
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“grace, too,” “nautical disaster,” and “fire in the hole”

PRODUCED, RECORDED AND MIXED BY MARK HOY {
AND THE TRAGICALLY HIP WITH MARK

ON TOUR HOW |

4/19 Harrisburg, PA
4/20 Philadelphia, PA
4/21 Boston, MA
4/22 Burlington, VT ‘
4/26 Albany, NY
4/27 Syracuse, NY
4/28 Rochester, NY !
4/29 Buffalo, NY
Coming Soon to these towns (and more) in May & June:
Seattle, WA = Portland, OR  San Francisco, CA
Tucson,AZ Oklahema City, OK Dallas, TX
Houston, T New Orleans, LA  Miami, FL Atlanta, GA

CALL 1-800-95-THE-HIP FOR TOUR INFORMATION
Talk to the band at: thehip@hookup.net
See & hear the album on the Internet at:
http://www.cimtegration.com/tth/ thehip.htm

TALK TO THE BAND AT thehip @ hookup. net
q CALL 1-800-ATLANTIC FOR A QUICK MUSIC TUNE-UP
Talk to us: AtlanticOL@aol.com 747741024 @ campusetve com
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LETTERS

THEN AND NOW
After reading “If I Knew Then What I Know
Now” (Apr. ’95), I'm staying at home and mak-
ing cassettes for my friends.
Tim Considine, The Derelicks
Indianapolis, IN

In the “If  Knew” issue what Billy Joel and Jim
Kerr said was simply great. That advice was
priceless, but the cool part is that it was only

$2.95. Keep them coming, baby.
Rick Hamilton, Hamilton Management
Detroit, MI

points out we should really be in it for the art
(ala Joni). I take no pleasure in being uncom-
mercial, marketable or bankable—so I'll keep
my day job, for as Mr. Chandler analyzed, 1
am a lost cause. [ am over 40, rarely can afford
a CD release, and don’t enjoy performance
(which is obvious if you are one of the two
people that have caught my act). The three fel-
low readers have given me much to think
about. Thanks, Musician, for printing letters
that count.
Dale B. Drakeford
Bronx, NY

gasoline over regular. What else, short of satan-
ic intervention, could account for the Methuse-
lah-like endurance of that audiophile scourge,
the cassette?

My heart sinks whenever a friend asks fora
copy of my latest recording, only to produce
some thrice-recorded-on, generic, normal-bias
cassette (long divorced from its Norelco box, of
course!) on which to dub it. “Dude...if there’s
some stuff at the beginning of that, just record
overit. It’s cool.”

Ward White
Stamford, CT

WE GET LETTERS

THE LEGEND GROWS

To whomever wrote the “Backside”

In response to James White's letter
(Apr. '95) regarding Joni Mitchell:
James obviously has no idea what
he is talking about. First off, Joni
Mitchell has been a top five-
played record at the AAA format
since its release. We also recently
did a national live broadcast at
over 100 radio stations and re-
ceived lots of press. This is one of
Joni’s best-selling records in many
years and we are very proud of the
success she is having. As far as the
video goes, Joni made a great video
of “How Do You Stop” which has
been submitted to MTV and VH1,
and hopefully they will under-
stand how important Joni is and
how much their audience wants to
see her.
Nancy Stein
Los Angeles, CA

To Brett Wakefield (Letters, Mar.
’95): Please tell me when the fact
that someone’s shirt was tucked in
or not had any bearing on their
music. Please realize that the so-
called “alternative” genre actually
includes hundreds of bands who

Dear editors and all who participated in the production of
your recent piece “if | Knew Then”—thank you! And con-
gratulations on the best damn article | have read in any
music magazine. | found more usable advice there than |
have from any one source, oth-
er than my producer (but he's
dead now, so that kind of
blows). | would also like to
thank all the artists for taking
the time to help out musi-
cians like myself, and for
honestly stating what they
felt, even when it came to
the screwings they got from
the record companies. (And
to think | thought the record
companies were supposed
to look out for me, like a [
father.)

Most especially | want-
ed to thank you for placing
a full-page ad on page 27, so that | did not lose access to
any valuable advice when | cut out Henry Rollins’ words of
wisdom. | highlighted his spot and taped it to my wall
where | would see it every time | thought of screwing
around instead of practicing.

Dusty White
Stuck somewhere in L.A.

in the April °95 issue: [ am a 13-year-
old musician with a broad variety of
music interests (ranging from Frank
Zappaand the Beatles to
Jawbox and Jale). A few
weeks ago I was snoop-
ing through my father’s
vinyl and I found two Bee
Gees records (Bee Gees
First and Horizontal).
There was a song off Bee
Gees First that should’ve
been included in your arti-
cle. It’s called “New York
Mining Disaster 1941” with
the lyrics “Have you seen
my wife Mr. Jones?/Do you
know what it’s like on the
outside?/Don’t go talking too
loud, you'll cause a landslide/
Mr. Jones.” Why it wasn’t in-

cluded is a mystery to me.
John Pioli

EARRATA

Due to production errors, two pho-
tographs were incorrectly captioned
in our May issue. On pages 72-73
the gentleman playing bass and

play many different types of music. It’s a con-

venient (yet ultimately meaningless) term used

for music that’s hard to fit into any other cate-
gory. Okay?

Che Arthur

Tuscaloosa, AL

The April *95 Musician provided much to the
reader from the readers. On the Letters page
Mr. Tesvich spoke on the high-tech world that
promises to bring a more suitable world to
independent wannabes like myself. Mr. Poole

10 JUNE 1995

END OF STEREO?

Every time [ encounter some sensationalistic
headline (“The End of Stereo,” Apr. *95) herald-
ing the arrival of a format to render all others
obsolete, [ can’t help but giggle.

People respond to music. It’s high time the
music industry swallowed their collective
pride and admitted that the average consumer
doesn’t give a rat’s ass about kilohertz or giga-
bytes. The method by which a consumer
chooses one recorded format over the other is
eerily similar to the way one chooses premium

demo-ing Hughes & Kettner speakers is session
player Joe Berger, not Marc Spector of JBL. On
pages 78-79 a description of the Akai DR8 hard
disk recorder mistakenly accompanies a photo
of the Korg X5DR 64-voice GM-compatible
tone module.

Send letters to: Musician, 1515 Broadway, New
York, NY 10036. Send E-mail letters to the edi-
tor, subscription inquiries and other messages to
musician.mag@sonicnet.com. E-mail addresses
will be printed unless requested otherwise.
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MUSIC BEYOND THE EXTRAORDINARY

Discover the most inventive and
exciting new pianist in jazz. The winner of the 1993 Theloniaus

Monk Competition makes his American debut. With bassist
Ugonna Okegwo and drummer Leon Parker.

Jacky Terrasson

(29351

Gonzalo ...

‘ * 1 a a Gonzalo goes bebop and nearly melts his piano
« R.T A On this tribute to Dizzy Gillespie, the Cuban-
' born virtuoso is joined by Ron Carter and Julio Barretto on
drums. A real scorcher.

8 (30132)
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The guitarist for the Tonight Show displays the depth of his amazing talent on his third recording for
Blue Note. Spiritalk 2 features his band of Kent Jordan on alto flute, brother Robin Eubanks
on trombone, Dave Holland on hass, Marvin “Smitty” Smith on drums and others.

Saxophonist Joe Lovano meets the
legendary compeser and arranger Gunther
Schuller in this brand new recording of
Schuller originals and arrangements of music
by Mank, Mingus, Ellington and others.

A landmark jazz recording.

(29269)
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DUBLIN CALLING

Atlantic Records is distributing a
new label called Celtic Heartbeat
which will release a range of Irist
new age, folk and world music rare-
ly heard outside Hibernia. Heading
up the operation are some of the:
biggest bigshots in Dublin—U2
manager Paul McGuinness, Princi
ple Management vet Barbara Gal3-
van and Ciannad manager David
Kavanaugh. “This music has an
energy which | don't hear in Wind-
ham Hill or Narada material,”
McGuinness says, “which is blanc.
This has a lot more musical integyi-
ty. The chart makers put Clannad in
‘World Music’ and Enya in ‘New
Age.” We should be trying to be in:
all these charts.” Celtic Heartbeat
will be open to submissions from
Irish musicians living anywhere, but
Galavan warns that they are only
interested in licensing recordings
that are well-produced. Send re-
cordings to Celtic Heartbeat ¢/0
Jason Flom at Atlantic Records, 75
Rockefeller Plaza, New York, NY
10019.-B.F.

L to R: Boyd Tinsley, Stefan Lessard, LeRoy Moore, Dave Matthews, Carter Beauford

Building an Audience
from the Grassroots

by Dave Matthews

'HINK THE word “grassroots” implies natural. And if

nothing else, that's the feeling that has surrounded our

success with the Dave Matthews Band. That’s not to say

that it’s been easy. I've never worked so hard for anything in

life. When one climbs a mountain, the focus is on each step.

When we started out—first in Carter
Beauford’s basement, then in mine—there
was no plan, no single vision, no clear style in
mind. There was only a desire ta play. Every -
one had other gigs and, however modest,
everyone was making aliving. Even in the
beginning we felt this band had something
special and it became everyone’s main focus.

Rather than following the standard path
of getting a record deal we focused on build
g a fan base and playing to as many people
as possible. We chose fraternities and parties
prior to worrying about clubs because we
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would have a guaranteed audience and we'd
know how much money we would make.
We focused on different regions of the
country at different times. Communication
across college campuses worked well within
the Southeast and Northeast. It was a much
casier transition to the clubs after playing
the fraternities.

Another good method for us was playing
resort towns (i.c. Nags Head, North Caroli-
na or Nantucket). We wound up playing to
people from all over the country and they
would in turn spread the word to their

respective hometowns. Colorado was
also a great market—it’s like playing a
national resort. From the beginning we
have had an open taping policy tha
allows our fans to share our music with
their friends. Bootleg tapes of our music
preceded our recordings and spread the
early and continued word.

Our managers, Coran Capshaw and
Ross Hoffman, helped us organize our
growing touring business. We started a
small touring company and a small corpo-
ration to contro| our spending and savings.

More people became involved as we
grew. Our soundman, Jeff Thomas, has
been with us from early on—as is the case
with most of our crew. We all share a faith
in the music. From the musicians to the
crew to the management there is a com-
mon belief in what we do.

The strength in our business is based
on a shared commitment by everyone ta
succeed as best we can. With that home-
grown ideal in mind we addressed the
question of T-shirts and merchandise and
decided to keep that “in-house” as well.
All of that has become another creative
outlet and source of revenue.

