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The key to the big-time deal boils down to two
essentlals: alternative credibiilty and mainstream
savvy, BY JOHNNY ANGEL

Complete gear lists and tips from Dweezil Zappa,
Brooklyn Fun Essen‘ia 3, White Zombie, and
three more killer bands.

A cornucopia of tools 'n’ toys for musicians whio
mix their work with play.

; f‘J New Feature A hand -n ren rt on Raland's seund
modeling module for guitarists. BY MAC RANDALL

New waves of studio technology crest at the Audio
Engineering Society convention.
BY HOWARD MASSEY

Tired of writing? Boot up these programs, and let
your computer hunt a while for that million-
doliar riff. BY TED PINE

Cream’s virtuoso bassist explalns why playing

piano is his true love. BY ROBERT L. DOERSCHUK Expanded coverage: Bruce Springsteen gete real;
Brian Wilson catches one more wave. A death rattle
from Alice in Chains. Plus lfots more.

*-}"J New Feature An ace session drummer reflects on
life outside the spotlight. BY RICK MATTINGLY ; ~r
IJ A new and improved catalog of ads and product
mentions; Masthead, 10; Letters, 12;
“ . Your Music: ffow to get it to the radis. Plus John Classified Ads, 96

Hiatt on how to make a habit of writing hits, Dizzy
Gillespie deummer Jgnacio Berroa on Afro-Cuban
rhythm, and more.

‘-}J a 16 Horsepuwer defies 'the odds with a punk aesthetic
and Americana instrumentation. A'so: taxi-drivin’ blues
man Mem Shannon, and chronicles of lust from
Heather Ncva.

If thélr luck matches thair'talent, these ten bands
and artists just might rock the wosld this year.

Whate was ie
/ o wihat Was
A Musiclan special report: New evidence casts more doss thom.
light on the mystery surrounding the last hours of BY MARE

rock’s greatest guitarist. BY ROBERT L. DOERSCHUK WEINGARTEN
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The Whirlwind Mic Eliminator™.

It delivers the combined mic-speaker sound of a live mic'ed guitar speaker —
direct from your guitar, preamp, or speaker output, without a microphone. The two tone-
color settings reflect the most common optimized mic setups and deliver a clean, full sound that
doesn’t fall apart on distorted chords. The high impedance, ultra-low-noise preamp pampers the
upper harmonics of high-output passive pickups. Get the Mic Eliminator. It's the sound that's right.

“99 LING RD . ROCHESTER - NY - 14612/ FHIOME +1 716 663 8820 . FAX +1 716 865 8930




our latest album. Mankjack, features
you on piano and Rernie Worrell on

organ. Why did you restrict yourself to
SO spare an instrumentation?

It's something I've wanted to do because
I do play a bit of keyboard. On the last
record I did for CMP, there was one linle
piano picce at the end. and a lot of people
liked that. So I thought, “I'll give it a shot.”
It was actually my first instrument.

But why not expand the lineup with
synths and other keyboards?

Wiell, once you start doing that, it’s diffi-
cult to stop. I could have put bass or cello
on, but the discipline of just having the two
instruments was what [ wanted.

You even seemed to be limiting Bernie’s
Hammond registrations. There wasn’t a lot
of contrast in his textures.

I think Bernie understood immediately
what we were doing. It wasn’t so much
abour duets as about piano and voice, the
voice being like a horn and the piano
accompanying it. It was slightly more
angled toward the piano than the organ.

like to notate as if I'm doing it on paper,
because it’s so much fun.

What else do you have in your studio?

I’ve got an old Akai S900; I've put a lot of
my own samples into it, like my cello. I’ve
got a Roland S-760 sampler and a Tascam
DA-88. I've got various keyboards.

Which one do you prefer for writing or
playing?

The Ensoniq EPS, because I prefer the
sounds. The sounds of the American
instruments are vastly superior to the
Japanese. The EPS is crunchy; it’s more like
playing a real instrument. [ use a Korg X3
too; it’s got millions of interesting sounds,
but they’re a bit more fizzy than the
American ones.