Our audience grew [cont’d on page 18]

e



’

-

Perform %3

B

9

ALeSIS b et e vy L SRS s B

PPL U S P 1
Beethoven didn’t hit a// the notes. There’s still a whole let of music left to of our QuadraCard ROM cards for a wide variety of
carve oul there. And you'll hear every note on the all new QuadraSynth Orchestral, Pop/Rock, Dance, and Ethnic timbres.
Plus Piano™. Its true 64 voice polyphony drives 24 Meg of sample ROM There’s the ADAT" Optical Digital Output, built-in
teaturing superb digital, classic analog, realistic instrunient samples efiects with 4 independent multieffects busses
and the world’s only built-in 8 Meg, phase-accurate stereo piano. ‘The one and our free Sound Bridge™ software for converting
everybody's heen talking about. That is, when they’re not playing it. your own samples into QuadraSynth format. Genius is yours.

There's powerful real-time control, a massive onboard library of 640 all new QuadraSynth Plus Piano is the most powerful production keyboard
Programs and 500 multitimbral Mixes. Slide in one of our QuadraCard' available, We wouldn't want it any other way. After all, geniuses have a lot
RAM cards for simultaneous access to 1152 Programs and 900 Mixes, or one of work to do. Your Alesis Dealer will be happy to show you the way.

Kor more inormation about the QuadraSynth Plus Piano, see your Authorized Alesis Dealer or call 1-800-5-ALESIS. A
QuadraSytit Plus Piano and QuadraCards are trademarks, Alesis and ADAT ave registered trademarks of Alesis Corporation. LEI S

Alesis Corperation 3630 Holdrege Avenue Los Angeles CA 90016 1-800-5-ALESIS ALECORP@Alesis1.usa.com g L0 ELEC BDRICS




TOWA TEI Lately, Towa Tei has been in such
demand as a DJ and producer in Japan that
he's hardly had enough time to make any
good mix tapes. That is, until his friend
Ryuichi Sakamoto asked him to record an
album for his new Japanese label, GUT. “For
me, this album is kinda like a mix tape,”
offers Towa. “So, for now, I've just been giving
my friends copies of this.”

In creating his loungey solo debut Future
Listening, Towa took the same keen ear for
melody and sampling that he brought to Deee-
Lite (from whom he is on temporary hiatus)
and combined it with everything from techno
to bossa nova beats. Says Towa, “I’ve kinda come back to
my roots as a music-lover, not just a dance music-lover.”

Guests on the album include Sakamoto, English toaster
MC Kinky and singer Maki Nomiya from Japanese faves Pizzi-
cato Five. And the majority of this hi-tech recording was done
using the elaborate
studio he set up in
his small Manhattan
apartment. “Tech-
no, to me, isn’'t as
much a kind of
music as it is a way
of making music,”
he says. Pointing to
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the bathroom, he —

adds, “Even the vocals—we did 'em right in there.”-D.S.

KAZWARI TAJIMA

GAIL O HARA

THE 6TAS

THE BOTTLEROCKETS Bottlerockets singer and musical direc-
tor Brian Henneman claims that the band neither reads the
Village Voice nor watches CNN, despite their
songs’ sometimes political themes. “But we
have our road manager read to us occasion-
ally,” he says. Nonetheless, the Festus, Mis-
souri-based band’s new record, The Brook-
lyn Side, drawls with down-home charm and
protests of Newt's welfare views and Rush
Limbaugh's entertainer-styled anger.

“1000 Dollar Car”’'s punkish take on
Lynyrd Skynyrd is a hilarious social critique of poverty and
spending told through the eyes of a guy who buys a junky car.
“Welfare Music,” which refers to Limbaugh, in contrast, isn't
at all funny, and neither is “What More Can | Do"’s tale of
wife-beating, nor is the lonely guy with no wife, kids or iife in
“Sunday Sports.”

Henneman can be romantic as well as serious: He sends
his steady woman Janet flowers from the road, noting that
“you can always make time for that.” Unfortunately, the
beautiful, wide-eyed “Pot of Gold” was written prior to meet-
ing his current flame. “The fact that that song had been writ-
ten about my ex instead of Janet is my biggest regret.”—-J.B.

JOAN OSBORNE There's kismet in the air
during a New York chat with Joan
Osborne; the cafe's sound system
segues the Stones’ “You Gotta Move”
into Joni's “People’s Parties.” It's a link-
age that the expressive vocalist manages
to convincingly distill on her major-label
debut. The sizzling Relish teems with raw
blues heard from a singer/songwriter's
perspective, sung with a verve that
aspires to profundity.

“The subject matter has to have mean-
ing and resonance for me,” says the 32-
year-old. “Blues is absolutely strong

TOWA TEI

§ enough to jcake
& chances with, so |
< feel that | should fol-
low my instincts to
experiment.”
Osborne concocts
narratives laden with
unexpected turns
and vivid specifics.
One song delves into
the stormy mind of a
sighted Ray Charles,
another imagines
domestic disarray in
a Florida trailer park.
The persuasion is
in the delivery, but
the formalities of
proper singing aren't
sweated over. “It can actually be harder to
have a lot of technique,” says the woman
whose next project is a gospel disc. “Too
many choices can overwhelm you.”-J.M.

THE 6THS “Listening to Enya makes me
have to pee,” confides Stephin Merritt,
songwriter/guitarist for the 6ths. “But it's
just the production—all that sibilance.”

The 6ths’ debut Wasps’ Nests, on the other hand, might
get tagged “lofi,” but it's the sweetest-sounding lo-fi record
you'll hear this year. Merritt has paired 16 marvelous pop
songs with 16 different singers. The guest list includes mem-
bers of Luna, Helium, Sebadoh, Yo La Tengo, Heavenly, Super-
chunk, the Bats and Young Marble Giants, as well as Merritt
himself and Mitch Easter, all selected by the band's other
half, drummer/manager Claudia Gonson.

“Almost everyone | like as a songwriter has someone else
singing their lyrics,” says Merritt. “The problem now is we're
already running out of indie-rock vocalists, so we might have
to branch out next time.-D.S.

16 JUNE 1995 M U S 1




-

l.ately, several big pro
audio companies have gone &
out of their way to “mention”
us in their own 8-bus
console ads. Okay, we'll
admit it. several consoles
have at least one more
thingamajig, dooflanger or
whozamabob than ours does.

If your sole criteria for
buying an 8-bus console is
the sheer amount of STUFF
on it, there’s always gonna
be contenders.

But the Mackie G Bus
console is founded on
sound quality — ultra fow
noise, high headroom,
premium mic preamps —
rather than sheer guantity
of knobs and buttons.

Not surprisingly.
seasoned professionals
share the same priorities. In
competition with several of
the very consoles that keep
“mentioning” us in their ads,
we recently won MiX
magazine’s highly coveted
TEC Award for Smali
Consoles. As well as LIVE!
Sound magazine's Eest
Front of House Mixer Award. _

Call us toll-free for our
24-page 8#Bus brochure. [t §
details more of the reasons
that our 8#Bus Console
series is the best recording
or PA console values
available today for under
$20,000.

MAC!(. E.
, 828 WourcRer Sgad.= Wondiwile o WA « 9072 . 800838-221 & 206/487-4337

SORS 10 GHOOSE THE MACKIE 8-BUS-PT2 &

An expandable console system. Built fike tanks.

If you can successfully

foretell the future, you

might as well play the
stock market, make a zillion bucks
and buy a 128-channet SSL
console.

However, because most of us
are less clairvoyant and a lot
poorer. we've designed a
system that can grow with
your needs and budget
Start with our 248 or
328 console'. Then,
when your tax refund
comes back. add an
optional meter
bridgeZ. When you lard that Really
Big Project That Pays Actual Money,
add more input channels (and tape
returns) in groups of twenty-four
with our 24#E Expander console®.

+4dBu operation throughout.
£ This is a biggie in
terms of overall noise
and headroom. There
are two current standards for

console operating levels: —10dBYV
and -+4dBu. Without knocking our

Our 8eBus Series

consoles have been in

the field long enough
to gain an almost legendary
reputation for durability. For
example, several absorbed the
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competition, let's just
say that +4dBu is the
only truly professional
standard, used with all
serious recording, SR and

impact of toppling monitor
speakers during last year’s Los
Angeles earthquake with little more
- than a few broken knobs. B
~ Others. have survived drops off W

You can keep right on growingyigeo production compﬁhents — E)a'u'inng.pomr surgesthat
your Mackie 8eBus console system This higher operating level wnpedﬂut‘whole’racks‘nf o'\nboard" N o
up to 128 channels or more. effectively lowers the nise floor gear, and beer baths notto ‘* '-, 1

And. beginning this spring, you
can automate the whole shebang

and increases dynamic range. -mMms of asrdnﬁr %

Naturally. our BeBus consoles trailer miles with major tams

with our operate exclusively at internal Read our 8eBus tabloid/

0T70-34/ tevels of +4dBu. (It's one of the brochure to learn about the

Uttramix™ many reasons that Mackie 248s impact-absorhing knob/stand-off

zrglﬂﬂﬂlpilot and 32¢8s have already been used design, fiberglass circuit boards
niversa

to track top-charted
. albums such as
Queensryche's new
Promised Land, edit
i dialog for TV shows
 like The Untouchables').
And, for those of
you who still own —10dBV gear, our
8eBus console tape outputs and
returns can be switched to accept
this semi-pro/hobbyist standard.

and steel monocoque chassis that
make our consoles so rugged. And
why we ship our consoles with a
massive 220-watt power supply
that can withstand high ambient
temperatures and low line
voltages.

Bottom line: You simply can't
buy a more dependable consoe.
Maybe that's why LIVE! Sound
magazine readers voted us 1994
“Best Front of House
Console.”

MID! Automation system. it's
receiving rave reviews from
seasoned pros who are used to
working with “big console”
automation systems.

153,995 (2498) and $4.995 (3208) suggested & Mention in this ad denotes usage only, not
retail. Slightly higher in Canada. official endorsement by the artists or
2 %795 (MBe24} and %895 (MB=32) production companies
suggested retail Definitely higher in Canada.  listed.
352995 suggested retail MBoE meter
bridge %695 sugested retail
Positively higher in Canada.
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ROUGH v

from a local bar and fraternity crowd into a solid fan base anchored in
the Southeast. With some help from Blues Traveler, Widespread
Panic, the Samples, Big Head Todd and the Monsters, and Phish,
audiences started growing in the North and West.

At about the same time, the industry started peering down from
their ivory tower. Dinners started being arranged (and paid for!), gifts
were appearing backstage, and more and more execs were asking,
“How did you get to this point without an album?” We played.

We decided to release a live album, Remember Two Things, on our
own label, Bama Rags. With the following we had gained it would
have been stupid for us to sign away freedom and money to a larger
record company. Having sold over 150,000 copies of our first release
and another 25,000 copies of our second release Recently (a five-song
EP available only at live shows or mail order) we feel very good about
our decision. Those two releases are still supporting us very well.

With our own solid foundation, we released our first “major”-label
CD, Under the Table and Dreaming. | think the control we have over
our careers is a result of our grassroots footing. In an industry that
doesn’t know their teeth from a smile or music from money you need
more than a “deal.”

This month’s Rough Mix was written by Jill Blardinelli, Nathan

Brackett, Bill Flanagan, Ted Greenwald, Jim Macnie, Mac Randall
and Dewv Sherlock.
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PRIVATE LESSON

“Rhythm’s something a ‘ot of guitarists neglect,” Leo Kotk
ke says, “but it's crucial. And you can play with iz in so
many ways, oreak it up, turn it around.” =or over 25 years
Kofttke has been advancing his own distinctive sense of
rhythm, both on 6- and 12-string acoustic guitar. Steering
away from Merle Travis—style picking (where the thumb
holds down a bassline ard ne other fingers handle melody
or chords}, Kottke takes a rore varied approach, using
thumb and f ngers eqaally tc create crisply accented coun-

terrhythms. The result sourds less like one part supenm-
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A LD eompilation for the price of a cassette
fealitting artists on the Gyroscope label

The perfect way te preview brand new and previously unceleased
tracks by BRIAN ENO, BM.L NELSON, CHANNEL LIGHT VESSEL,
ANDY PARTRIDGE and NAROLD BUDD, ROGER ENQ and

KATE ST JOHN

* Includes thiee new tracks by Brian Eno exclusive to this €D

posed over anothar then two parts ccnstantly jockeying for
positian.

This examgle, taken frcm “Peg Leg” on <ottke's latest
album Pecufiaroso «Private Music) demonstrates this trace-
mark methoc with a syhcopated line that’s more than a lit-
tie ragzimey But, as Kottke points. out, “It's not really rag-
time, because ragtime guitar assigns certain roles to
certain fngers. Whenever | see ary kind of set patzern lixe
that developing, I szap it: Lead wita the thumb instead o°
the index finger, add or drop a best. | m always looking far
surprise. If | olay something and don’t cuite know what |
did, that's good.™M R.

1 ring

Since its eatly-collaborative works in the "8Cs with brother 3rian 44:"4'
sroducer Daniel Larois, composer Reger Eno has become ore of the ‘rld'r
Fforemost expoaents of evocative, modern instrumental musi=.

Lost In Ieanslation, produced by Michael Braok, is a collectaon of nisteen
nee sopgs that furtihen explores Euo's unique compositional mehnesssnd

melodic artist-y.

Also by Roger no

Yourrs

Apolle wrth Brian Eno and Daniel Larois

The Famiiiar with Rate St John

Channet Light Yessel with Bill Nelsen and Kate St John
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Offspring, look at how profoundly rock music itself was changed
by Nirvana. You could make a good case that the long fuse lit at
CBGBs finally set off in the 1990s the explosion we all expected 20
years ago.

The first taste the outside world got of what was to come was
Horses in 1975. Patti Smith was the first of the CB’s acts signed, and
when she opened her mouth on the first track of her first record and
said, “Jesus died for somebody’s sins but not mine,” it was as if the
roof had opened up and the future of rock 'n’ roll was suddenly
wide open. Atonce anarchic and almost spiritually charismatic
onstage, Smith in concert promised the epiphanies of the prophet.
Among the kids hanging on her sermons were Michael Stipe and
Peter Buck in Georgia, Paul Hewson and Dave Evans in Dublin.
She gave them all the idea.

Television released their single “Little Johnny Jewel™ in ’75, and
in early 76 there followed The Ramones. Nobody was sure if it was
acomedy album or a manifesto. It turned out to be both and nei-
ther; the Ramones seriously believed that rock 'n’ roll should be
fun, and if their idea of fun relied on images from comic books and
trashy movies, well, whoever said rock was supposed to be about
Jesus Christ Superstar and Quadrophenia?

[ got my ears pinned back by the Ramones in early 76 when |
suggested that they owed something to the New York Dolls. They
let me know in no uncertain terms that the Dolls’ music was based
in blues, like every other post-Rolling Stones rock group. The
Ramones were rooted in Top 40 pop from the days before blues
snuck in. That was one big difference between punk and the music
that came before; punk was the whitest rock 'n’ roll anybody had
ever heard. As it grew up it began drawing from soul, disco, reggae
and other African styles, but in its early days punk rock was the
sound of white suburban kids who had never seen the delta and did
not aspire to pretend they had.

Still, punk rock had more of a sense of history than many revi-
sionists care to admit. Patti Smith and the Ramones traded in
images—street toughs in black leather—that had obvious prece-
dents in early rock 'n’ roll. The next two bands to go from CBGB’s
to the major labels, Talking Heads and Television, seemed to go out
of their way to contradict the whole visual idea of what a rock
group was supposed to be. Here were brainy groups named after
TV terms with long-necked scarecrows for frontmen, straining to
sing songs that had nothing to do with Brown Sugar, Ramblin’
Men, Foot Stompin’ Music or any of the other clichés of the day.
Once you got used to their tinny vocabularies you could spot Talk-
ing Heads love for R&B and Television’s reimagining of the role of
the guitar solo. But at first it all sounded like music from Mars.

Let’s state now what was not so obvious then: Punk rock was not
initially as much a rebellion as a counter-revolution. The first punks
were not a new generation, as the rappers of the ’80s would be, but
the underbelly of the *60s generation who remembered the glory of
their youth and wanted to reclaim rock from Pink Floyd, the Doo-
bie Brothers, the Moody Blues—whoever they felt had blown it.

Atthe time it was portrayed—Dby both sides—as a generational
divide, but most of the original punks were no more than a few
years younger than the old guard they were challenging. What they
were was unhappy with the status quo, and convinced that they

Artist interviews by Dev Sherlock, Tom Lanham, Jim Macnie,
Grant Alden and Bill Flanagan

SID VICIOUS (SEX PISTOLS): A SMIRK IS AS GOOD AS A WINK

EBET ROBERTS

TO AN ARCHETYPAL SLACKER
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Tom Verlaine was the leader of Television, the

first of the CBGB’s bands. The group consisted
of Verlaine and Richard Lloyd on guitars, Billy
Ficca on drums and, after Richard Hell left 10
form the Voidoids, Fred Smith on bass. Telev:-
ston’s first single, “Little Johnny Jewel,” was
released in 1975.

N LATE 1973 [ was with a
friend of mine who played rag-
time piane, Alan Ostlund,
* walking on the Bowery. We
were saying, “It’s really hard
these days to find a place to
play,” because all the clubs had
record companies half paying
for their ads. He said, “What’s
that place?” “CBGB’s.” So we
went in. It was the middle of the
i}f]temoon and Hilly Kristal was
* there. [ said, “Do you ever have
bands here?” He said, “Well,
maybe. Why don’t you come
by and audition on Sunday?”

He sort of liked us. Hilly =

doesn’t talk much. He just said, “You can play

Sunday nights,” or something. We would -
xerox some notices and hang them around ~

town. Hilly said, “You’ll have to buy your
ownads,” but he let us play there one or two
nights a week. At that time the club had, I
think, Irish folk music and it was a biker bar a
couple of nights a week as well.

The Ramones showed wp within a month of
Television’s first shows there. I guess they were
another band looking for a place to play. And
likewise the band that became Blondie, the
Stilettoes. Patti Smith at the time was playing
cabaret-type gigs, little places. She played Cafe
Wha? once. She was playing without a drum-
mer, but I think she had adrummer by the time
she played CB’s, in’74.

The audiences were small for the first year.
Most people didn’t know the club was there,
except for other musicians and their girlfriends
and their friends and a few writers. Actually
maybe quite a few writers—who just wanted a
cheap place to hang out and hear something.
But [ wouldn’t say it was recognized as any-
thing distinctive. I didn’t really hang out there.
The only time [ would see the other bands is
when they would share the bill with us. [ prob-
ably saw two Ramones sets in ’74 and a couple
of Stilettoes. | watched the Sulettoes because 1

\

liked Fred [Smith]’s bass playing. When the
Sulettoes broke up I immediately asked Fred to
joim us. In fact, Patti Smith actually knew where
he worked so she went and asked Fred if he
wanted to join Television. She was our liaison.
Our link to England was Malcolm
McLaren. It was *74 or passibly very early °75.
He wanted 1o take us o England, get us a
record deal, the whole thing, At thetime he
was managing the New York Dolls, who had
this campy, glamour look. We had a ripped-up
look. Our clothes were not sewn up because
we didn’t know how to sew, and all McLaren
talked about was OUR LOOK. It was very
much like, “Just play and I’ll do everything
else—you’ll have a record out in six months, |
guarantee it will be top ten.” Richard Hell
actually liked this idea quite a bit. I couldn’t
stand Malcolm and didn’t trust him. Neither
did Richard Lloyd, so we said forget this.
Strangely, within nine months the Sex Pistals
surfaced, with Richard Hell’s hatrdo and kind

thing you did with Eno.” Nebody in the band
liked the sound of that tape, we just thought it
was horrible. So I said, “Well, we'd love to do a
record but we’d like to work with somebody
else.” That was the end of that. So we could have
done an album and had it out in’74.

Then Sire offered us a deal. Sire offered
everybody a deal. The Ramones took it and
later Talking Heads took it. We didn’tlike it, so
we said we’d wait a while. Although we figured
we'd geta couple of amplifiers out of it, it really
wasn't worth it. If you wanved a record out
quick it was a good deal. If you wanted to get
something for all your work it wasn’t so good.

[ think there were two waves of bands at
CBGB’s. The first bunch was ourselves, the
Ramones, Blondie and Patti Smith. The divid-
ing line that begins the second wave is Talking
Heads. That’s when people from out of town
camein with bands. Beginning with Talking
Heads there were bands that had seen what
was going on at CBGB’s and not necessarily

TELEVISION: BILLY FICCA, RICHARD LLOYD, TOM VERLAINE, FRED SMITH

of Television torn shirts. Then we found out
this guy Malcolm was managing them and we
thought this was really peculiar.

In 1974 Brian Eno produced a Television
demo. We thought it was a demo. Then [ was
talking to the A&R guy at Island Records and
he said, “Well, we've got half the record done.” [
said, “What record?” He said, “You know, this

World Radio History

imitated it, but then did something different on
their own. Or maybe they were somewhat
excited by the expressionism ef the bands there.
[ know David Byrne had come down on the
train from Rhode Island a couple of times.
Somebody said to me, “You know the guy that
used to sit over there?” I said no. He said,
“Well, he’s in this band [cont’d on page 42]
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As leader of the Jam, Paul Weller forced British punk to
acknowledge a debt to the spirit of carlier rock 'n’ roll—in his
case the Who and Small Faces. The Jam demonstrated that
melody and energy were not incompatible.