Have you ever MIDled your bass?

1 did years ago, but it didn’t really work.
To be honest, I've even got reservations
about guitar synthesizers. Allan Holds-
worth is a master of the guitar synth, but
when I hear his band I’'m not sure who is
soloing and [ think, “What’s the point?”

The bass is still your main axe, though.

It’s my first love, simply because it’s
given me a pretty good living. I’'m still

Jack Bruce

“Playing the bass
is like work.
When | play the

piano, that’s

sheer enjoyment.”

Were you and Bernie reading your unison
and harmonized parts from lead sbeets¢

I wrote everything out through [Coda)
Finale. I’'m quite happy with it, although
I’'m finding it rather slow now as I've

improved on the Mac. [ have it MIDIed up,
but I'don’t use MIDI when I'm writing. [

M US 1 CI AN

using the Warwick basses I've used for a
number of years now, and I’ve got a very
early Fender Precision and a Gibson EB-1,
which I used with Gary Moore and Ginger
Baker last year. And I've always used
SIT—Stay In Tune—strings; they’re so
great that once [ found them I never used
anything else. But [ have to say that play-
ing the bass is like work; it’s my bread-and-
butter thing. When I play the piano, that’s
sheer enjoyment. Normally, I’'m the kind
of guy at the recording session who’s sit-
ting at the piano when he shouldn’t be, try-
ing to work out some chords or something.
So being allowed to do the whole gig on
piano is like, “Wow! And I get paid for this
—ROBERT L. DOERSCHUK

too!”
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hen you first bear a song, what

do you listen for to develop a

drum part?

Just about any song you hear has
been done before in terms of form, so it will
usually fit into a formula. Beyond that, it
depends on how much you’re listening to.
In a way, it’s a shame that the demos people
make now are so complete. Not much is left
to the imagination. In the late *60s and early
’70s someone usually just sang and
strummed along on a guitar. You didn’t real-
ly know what they were thinking and they
would try and explain it to you through a
haze of dope. Nowadays, they just start the
sequencer or put on a beautifully produced
DAT and everything’s there.

Once we’re ready to play, I have to have
the right sound to play the right style. It’s
not a problem now, but in the early *70s the
studios were dead-sounding and getting a
bit of reverb was a luxury. It was great for
playing funk or reggae, but you’d turn up
for a heavy metal session and it sounded like
a jingle for Maxwell House. It used to drive
me potty. These days, if you want it to
sound like Madison Square Garden, no

8 | FEsBrRuUARY 1996

problem. You can dial up a “Garden
Reverb” setting.

What'’s the difference between being hired
for a specific recording or tour and being an
actual member of the band?

There is no difference. When I’'m hired
for a session, my attitude is that [ join the
band for that day and play what’s right for
the song.

When you first joined Toto, did you ever

“When I’'m hired
for a session, my
attitude is that
I join the band for
that day.”

Simon

résumeé
Mick Jagger
Jeff Beck
Mike Oldfield
Pete Townshend

Tears for Fears
David Gilmour
Toto
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feel obligated to play like Jeff Porcaro?

Never. The whole point was that they
didn’t want a session guy to come in and
emulate Jeff. But with a song like
“Rosanna,” there’s no other way to play it
than the way Jeff did it.

It took awhile for the guys to get used to
some of the things I do tha are kind of
“out,” like playing over the barline. One
night in Australia in *92 we were playing an
instrumental called “Jake to the Bone” and
my right bass drum batter head broke. 1
switched to the left and carried on, but when
we got to the end of that section I thought
the song was over—forgetting that we were
supposed to go to another section. So
stood up and started signaling to my tech to
switch drums, and the band kept playing. A
couple of the guys were laughing their heads

Phillips

off, but Steve Lukather didn’t even look
around. He was thinking, “Wow, that’s real-
Iy out. Simon’s actually stopped playing!”

You didn’t do the fall Toto tour because
of health problems. What exactly was
wrong?