HEN I WAS 18 yearsold, I
just wanted to be banged on
the head. But you require other
things when you get older—1I
don’t know if sophistication is
the right word, but depth
maybe. The punk thing was
perfect for a teen, a complete
rush. Asa kid I tried td sing like Otis Redding, which is not
only absurd but impossible. You realize after a while that to
sing soulfully you have to be yourself, lose the self-conscious-
ness. That’s what it’s about. But the backbeat of the punk stuff
didn’t leave much room for real singing, just the shouting that

took place. I find more space to maneuver my voice in my

newest stuff.

I don’t often listen to the old records. It’s like looking at old
photos at your folks’ house. “What was I doing with that hair
style, or those clothes?” “That’s what I was trying to do at the
time?” I tend to dislike a lot of things I’ve done. I’'m more
involved in whatever I'm doing at the time. There arc
moments, however, when I listen to the music and sce how far

I’ve come. [cont’d on page 49]

1er musicians could walk through. The center of smart punk business
was Stiff Records, an indie label started by Dave Robinson and Jake
Riviera that would be the model for independent record companies for
years to come. Robinson managed Graham Parker, whose terrific
music was hung between the receding pier of pub rock and the depart-
ing boat of punk. Parker had been produced by Nick Lowe, who
peeled off half his former band, Brinsley Schwarz, to form Parker’s
backup, the Rumour. Lowe had a million tricks up his sleeve—he
made wonderful records for Stiff while also touring with Dave
Edmunds in the group called Rockpile.

But Stiff’s and Lowe’s greatest accomplishment was to discover and
produce Elvis Costello, a 21-year-old fan of Dylan, the Band and
Randy Newman who saw in punk (1) a fun chance to wail out his own
rage and neurosis and (2) a way into the music business that had resist-
ed him. Costello was not the only smart guy to dumb down a little in
order to pass as a punk, but he might be the only one who made great
punk rock while doing so. Stiff also gave the world the Damned—per
haps the worst punk group of all, which made them to some people’s
minds the best—and lan Dury, who Johnny Rotten credits with being
the first to sing rock in a British accent, thus liberating all U.K. punk
that followed and drawing a line between the phoneys and the new
kids. Stiff was also home to such long-gone nobles as Tenpole
Tudor,Wreckless Eric and Lene Lovich. All once Impending Legends,
all now returned to dust.

Those were the days!

BY 1980 PUNK AND NEW WAVE scenes were shaking the roof
beams in major cities from Europe to the Pacific Ocean. Blondie, Talk
ing Heads, the Pretenders, the Patti Smith Group and the Clash were

TALKING HEADS: JERRY HARRISON, DAVID BYRNE, CHRIS
FRANTZ AND TINA WEYMOUTH




SHURE BETA GREERN'

Your band could be the bestin output. Shure has incorporated
the \yorld. But if your sound isnt THE UL'Tl MATE the latest neodymium magnet
comig wrougn g ancclear WEAPION IN. - 5505800 cauipment e

Let Shure BetaGreen microphones TH'E BATTLE an on-off switch, break-resistant
tip the balance in your favor. OF TH.E stand adapters, cool gig bags and
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all getting radio play and selling lots of records. Then the strangest
thing happened—in a very short time they all broke up.

You can theorize all night about why it happened. Joe Strummer,
whose conflicts over the compromises of stardom caused the Clash to
shake apart at the moment when they seemed set to take over the
world, told Musician, “1 dropped it on the floor and broke it.” Then
he added, “We made it, but in another way. We made it in the culture.
Our place in the culture will probably be even-steven with a lot of
people who fill stadiums.”

There’s no doubt about that at all. Without the first punks, the ones
who came before the dress code and admissions policy were perfect-
ed, without Patti Smith, the Ramones, the Sex Pistols, Talking Heads,
the Jam, Television, the Clash, Blondie, Elvis Costello and all the
Stiffs, losers, misfits, and one-hit wonders who slinked in behind
them, our stadiums, airwaves and record stores today would be filled
with something much worse than whatever we’ve got.

If they hadn’t blown off the roof 20 years ago, we couldn’t see the
stars tonight.

Westerberg’s Replacements were, along with ~ Westerberg
Husker Du, at the vanguard of the Minneapolis
scene that carried punk’s torch through the dark
days of the 1980s. In the middle of that decade
Westerberg struck a note of pessimism. “I don’t
think Husker Du will be the next big thing,” he
said at the moment when everyone else thought
they would be. “I think Husker Du will be the

band that clears the way for the next big thing.”

THE MATS: SLIM DUNLAP, TOMMY STINSON, PAUL WESTERBERG, CHRIS MARS
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PAUL WESTERBERG

was right: Husker Du laid the path

for the Pixies who laid the path for Nirvana.

WHEN WE MADE our first record, Sorry
Ma, the producer wasn’t smiling at all. He
slapped the Ramones record on, A/B’d them,
played them at the same time and turned around
and said, “Well, it’s louder than theirs!” That

was his only comment. We were ecstatic.

JUNE 1995 M U S

. LEFTOFTHE DIAL
PUNK ROCK WENT underground, truly underground, to begin
the ’80s. That is the development from which all subsequent develop-
ments stem. [t belonged underground because it stank of death. No
normal person wanted to look at it. Certainly no normal person
wanted to buy it, and the entertainment conglomerates, out of pure
capitalist necessity, dropped everything with a snotty connotation
and concentrated on bands like Loverboy and Quarterflash.

The ghosts of Sid Vicious and Nancy Spungeon hung in the air
over a few thousand desperately insecure kids from London to New
York to Los Angeles to Tokyo to Sydney, and the only way they
could pick each other out of a crowd was to dress up like a corpse:
black wardrobe, black eye makeup and white skin that had never seen
the sun. Most high schools had no punks. Outside of Southern Cali-
fornia, no high school had more than three or four punks. Parents and
guidance counsclors warned about these walking cadavers and made
them take batteries of psychological tests which pegged these pio-
neers as highly intelligent, highly creative, socially backward and crip-
pled with learning disorders like
hyperactivity, dyslexia and an
unquenchable thirst for high-
stimulus experience. They tend-
ed to self-medicate with power-
ful drugs. They hated cach other
almost as much as they hated the
outside world, and they con-
stantly accused each other of
being poseurs, trendies or con-

formists. Nonconformity was
highly valued, but how could
you tell if somebody else was a
sincere punk unless he con-

BOB GRUEN/STARFILE
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WATT

In the early ’80s, shortly after the birth of the West Coast punk scene,
the Minutemen came ambling out of San Pedro in Southern Califor-
nia. They were school chums D. Boon on guitar, Mike Watt on bass
and drummer George Hurley. They recorded for SST, the indie label
owned by Black Flag guitarist Greg Ginn and, at the time, home to
Husker Du and the Meat Puppets. These bands personified the DIY
aesthetic, recording on minimal budgets and making their mark via
vigorous touring. The Minutement came to a sudden halt on Christmas
Eve, 1985, when D. Boon died in a car accident.

UNK, FOR ME, was this utopia in my head. There
was Meat Puppets, Husker Du, Black Flag and us, the
Minutemen, and we were all on SST. We all had just
bass, drums and guitar, but we all had a different way
of doing it. We thought that was onc of our obliga-
« tions. But with hardcore I think it was more social and
less of a musical thing. These guys going out with girls
for the first time and going to their first gig, having

THE MINUTEMEN: O. BOON, GEORGE HURLEY, MIKE WATT

parties at their parents’ houses. It wasn’t like a Bohemia, or just freaks
spazzing out, like what we were doing.

Hardcore came from punk. Punk was more older people—ex-glit-
ter people, college students, art people—not a lot of musicians. It was
more of an urban thing: Hollywood, New York, San Francisco. When
it went out to the suburbs, they all looked up to Black Flag more than
they did to the Damned or the Clash. When Greg Ginn started tour-
ing, Black Flag was the punk rock show for a lot of towns in America

for a long time, because there were no scenes. [cont’d on page 49)

formed to some sort of offensive dress code? That was one contradic
tion that threatened to tear the subculture apart. If the only way you
could prove you weren’t a poseur was to die of a heroin overdose, like
Darby Crash of the Germs, who would be left to carry the banner?
That was another contradiction.

Punk went so thoroughly underground that by 1985 an English
journalist named Dave Rimmer could publish a book called Like
Punk Never Happened: Culture Club and the New Pop, about a gen-
eration of stars who had “come of age during punk, absorbed its
methods, learnt its lessons, but ditched its ideals.” He was referring to
Boy George, Spandau Ballet, Wham!, Duran Duran and Adam Ant.
Ah, history—so depressing most of the time, so exhilarating when it
manages to sweep genuine crud into its dustbin.

There were lots of bands—almost wholly ignored in mainstream
media—who looked at the Sex Pistols and saw something more inspir
ing than Halloween dress-up, the romance of self-destruction or
carecrism. Perhaps the Pistols’ most surprising accomplishment was
adding the word “anarchy” to the vocabulary of the average teenager.
To most punks, the word meant what it always means when used in a
daily newspaper: “chaos.” But for others it led to the discovery of a
rich and little-known tradition of left libertarianism that provided an
alternative to the dismal dichotomy of capitalism/communism. In
England, Crass, an anarchical commune as much as a band, traveled
around the country staging concerts that combined punk chants with
ferocious and obscene denunciations of Margaret Thatcher. Discharge
combined spectacularly spiked hairdos
with a staunch anti-war, anti-nuke
stance. Their machine-gun guitar play-
ing—as fast as the Ramones but far more
ominous—contributed to the develop:
ment of hardcore. Despite little presence
and little distribution in the United
States, both bands were idolized here by
anarchist punks who proudly painted
“CRASS” and “DISCHARGE” on
their black leather jackets.

In America, the biggest anarchist
punk band was the Dead Kennedys.
They had the advantage of a perfect
name, promising blasphemy and danger
without actually specitying their poli
tics. As a result they drew a lot of
Republican frat boys who interpreted
the moshpit (unseen autside of punk
shows until the late 80s) as an opportu
nity to hit people, and who didn’t quite
get the songs. When I started going to
) DK shows in 1982, a significant portion
of the audience did not understand that the song “Kill the Poor” was
ironic. The Dead Kennedy's singer, Jello Biafra, vented his frustration
in songs like “Nazi Punks Fuck Off,” and to this day he regularly
expresses similar sentiments. By the mid-"80s, the DKs could draw
10-15,000 kids in Los Angeles and San Francisco, and several thou-
sand in most of the major urban centers around the United States.

Personally speaking, the DKs gave me one of my fondest rock "n’
roll memories when they performed in the parking lot outside the
Republican Convention in Dallas in 1984. It was the night that Nancy
Reagan addressed the delegates, and the Dead Kennedys hit their
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So a lot of people understood exactly what the
DXs were about. And some didw’t. And some just
wanted to slam dance, skank and stage dive. This
was a development that also came out of California,
where skateboarders started goingto punk shows in
scarch of greater thrills. Skate punks have no fear of
falling, and quickly expanded Sid Vicious’ “pogo”
dance into the moshpit—now so de rigueur on
MTV, then completely ignored on MTV.

In the wake of the DKs came Millions of Dead
Cops, DOA, the False Prophets, Nausea, Missing
Foundation and many others who in varying
degrees subscribed to an anti-corporate, anti-hier-
archy, anti-vivisectionist, anti-war agenda. Minor
Threat, which later evolved into Fugazi, popular-
ized the “straight edge” movement, a reaction
against the rampant problem of addiction. Black
Flag, with the brilliant guitarist Greg Ginn and
vocalist Henry Rollins, became the center of the
hardcore movement, which brought virtuosity
and even more speed to punk. The Bad Brains
combined hardcore with reggae and apocalyptic
Rasta politics. Agnostic Front, Murphy’s Law and
Carnivore, to name a few, reacted against the
“peace punk” agenda with a more nihilistic world
view that attracted a nascent skinhead element.
The peace punks tended to be middle class with
some college education, while the skinheads tend-
ed to be working class and anti-intellectual.

What all punks had in common was a hatred of
heavy metal. Indeed, metalheads and punks used
to beat the crap out of each other at concerts. The
only band they could agree was cool was Motor-
head, progenitors of death metal.

EBET ROBERTS

HENRY ROLLINS (BLAGK FLAG): HARDGORE'S FIRST MESSIAH O A BAD HAIR DAY | 150 Buve Dirth to the "zine movement,

Since the normal media did not cover punk, and
semi-trailer stage just as the delegates were streaming out the exits at  since it was never on the radio, punks had to communicate directly
theend of the evening. Biafra led the motley throng of dissentersina  with each other at sympathetic clubs, or through small, mostly photo-
copied magazines wherc issues and band quality were vehemently de-

bated. The best of these—Maximum Rock & Roll and Flipside—still

British label 4AD. The Muses and Pixies

chant of “Fuck off and die!,” a breath of remarkably fresh air amidst
the miasma of near-fascism.

The Boston punk clubs of the late *70s were
full of great bands—Nervous Eaters, the
Neighborhoods, Human Sexual Response
—who never broke through nationally.

But the vitality of the scene itself, nurtured
by local press, radio and venues, made it in
the ’80s a breeding place for a second wave
that included the Lemonbheads, the Blake
Babies, the Pixies and Kristin Hersh’s
Throwing Muses. Those last two groups
shared management, gigs and a link to the

have spun off, in the *90s, Belly, the Breed-
ersand Frank Black.

I MISSED PUNK when it first hit. By
the time I was listening to the bands |
loved it was kind of a given. The Minute-
men, Violent Femmes, X, Meat Puppets,
Volcano Suns all kind of came from punk.
I’m really thankful for it. We were allowed
to do anything because of it. I didn’t hear

Patti Smith until we were making House
Tornado. 1 put Horses and another onc of
her records on a tape and I walked to the
studio every day—which was a three-and-
a-half-hour walk. So I must have listened
to it hundreds of times. I really fell in love
with it. Other than that, it was a little bit
like history for us to listen to a Sex Pistols
record. The Clash are still the only band
besides X who knew how to work politics
INtO Music.
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Several vears sgo guitar players and music fans
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Green Day’s Billy Joe is at the center of the new
punk scene that has exploded from Telegraph
Avenue in Berkeley, California and become a
national success.
THINK PUNK HAS always been
. around, and everyone has their own
interpretation of it. It’s been there all the
time. Early punk was about art and fash-
ion, really, because everyone who was a
punk in England was in art school. I read
\ an carly interview with Dee Dee Ramone
where he said he wished the Ramones
had'more of a glamorous appeal too, instead of
playing in jeans and leather jackets. But it was defi-
nitely about fashion, until the Clash brought out

I wouldn’t necessarily say I had a direction or
anything. I'just knew I wanted to write songs. It
wasn’t any kind of cosmic force or anything like

that. It was just a matter of having a guitar around

and wanting to play it all the time. I’ve had the
same guitar since I was 11. The media just grabbed
ahold of it and is eating it up. Wynona Ryder puts
outa movie called Reality Bites, Beck puts out that
song “Loser,” Kurt Cobain blows his face off,
River Phoenix croaks from an OD in front of a
club in Hollywood. I think it’s a sign of the times to
be way more self-destructive, way more apathetic.
Someone said my songwriting was like cheap
home therapy, but I don’t know, it’s more like a
journal. I just like to write and there are people |
like to write about, places too. I've written about

I think Telegraph has just become this cultural
mecca for punk rockers, because most of ’em who
arc on the Avenue aren’t even from here. They're
from Arizona, Minneapolis, New York,
Florida—they just camc on out and ended up
squatting in houses in Berkeley. It’s the climate, and
the scene itself—Gilman Street (an all-ages punk
club) and Maximum Rock and Roll.

I lived in this warehouse and we had this basket-
ball court set up. Half the house would be up on
LSD, another part of the house would be up read-
ing, and another part of the house would just be
drinking all night. Then it was “Alright,
everybody! Three o’clock in the morning basket-
ball! Everybody go!* And we wouldn’t really get
to choosing teams—we’d just start throwing it all

the political side. 100 songs. over the place until something got broken.

thrive and arc important reading for anyone who wants to set his own
playlist.

By the end of the decade, Nirvana and Pearl Jam and Soundgarden
and the whole “grunge” thing began to explode. The revolution was
even televised, bringing punk angst to millions of young people now
so alienated that they could identify. But I think the original punks,
having lived it, will have a better set of memories.

Ill. ALLTHE PRETTY
SONGS

No future had a future, after all. Punk became a full-fledged commod-
ity—the only act by which one may truly attain status in the United
States—on or about November 15, 1991, when Nirvana’s Nevermind
sold its 500,000th copy, five weeks after release. In that instant punk
rock—the loud, hard, ugly music of freaks and gecks—went from
cottage industry to corporate asset.

The revolution made heavy rotation on MTV. And, as has been said
in Seattle so often as to become a mantra: Money changes everything.

The notion of punk rock came to encompass both an ethical ideal
(do it yourself) and a musical style (fast guitars, indifferently played).
Which inevitably leads to long, tiresome arguments about what is and
1sn’t real punk. But how could a music and culture built on nihilism,
composed of outcasts, zcalously guarded by an elite as fervent and
doctrinaire as any Maoist revolutionary, how could punk rock of all
things settle so abruptly into the heart of mainstream culture?

Some of it can be blamed on college radio, where a generation of
young music industry professionals cut their teeth spinning obscure
punk rock singles. As Mudhoney’s Steve Turner noted, “All the peo-
ple who did college radio through the *80s are now working for major
labels.” Take KCMU in Seattle, whose former DJs include Elektra
vice president Faith Henschel, Sub Pop co-owner Janathan Poneman,
Soundgarden guitarist Kim Thayil and Sony regional A&R rep
Damon Stewart.

GREEN DAY’S BILLIE JOE SURVEYS PUNK’S KINGDOM

Some of it has to do with the genre itself, which by the late *80s had
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new years eve. 1969. BILL GRAHAM'S
filimore east WAS FILLED TO THE RAFTERS
WITH FREAKS, 1ans AND A FORTUNATE
CURIOUS FEW. AND WHEN jimi hendrix AND
HIS BAND OF gypsys TOOK THE STAGE,
THE DEFINITION OF intensity AND THE
BOUNDARIES OF music WERE ALTERED
FOREVER. YOU MISSED IT ONCE,
dont miss it AGAIN.
jimi hendrix
BAND OF GYPSYS

Jimi Hendrix. Buddy M:les. Billy Cox. The Band of Gypsys

The 25th anniversary of this leg

dary live

recorg eat he classics “Machine Gu
hanges™ and “Message Of Love gitally remastere:
and available for the first time on compact dis
Also available on cassette and limited edition vinyl
in the original gatefold packaging.
Ostinot
.
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NOVOSELIC

The co-founder, with Kurt Cobain, of Nirvana, Novoselic is devoting much of his ener-
gy to political activism and anti-censorship initiatives.

UNK ROCK HAS ALWAYS had different schools of
thought, from the whole English narcissistic perspective, Wash-
ington, D.C. straight-edge hardcore, to the radical politics of
the Berkeley scene. I cut my tecth politically on radical Bay
Area political punk bands like Flipper, MDC and Black Flag.
In Seattle, fans of early-’80s punk rock started their own
bands, which began to emerge in the late ’80s, groups like
Soundgarden, Green River, Melvins. But even in the Seattle
scene in 88 or 89 nobody was really barking politically ona
pure punk rack soapbox. Seattle punk was more about who you
were and how you lived.
Being in a successful punk rock band allowed me to tour
from Northern Europe to South America. They have generous
welfare systems in Northern Europe, because they’re not world cops. In the Third
World, where they can’t afford welfare, there is cruel poverty. The United States is the
richest country in the world, and we should be willing to spend some of our tax money
to make sure that people don’t have to live in shanty towns.

I came up with the idea for JAMPAC [Joint Artists and Music Promotions Political
Action Committee] right after the November elections. In 1994 Kurt Cobain died and
Newt Gingrich came to power. The religious right has an active, well-organized grass-
roots network, and they make a lot of financial contributions to political campaigns. I
figured that was the heart of American politics: campaign contributions and developing
relationships with representatives. JAMPAC has received contri- [cont’d on page 51]

JESSE FROKMAN/QUTLINE
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ERIC BOEHLERT

O LONGER RELEGATED to the back
bins of record stores, cramped stages at local
dives or overnight college radio, punk (at
least pop punk) is suddenly big money. And
while early supporters may cry seli-out,
some headstrong bands are staying true to
their punk roots by hanging onto populist
ideals and applying them to the multiplat-
inum world they now inhabit.