It was a combination of things, including
back trouble and blood poisoning, com-
pounded by trying to do too many things
like finishing up both my own album
[Symbiosis] and the Toto album. I was get-
ting better, but when I started rehearsing
for the tour it was too much too soon and 1
had a relapse. So I had to face the fact that I
needed to take a couple of months off to let
my body heal.

What’s the secret to getting good musi-
ctans to play at their best?

Give them something challenging to
play. [ don’t mean technically challenging,
but structurally challenging, so they have to
think carefully about where the song is
going and how they’re going to play it.

—RICK MATTINGLY



The most advanced drum set technology ever developed

has now passed Iits toughest test. i
The Jeff Hamilton Test.

Jeff Hamilton has chosen a new REMO MasterTouch® VenWood™ drum set, topped by our
FiberSkyn® 3 heads. Why? Well, there's our warm traditional sound.
Ihe unrivaled consistency and durabiiity. Not to mention a fusion

pf modern materials only REMO can dzliver. “Venwood and

FiberSkyn 3 is my scund,” says Jeff.

{/

Whether Jeff Hamilton is playing with
Oscar Peterson, Ray Brown, Natalie Cole,
Clayten-Hamilton Jazz Orchestra, or the
Jeft Hamilton Trio, it's a sure bet he's play-
ing a REMO MasterTouch VenWaod drumm
set with FiberSkyn 3 heads. ‘4t's got the
whote sound,” explains Jeff, “a big round
sound. All the cal's off my drums.
Everything's FiberSkyn 3.”

Put REMO VenWood drums and FiberSkyn 3
heads to your own test. Visit your music
products dealer today.

REMO, INC. 12804 Raymer Street North Hollywood, CA 81605 U.S.A.
{818) 983-2600 Fax {813) 503-0198



Includes previously unreleased CD of
rare Jimi Hendrix recordings

THE ILLUSTRATED LEGEND

JIMI HENDRIX

CREATED & PRODUCED BY

Martin |.Green

ILLASTRATED BY

Bill Sienkiewicz

This unique graphic biography contains more than 900 originaf
color illustrations. Layered with Jimi’s own words, lyrics, and poetry,
Voodoo Child interweaves fantasy and fact to re-create the life, times,
and essence of the master musician and psychedelic blues gypsy.

The companion CD—-}imi By Himsclf: The Home Recordings—is an
intimate visit with Jimi caught in the act of creating some of his

most memorable compositions. The CD) is available only with
Voodoo Child.

AVAILABLE IN BOOKSTORES ON

HENDRIX’S BIRTHDAY: NOVEMBER 27 $34.95
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4 mono micline cas

4 stereo tine chs.

2:aux sends per ch.

2 stereo aux returns

Efx return to monstor

3-band £0 wite Cut fitter

Mutes on every chamnel

4 buses via Mute/ALT 3-4

asy metering viz PFL Solo

Control Room monitoring

Headphone autput

4 channelinserts

XLR & Vi autputs

Multi-way metefing

Sezled rotary oentrols

Budlt-in power supply

12x2 MIC/LINE MIXER

NEVWVW N/

U2 VLZ

THE ORIGINAL MS1202 TOOK SMALL MIXERS IN A
NEW DIRECTION. JUST THINK OF WHERE YOU CAN GO
NOW THAT WE'VE ADDED A DOZEN NEW FEATURES.

\1{{‘}”»
NIy A B

W 55 Nt 13-BAND EQ on alichs, PLUS. ..
e 2 LO CUT FILTER (Chs. 1-4).
B> | dramatically extends useable bass
B | EQby cutting stage rumble, mic |
thumps, etc. just like on our 8¢Bus
| and SR Series. VERY IMPORTANT!
3 60dB GAIN on on first 4

— 4 VIRTUAL PAD on first 4 channels

(lineinputs only). 10aB attenuation
with trim all the way down; Unity at
8:00 soyou can add even more EQ
toalready-hot signals.