For the first time in punk’s 20-year histo-
ry, the gears of the record industry are actu-
ally churning in its favor. When Offspring’s
single “Come Out and Play” was picked up last year by KROQ in Los
Angeles, arguably the most influential alternative station in the land, all
the old radio rules—indie-label artists don’t get commercial airplay,
rowdy noisemakers are broadcast only after dark—were thrown out.
A new generation of emboldened programmers welcomed the punk
sound. By last summer, exposure gave way to saturation. Ten months
after its debut, “Come Out and Play” had been spun over 40,000 times
on commercial radio (including Top 40), or roughly 35,000 times more
than all Replacements singles combined. As of March 1995, Off-
spring’s album Smash had sold over three million copies.

Massive exposure from radio and MTV forced punk players into

the world of mainstream touring. But instead of taking the traditional
route, acts like Offspring, Rancid, Green Day—all with hands-on
experience putting out underground singles, selling T-shirts and
booking shows themselves—staked out their own territory. Their
guidelines consist of keeping ticket prices low and, by demanding
general-admission seating over reserved, remaining accessible to fans.

Late last year when Green Day made the jump from ctubs to hock-
ey arenas (complete with general-admission floors), they actually cut
ticket prices below $1C and turned one of the industry’s oldest touring
commandments—charge what the market will bear—on its head. By
hiring a road crew of just three and keeping stage production to a
minimum, the band managed to low-ball even the Ice Capades in
terms of ticket prices. Ticketmaster—perhaps looking for some good
PR. after the Pearl Jam wars—charged dirt-cheap service fees: a buck
and change per stub.

Thanks to lower guarantees—dollars promised by a promoter,
regardless of turnout—Offspring also offers bargain-basement
shows. Plus, merchandizing rates are negotiated down on a venue-by-
venue basis to keep Offspring T-shirts affordable at $15. (Venues
pocket a percentage of all concert merchandize sold on-site; hence the
inflated $30 T-shirts hawked at most superstar corcerts.)

Top-draw punk bands could easily pocket more cash by boosting
prices across the board. But it all comes back to [cont’d on page 42]
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Among the values important to Cobain
was a commitment to feminism. There was a
softness about the rage he voiced that did not
invite linebacker moshing, but something
morc inclusive. A friend from the Olympia
scene, Kathleen Hanna, became a central fig-
ure in the Riot Grrrl movement. Indeed,
stages finally filled with female musictans—
Bikini Kill, Hole, L7, 7 Year Bitch, Babes in
Toyland, the Muffs and dozens more. Com-
bating even more directly the testosterone
overload of punk, a subgenre of “queercore”
emerged, including Team Dresch, Tribe-8
and Pansy Division.

Inthe end grunge was just a catchy way to
market punk rock. But without Mark Arm’s
assorted bands—Mr. Epp and the Calcula-
tions, Green River (fellow alumni now fill
out Pearl Jam and Love Battery) and, princi-
pally, Mudhoney—there would have been
little to marker.

Arm’s snarling vocals and swaggering
irony best captured the spirit of the moment.
“Touch Me, I'm Sick,” he boasted in the
summer of '88—still the perfect love song for
the AIDS era—and everything after is histo-
ry. “Ieel really proud inside,” Arm admitted
ayearand a half later. “I get this sort of beam-
ing, gloating fecling that ‘hey, hey, hey, this is
better than everything else.”” The British
press ate 1t up.

“If Superfuzz Bigmuff [Mudhoney’s first
EPJhadn’t been on the European charts for a
year,” Sub Pop’s Jon Poneman says, “and Mud-
honey hadn’t been a big sensation, who knows
what would have happened to Nirvana?”

What happened to Mudhoney wasn’t quite
so overwhelming. “Try opening for Pear] Jam
in Boston Garden while they’re the hugest
band on the face of the earth,” Mark laughs.
“We're playing as the people are filing in, and
there’s one girl with a Green River T-shirt
standing up. Everyone else is sitting down.”

Still, Mudhoney did leave Sub Pop for
Warner Bros., three of the quartet have mar-
ried, and all now own houses—largely on the
strength of contributions to the Singles and
Judgment Day soundtracks.

“I'm proud of my baby,” Mark laughs.
“Who would have thouglit this whole thing
would ever have been foisted upon the entire
world? As silly as it can be, it's great. I'd
rather see my friends on MTV than 99 per
cent of what you see on MTV.”

The door has stayed open so long even
old-school punks are finally getting paid.
Henry Rollins has become a cottage indus-
try: punk star, model, poet, publisher. Even

venerable Bad Religion are headed toward a
gold record with Stranger Than Fiction.

|
|

But Fugazi have remained truest to their |

school. “I think Fugazi walk a good line be-
tween punk rock and capitalism,” Sub Pop’s
Bernstein says. “They’re making money, they
don’t have day jobs, they’re taking money
from whoever the hell will give it to them. But
they’re not taking more than they descrve.
They charge enough for the show to enable
that show to occur, and to cover their time
performing it. And they charge enough for
their records to enable Dischord to continue
operating, but not a lot more than that. Every
punk rock indie label has the same or close to
the same list price as a major label, and Dis-
chord showed that to be a scam. CDs are
cheaper to make than albums, there’s no rea-
son for them to be so expensive.”

|
|
|
|
|

SOME BANDS will live up to that example |

as long as they play. Others will sell out at the
first opportunity. That’s just human nature
and human nature does not change according

to what style of music you like. But it is |

impressive to see how a thousand tiny
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moments and little decisions—from Tom
Verlaine walking into a bar on the Bowery
and asking to play, to John Lydon walking
into a clothing shop on King's Road—sent
out ripples that over two decades built into
this big wave.

A few young musicians didn’t like the way
rock 'n’ roll was going and decided to do
something different on their own. They got
up to sing for themselves and it turned out
there were alot of people like them who want-
ed to hear it. And those people sang along
until the line between the audience and the

musicians almost disappeared. From now on,
every time the gulf between the players and
the listeners gets too wide, we'll have punk
rock to remind us what to do about it. o

VERLAINE

[cont’d from page 23] now, Talking Heads.”
We didn’t actually play in England until
1977, after we had a record out. We were
able to go over there and play theatres right
away. The audience was great, the shows
were sold out. Everybody had been hearing
of us for a couple of years. The whole time I
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was in London in °77 I saw maybe 20 punks,
and most of them were hanging out at the
Kings Road clothes shops on Saturday
afternoon. The English press had to create a
phenomenon all the time and there wasn’t
any real phenomenon. There were suddenly
a zillion little bands playing Ramones-style
music with an angrier vocal. By 1978 there
must have been 50 bands on little labels in
England doing really uptempo barre-chords
Ramones-type stuff. Even the first Clash
record. Most of them were gone by 1980.

[ think Television was more of an influ-
ence on the bands who came out of Liver-
pool. Echo and the Bunnymen, Teardrop
Explodes. We never did a gig in Liverpool
but we seemed to be real popular there and
most of the bands who came out of there in
the early *80s seemed to mention Television.

The only time I think about any of this is
if somebody asks me, and then I'm usually
too fed up to answer. For the musicians [
don’t think CB’s was anything extraordi-
nary, it was just the place that we played. The
good thing was that you could do anything
you wanted. I[f you wanted to play for half
an hour one night, no one really complained.
If you played an hour and ten minutes the
second set, that was okay, too. And we were
able to stick one of our girlfriends at the door
and get the money. In those days to make 40
bucks apiece was really terrific. Even that
didn’t happen until maybe a year went by.

Maybe if there’s anything important about
itit’s that the bands that played at CBGBs at
the time perhaps shared a dislike for *70s
bands, which may have included—besides
bands like the Eagles and the BeeGees—even
the New York Dolls and that glamour rock
crap. [ think the big absence at CB’s was blues
rock and country rock, which were the big
genres at the time, along with disco. The
audience that developed for these bands were
people who were sick of that. M

PUNK BIZ

[cont’d from page 40] the “Cringe Factor,”
says Offspring manager Jim Guerinot.
When charging fans, “What makes you
cringe?” he asks. “Whatever it is, we never
want to get into that zone.”

Perhaps punk’s most defiant stand came
when both Offspring and Rancid refused
lucrative major-label offers and stuck with
Hollywood-based indie label Epitaph.

When Offspring exploded on radio and
MTYV, Atlantic, PolyGram and Sony came
calling with million-dollar offers in hand. A
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signing seemed all but certain. After all, as
the pitch goes, how could an indie produce
enough records, secure crucial retail space
and schmooze important programmers all
across the country? To the amazement of
many, neither Offspring nor Epitaph were
interested in penning a deal. Instead they
took advantage of radio and retail’s new
openness to punk and redefined what a rock
indie could accomplish.

Label-mates Rancid were also wined and
dined, with Sony, Warner Bros., Capitol and
Interscope all queuing up outside the band’s

door. Madonna courted the band personally
on behalf of her Maverick label. In late 1994
the band all but signed on Epic’s dotted line.
After second thoughts, though, Rancid
called the deal off and returned to the indie
fold. M

[cont’d from page 24] and maybe occasion-
ally pouring more water on its wine—it may
not taste as strong today as it did back then.
But people flower from it, get inspired by it.
Without it I don’t think you would have had
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Nirvana or grunge or, to some extent, even
the attitudes within rap music.

My first witness of punk’s influence was
in New York, walking down 129th Street in
Harlem. I saw a big, fat black man walking
across the road wearing a bright yellow T-
shirt that had on it the words “Never Mind
the Bollocks, Here’s the Sex Pistols.” 1
thought, “My God, what is that guy doing?”
His name was Afrika Bambaataa, and he led
me to a party that night in a waste ground in
the middle of some fired-out condominium
building that was an extraordinary affair
with guys holding torches and people
bouncing up and down on their head, and a
whole bunch of kids scratching up Gary
Numan, Diana Ross and James Brown,
hurtling abuse over the top at 99 mph. 1
thought, “This is extremely ecological. I like
it—very do-it-yourself, very amateur.” All
the things that punk rock was about. It
wasn'’t called rap yet, and I simply saw it as
black punk music. I loved it so much I
brought the whole team down to support a
little group I was managing called Bow Wow
Wow. That was back in 1980, I think. It cer-
tainly stopped me from managing Bow
Wow Wow, and I though, “Fucking hell, 'm
going to go make a record my bloody self.”
And I made “Buffalo Gals,” which evidently
inspired a lot of people including the illustri-
ous Herbie Hancock and the professional
Quincy Jones. Very effective.

When punk rock first came together I
didn’t think I was doing anything unusual. I
thought I was doing rock ’n’ roll: taking
young kids off the street who weren’t dressed
up with the latest velvets from Granny Takes
a Trip, weren’t playing in stadiums, didn’t
have houses in the country, didn’t have ten
blonde girls on each arm, weren’t in the news
and didn’t have the money to go and see these
guys even if they wanted to. Basically they
were simply intent on starting something that
gave them reason to exist. It sent out shock
waves because the world of the ’70s was ex-
tremely professional. There was a kind of
desolation, because the *60s culture had sud-
denly manifested itself into people looking
rich and fat. The poetry seemed to be going
out of it, and the industry were building cas-
tles and fortresses, and they’d taken all the
balls off the sidewalk. That was something I
felt strongly about, not to say that I was any-
thing other than a rock n’ roll fan, busy sell-
ing various artifacts on the Kings Road in
London. This new generation was searching
to find, and maybe destroy, the key people of
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the culture that they really were...not jealous
of so much, but rather angry at. The politics
of boredom was still being debated. And that
politic of boredom found its voice in my
store, with these guys forever thieving me,
and I sort of turned that around and suddenly
found a place where they could be suitably
trained to announce this anger by climbing
onto stages and not giving a damn whether
they could or couldn’t play, whether or not
they were stars, whether or not they made
popular music. I gave them confidence, a sup-
port machinery.

I don’t think you have to be a musician to
be a rock 'n’ roller. That’s an incredible myth
that people seem to parade around town; it
gives credence to all these guys who call
themselves A&R executives. It’s one big hoot
really. Rock ’n’ roll is a point of view. The old
blues guys had a reason to exist as devil boys,
rocking around the South; instead of work-
ing in the local car shop, they played music.
They were totally irresponsible, low-class
urchins, no-gooders. And let’s face it, those
people were really responsible for what hap-
pened in the world of rock ’n’ roll. They
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engendered a spirit, an expression of a gener-
ation. The punks culled the feeling, the angst,
of that music, and related it to their own
politic of boredom in western society, the
consumer paradise. I basically thought that
this is what it should be.

The rock 'n’ roll industry turned it into
something else, which is called product. And
product has never had anything to do with
rock ’n’ roll. Often the case is that artists live
unhappy lives due to the record industry.
Not cool. Artists must be protected; they are
people who help propel your life toward a
genuine change, a soulful change. Cultural
change. The punk revival today is probably
due to the fact that someone somewhere,
some kid, instead of putting the pillow over
his head at night, woke up and discovered
under the floorboards a piece of ideology
that stood out like a fucking ruby in a field of
tin. And that’s what the Sex Pistols were
about, and that’s what groups from Nirvana
to Green Day have been inspired by.

I’'m thrilled when 1 hear Green Day,
because I feel my job was well done. 1do not
fucking chuckle, I’'m not a fucking cynic. 1
think my job was well dane. I don’t think
what 1 did was magnificent, at the end of the
day I would have loved to have done even
more scandalous things, broken the bank, so
to speak. The swindle was there, I just wish it
was a hell of a lot bigger. We just didn’t get
that far because they have bigger artillery
than we do. But deep dents were made.And
the biggest dents were made in the spirit. We

IM]

put the spirit back.

JONES

[cont’d from page 25] always felt that alot of
those groups just sort of left you as they
found you: You’d go to the concert and
wouldn’t feel any more inspired than
before—they just took you and they fleeced
you...there wasn’t any thinking involved—
it wasn’t challenging in any way. And so
much of the new music was. All these
groups—we’d just been waiting for an
opportunity like this for years.

The main group in London punk was the
Sex Pistols—they were really off and run-
ning. And there was us. That’s when all the
groups started. We all kinda had our own
thing. The Clash were a bit more positive, 1
guess, even in those times. And maybe a bit
more musical—we actually progressed! 1
guess the Clash were just careful not to paint
ourselves into a corner.

It seemed to me that it was us and the Sex
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Pistols and we were all getting along at first.
We played our first gig with the Sex Pistols.
And then we started happening and sort of
fell out with them. The Jam were playing,
100, in ’76. We toured together for a while.
And then we sort of fell out with them.

With the Pistols, things started gettin’ weird
there for a time because we were all gettin’
known, and I guess it was just rivalry—we
were all young guys. I don’t remember any-
thing specific, but I think when we were on
tour the Jam said something in the press about
voting Tory and we fell out over that.

There were a few colleges that we man-
aged to play—we played the Royal College
of Art. And we had the Roxy Club, which
lasted a total of 100 days. Before that, every-
body used to go to this place Louise’s. It was
a lesbian place where everyone would go to
hang out.

The 100 Club was kind of a trad jazz club,
really. And the guy who ran it started holding
“punk” nights. It got more crowded as it start-
ed getting into the papers and stuff. But there
were a few other places. One gig was at Hunt-
ington Green, a cinema. It was the Sex Pistols,
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us and Subway Sect. And we did a similar one
in Halston at the Roxy, another cinema. They
had kung-fu movies, and after the kung-fu
movies got out, we’d set up our equipment
and play—us, the Buzzcocks and the Slits.

We did some demos with Guy Stevens that
didn’t work out. I thought we were going to
end up signing to, like, Polymer or something.
But then Bernie [Rhodes, manager] phoned
up one morning to say we were going over to
CBS and we’re signing. And the Polymer
executive could be heard chucking himself off
the top of the Polymer building. We signed
the deal that day around lunchtime. Then
Bernie went off to bank the check, and the
band all went out to see The Battle of Mid-
way in Leicester Square. That’s how we cele-
brated—we sat there at the movies.

Joe and I went to America first. It was very
exciting. We went over in 1978—we were
making Give Em Enough Rope. We went to
San Francisco first, then met the others in
New York after a few weeks.

We actually went to Jamaica before we
went to the States. Strummer and I must have
been the first punks they’d ever seen in
Jamaica—we had our zippers and our leather
jackets and all that—they must’ve thought we
were Martians! They were just sort of dumb-
founded. We were looking for Lee Perry, but
we didn’t manage to find him. When we came
back, Bernie said, “Look, go to Jamaica and
write the next album.” So we went and did it
and came back with “Safe European Home.”

You see, there wasn’t enough good punk
records around. So, to supplement it, we
filled it out with a lot of reggae records. Don
Letts was one of the big DJs at the time and
he was playing reggae music. It was like
punk’s chosen “other music.”

In New York we checked out CBGB. And
Max’s Kansas City was still happening at that
time, as well. It was interesting for me, com-
ing from London, because of all the New
York guys I was into growing up. I sort of
knew about all those places in a mythological
sense. What was interesting about the “Radio
Clash” period was that hip-hop and rap was
starting, and we were playing in Bond’s and
we had Grandmaster Flash and Kurtis Blow
playing with us. Futura 2000 did banners for
us. That whole thing was starting then, and
we happened to be there, so alot of the influ-
ence rubbed off on us. I think rap was Amer-
ica’s punk.

We’re talking 20 years here—and remem-
ber, we agreed earlier that there was a big gap
in there, where all the record companies




managed to take back control. When it first
started, they didn’t know what was going
on—everybody tried to sign a punk band.
But later on it sort of dissipated and got
mutated into “new wave.” The record com-
panies slowly regained control of what was
going on and once they did that, they man-
aged to set the pace for, like, the next ten
years. And it was very straight—it’s much
straighter now, even. They have sucha strong
hold on everything. Luckily we do have
somc great bands coming out, though. I real-
ly like Oasis. I really like their “Don’t give a
toss” attitude. It’s a lot like the Happy Mon-
days, but it’s also a lot like the punk thing,

Here in the U.K. the legacy of punk is
incredible. You get talk show hosts who were
punks, a lot of our top comedians, filmmak-
ers, writers, artists used to be punks—all the
guys come from that time, that punk era.
That’s kind of incredible to me.

If you’re just getting it now, that’s good
too. Whenever you get it is good—it doesn’t
matter. Fifteen years later is better than never.
Say you’re a young guy looking at Green
Day, and you’re getting the same thing that
people before you got from watching the
Clash. Or what I got from watching other
bands before us. It doesn’t matter because
when you getit, THAT'STHETIME. &

WELLER

[cont’d from page 26] It's not as if I look at
punk rock as my golden time—this is my
golden time. The Jam have had offers to get
back together, but I'm not interested. 1 guess
if I was down to my last buck, maybe I
would. I'd like to think that [ wouldn’tdoit.
It wasn’t an enjoyable time for me.

The Jam made opinion music, but never
was it as simple as “this all sucks,” like the
Pistols were saying. The whole nihilism thing
of punk meant nothing to me. There are
aspects to the grunge thing that are that way
too, and I don’t like it. Everyone knows the
world is fucked up. Let’s try to make 1t better.
Even if you’re writing about blcak moments,
you can frame it in a positive way. M

WATT

[cont’d from page 30] Now that little folk
thing has turned into the popular music for
the kids. It’s weird, because I always thought
it was misfit music for bozos. But it’s the reg-
ular music now if you’re younger. How old
are the Green Day guys, like 21, 22?

With these guys today, this is how you
belong. That’s the difference. We didn’t have

a centralized hipness outlet like MTV. Tour-
ing in those days was way different. What
was neat about it was all the towns had dif-
ferent kinds of punk rock. Sort of like how
news anchor men used to be different in
every town. Now when you tour, it’s the
same guy with the same voice no matter what
town you’re in. And I think that’s kinda
what’s happened with punk.

In Hollywood in the '70s, the Dils were
the only punk band with a van. These guys
never thought about touring, or getting it
around—they just wanted to rule Holly-

wood or something! But Greg had this other
idea. He wanted to put his record out,
nobody would do it, so SST was like his ham
radio thing. He just put ’em out on his own
and started touring, which for him was the
means to get it out. Then we sta-ted touring
around. It built a scene that these guys today
are kinda following.

I met Greg before Black Flag—at a Germs
show. The Germs were a big band to him.
But there was kind of an exclusive scene: You
could come to the shows, but they didn’t
want you to play. Then Darby Crash finally

pearls. david sanborn’s soulful saxophone backed

by a 66-piece orchestra on “everything must change,”

“nobody does it better”and eight more cool pop clas-

sics. produced by tommy lipuma and johnny mandel.
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went down to Orange County and turned all
those kids on to it. The first gig there was at
the Fleetwood in Hermosa Beach with Black
Flag. And that’s where Flag started putting
on the gigs, cutting Hollywood out of the
picture. Then when Flag would do a Holly-
wood gig, it would turn into riots. There was
a big problem with police. The police really
had a thing for Black Flag. They thought SST
was a heroin front. I had to go to court four
times. When we’d drive the records to the
stores to drop them off, the cops thought we
were making shipments. When Darby died
they had us under surveillance. Flag had a big
tour and [ was going to mind the store, and
here comes the whole Torrance Police
Department! They searched us—we had
nothing to do with anything. They had this
whole delusion that the Minutemen were a
violent SST band, so we couldn’t play the
Whiskey or the Roxy. Eventually, Fear got us
into the Whiskey and X got us into the Roxy.
It was hilarious.

All of our tours made money! Even the
first Minutemen tour. "Cause we ran it for the
long haul—do another tour, do another tour.
The records and videos were just flyers to get
people to the gigs. The gigs were everything.
The gigs to us were the bottom line, that’s
why we got the band together. We did a
record every six months in the Minutemen to
get people to the gigs. [ know in the big
leagues they do tours to promote records,
but we made records to promote the touring.

The worst thing for the little labels was
that indie distribution was really bad. Very
political. You'd get stuck in the import bin—
yeah, imported from Lawndale!—it was real
bullshit.

The Minutemen recorded in order, so we
didn’t have to waste money on editing! We
only recorded midnight to 8:00—down time.
All on used tape. You bet it was necessity. It
wasn’t the luxury of a philosophy. But we did
do ideology things: The Minutemen never
used tuners "cause D. Boon said it was bour-
geois—I agreed at that time, too. So when we
were playing live gigs and the strings would
stretch out, we’d be a step and a half down.
When we were kids, we thought that whether
you liked your strings tight or loose was a per-
sonal thing. We didn’t know it had something
to do with a note. So we never made sure our
A was to the other guy’s A—you could imag-
ine what it sounded like. D. Boon wouldn’t
even use a fuzz box. So when we recorded it
was kinda the same. [ mean, I paid for Double
Nickels on the Dime—45 songs—$1100.



Mixed it in one night! Recorded over four
days! What Makes a Man Start Fires was
recorded in one day, overdubs over two days,
mixed in one day. Studios cost money.

The old school of punk where I came from
had to take on the old school of the studio. It
was total mafia mentality, extortion. That’s
why we had to get Spat [producer/engineer]
and record on our own. Record for these
rock *n’ roll assholes? They were dicks! And
every punk band that got signed in the early
’80s had to go through it. They made you
rent all the equipment, the old vintage stuff.
And then use it on mix-down, too! [t was
like using a device to go to 3 and then use a
device to go back to 3! It’s retarded! They
just had something going with the rental guy
or something. Really gross. Old school. And
I’'m a reformed kind of guy.

I think the way Ilearned 14 years agoisa
really good way, and I wanna stick with that.
Like, in the old days when we toured, you
always brought the newer band with you to
open up. I brought Screaming Trees, Black
Flag brought the Minutemen, Sonic Youth
brought Firchose on their first tour.

In those days there were a lot fewer of us.
The *70s, after the hippic thing, was a lame
old time in a lot of ways. It just forced what
we did to come about. I don’t think if things
were real creative and happening that punk
would have come. If you look at Red Kray-
ola in the ’60s, Iggy, Captain Beefheart—
there were parts that were already going
toward it. Trout Mask Replica’s very punk in
alot of ways. Just "cause the times didn’t jive
—that’s circumstanee. That’s why I don’t
want to rank the Green Day guys just "cause
they’re new, because they can’t pick what
time they’re born in. On the other hand, you
know in the Woodstock movie where Sha
Na Na comes walkin~ out? M

NOVOSELIC

[cont’d from page 38] butions from Pearl
Jam, we’ve got commitments from a few
other Seattle bands, and we’re getting sup-
port from the major labels.

We intend to start a grassroots network
across the United States to work against the
same kind of censorship laws the Washing-
ton Music Industry Coalition (WMIC) was
founded to fight. There are music censorship
bills in Pennsylvania, New Mexico, Montana
and Louisiana, and we want to find people
who are involved in those music communi-
ties and share WMIC'’s experience with
then. The PAC can also help facilitate their

financial needs. Locally, we’re targeting Scat-
tle City Council elections in June. We want
to project some issues that we feel are impor-
tant to our constituency, and we want to
work with Rock the Vote to mobilize that
canstituency for the June clection, which is
traditionally a low-turnout election.

The Christian Coalition has a constituen-
cy that comes out en massc at voting time.
Well, we have a constituency, too, we have
this rock 'n’ roll constituency, and all we have
todo is vote.

There’s a Nirvana song called “Heart-

At record stores now or
order easlly trom
1-800-562-8283

i)

Shaped Box,” in which one of the lines is
“Broken hymen of your highness.” In that
song, the word “hymen” is used as a
metaphor. In the context of these censorship
bills, if you were to discuss the hymen as a
normal, natural part of the female anatomy
with a teenager, you would technically be
breaking the law. The Republicans tout
themselves as the party of personal responsi-
bility, and that’s fine. But the bottom line 1s,
there are too many irresponsible people and
you need regulations to make sure that there
is less potential for abuse. M

BEYOND THE THUNDER

THE RENOWNED GUITARIST OF JOURNEY AND
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more dazzling instrumental tracks.
Featuring Jonathan Cain, Steve Smith,
Chepito Areas and Michael Carabello.
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SPENT MY FORMATIVE YEARS OBSESSED
with punk rock,” Steve Albini says. “And the bands that
I’ve been in have all been punk influenced. But for my
own entertainment I don’t care what it is—as long as it’s
exceptional.”
.- Albini, advocate for the rock 'n’ roll rank and file and
tireless critic of the record industry’s tendency toward
N assembly-line art, is one of the most controversial charac-
ters in contemporary music. His take-no-prisoners
approach to both the techniques and politics of vecord-
making have made as many enemies as fans. Best known
for recording Nirvana’s /n Utero and PJ. Harvey’s Rid of Me, Albini
is quick to point out that e
has worked on close to 1000
projects, the vast majority of
them independent produc-
tions, and that to define him
by his rarc major-label releases
is to misunderstand—in fact,
to grossly underestimate—his
work. We cornered Albini for
a discussion of the nuts and
bolts of record making in the
world punk built.

MUSICIAN: Who tops your list
of favorite producers?

ALBINI: I have very little use
for producers. The pecple that
[ respect tend to be musicians,
people who create stuff rather
than manipulate it or work
behind the scenes.

MUSISIAN: Who's at the bottom
of your list? What producers do
you feel have been—

ALBINE: Destructive? I'd say that the contemporary production style is
about as unflattering to a rock band as it is possible to be. The sound of
«contemporary rock records, especially those inade with big budgers, is
so homogeneous. You hear exactly the same mix balance, the same
dynamic, the same production techniques brought to bear on every
single band. The whole thing seems to be geared toward a sound that
won’t change whether it’s being heard through a television as MTV
plays a video, through a Walkman as someonc rides the subway,
through a car rzdio or overheard through a window as you walk down
the street. People are trying to make records that sound exactly alike so
that a consumer doesn’t need to make a choice about which one to buy.
MUSICIAN: Some of the records you've been associated with, for
instance Surfer Rosa by the
Pixtes, feature extreme, sudden
dynamicshifts within a song.
ALBINI: Those sorts of things
are the responsibility of the
band. If, on records made by
other emgineers, you don’t
hear that sort of dynamic, it’s
not because the band wasn’t
trying to do that. It’s because
those sorts of things have been
ironed out by the profession-
als hired to do that job. I'm
not uncomfortable hearing
things with a wide dynamic
range. A lot of engineers are.
They go, “That nught get lost
on the radio! Better bring that
quiet part up, better make that
loud part quiet.” If I should be
credited with anything, it’s
keeping my handsoff.
MUSICIAN: You must tread a

BY TEDGREENWALD line, though, between satis-
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fying your own aesthetic and being true to the band’s identity.
ALBINI: No. They’re paying me. They’re in charge. My entire pro-
duction philosophy has always been to let the band call the shots. My
job is principally a technical one. If the band wants the drums or the
guitar to sound a certain way, it’s my job to make it happen. In 99 per-
cent of the jobs that I do, I’'m paid directly by the band. The over-
whelming majority of my work is for very small bands that don’t have
any support network behind them.

MUSICIAN: Does the mainstream scenario, in which the producer is
paid by the record company, create a conflict of interest?

ALBINI: It’s not a pretty picture. You've got a guy who is bleeding the
artist for his income. That’s going to
depend on the commercial success
of the record, and the commercial
success of the record largely depends
on how enthusiastic the record com-
pany administrators are about it. So
his obligation is not to make the
band happy, but to make sure the
record company people remain sup-
portive and push the record so that
he will make more money. That’s
not the way I do things.

MUSICIAN: You’re never credited as
producer. Is that by your own request?
ALBIN): Well, I make it clear to
everyone that I prefer not to be men-
tioned on their records. For smaller
bands, I think it works to their dis-
advantage to associate me with their records. There’s a chance that the
discussion will focus on me rather than them. For larger bands, giving
me credit for the way the record came out is misleading—that’s the
band you’re hearing on the record, not me. If anyone can be credited
with producing the records I work on, it’s the bands themselves.
There’s an overriding perspective of me that I'm one man against the
industry, an iconoclastic irritant in the music industry. I just see
myself as a realist. The bands know their music infinitely better than I
do. They’re much more qualified to make qualitative decisions about
their record than I am.

MUSICIAN: New technology has diminished the record industry’s
stranglehold on recording by making it much less expensive. A band’s
options are far more varied today than ever before.

ALBINI: That’s one of the few things that I can applaud about the pro-
liferation of cheap recording technology. People are getting some
recording experience at a very early stage in their careers. They come
into the studio with a pretty concrete perspective on what they want to
sound like. That makes making records with bands today a much more
cooperative process than it was ten years ago, when studios were mys-
terious buildings that people went into as rock bands and came out as
broken men with a cassette tape that bore no relation to them. Nowa-
days almost every rehearsal space has a multitrack setup where bands
can make recordings and experiment with production techniques.
MUSICIAN: What advice would you offer a band interested in making
a demo under those circumstances?

ALBINI: Read everything available. That’s how I learned almost all of
my early technical understanding of recording—by going to the
library. A lot of people don’t bother with that because they think that
if they can just get their hands on the equipment, they’ll understand it
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soon enough. While you may learn enough that way to make sound
appear at the speakers, you’ll never understand what you’re doing,
and you’ll never grow and improve. So I recommend that people get
some sort of technical foundation. Then experiment like mad. Do
everything possible to your equipment and to yourself, and record it
all, and then listen to it critically. That way you build a vocabulary and
a palette of techniques that you’ll be able to apply either in shabby
home-recording environments or high-tech studio environments.
MUSICIAN: A loz of those people are going to record their tracks on a
digital eight-track tape deck and mix to DAT. Do you think the “mod-
ular digital multitrack revolution” has been a bealthy development?
ALBINI: The cheap digital systems are
good for what they are. They’re sort of
the rich man’s Portastudio. There’s noth-
ing wrong with using them in that capaci-
ty. But using them as a substitute for pro-
fessional equipment is a bad development
because people are being misled about the
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