5 ~10dBV RCA TAPE OUT INTERFACE

6 ALL INPUTS & OUTPUTS BALANCED

For 5 years, our Micro
Series 1202 12-ch. mixer
has toured with superstars,
gathered network news,
pinch hit next to mega-
consoles. . .and has been

the main mixer in a lot of

heme studios.

All that time, we've
been reading warranty
cards for suggestions on
how we could improve
the MS1202.

This is the result.
Same great value.
Same built-like a tank
construction. But with
some exquisitely
handy new goodies that make it an
even more effective tool for record—
ing and live performance. Including
3-band EQ, balanced XLR outputs,
PFL Solo, channel mutes twith Alt
3-4 bus) and muiti-source
Control Room G
monitoring.

Visit your Mackie
dealer (the MS1202 o
VLZ's in stock right now) ~
or cll us toll-free for detailed
information.

e

| channels via balanced micinputs. |

e
W

(except RCA-type tape inputs)
o o N')’ MIACKEIE.

45 g S
Y | K B ¢/ 'y'l (&”:? N[W
2 [WIQ'\ &
- bk | | - ;
NEW

i & Wl

—‘:ﬁia. ¢ A

NEW L2 NEW
S WIS
. () ( J * ’ o

| ‘ | [
7PFLSOLO on ail channels makes 10 AUX 1 PRE/POST global switch. |
level-setting via meters easy, 1 EFFECTS TO MONITOR lets you add
Interrupts Control Room/Phones reverb to your stage monitor mix, just
selection & ignites Rude Solo LED. like with our 6R Series.
8 VLZ (Very Low Impedance) 12 CONTROL ROOM/PHONES -
circuitry for pristine . | MONITORING w/level control lets you
sound. g select any combination of Main Mix,
| 3 : Tapelnand Alt 34 signals forPhones,
. \ e Control Room & meters. Plus you can
re-route it back to the main mix!
-13 MUTE/ALT 3-4 routes main
mix to separate sterep 1
busa

e

/

pusy

=™

9 BALANCED XLR
—MAIN OUTPUTS with

switchable 30dB pad for
connecting to Mic Level
inputs,

-

SR R

ho i\l ]
Il i g

7116220 Wood-Rec Road ® Woodinviile ® WA » 98072 ' 800/898-3211 < 206/487-4337
Internet %] sales@mackie.com ® Represented in Canada by S.F. Marketing ‘. 800/363-8855

©N995 Mackie Designs. Incoraorated Allirights reserved.
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How | Wrote Those Songs

by John Hiatt

wrote most of Walk On on the road.

Generally I tour for six months or so

and then come home and write songs,

but last time we were out touring for

so long, 14 months on and off, that it
was sort of born of necessity—just fight-
ing boredom. [ quit setting aside time for
songwriting quite a while ago. I had an
office for a year; [ was trotting down to
Music Row every day trying to get some-
thing going. I've employed every device
and discipline to try to trick the muse into
showing up over the years, and I've
arrived back at “why don’t you just pick
up the guitar and sec what happens?”
Before you know it, you’ve got “Old Jed’s
a Millionaire.”

I almost never have a lyric idea when I
start strumming. More often than not, the
content is invoked by the feeling the
melody is giving you. When a melody is
emerging I’'m just making sounds or
singing “scrambled eggs” like Paul
McCartney. But once you get an opening
(13 |
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want to. Or [ don’t want to. Just the
name conjured the whole package.
Afterwards [ looked at it and thought,
“Oh my God, I've described Ted
Nugent’s dream date!” So you never
know where it’s gonna lead.

I used to reach a little harder for that
musical twist. Like, here’s the three chords
but I’'m gonna throw this little dinky-
doink in here just to fuck with you. I
don’t do that anymore. I go with the three
I know, and I drive hard to the basker.
used to go, “You can’t do that, it’s so dead
dumb simple.” Now I go, “This is so dead
dumb simple—I really like that.” I always
felt there was something missing. Now |
feel maybe it’'s something that you can’t
get anywhere else.

I had that whole riff to “The River
Knows Your Name” for a couple of
days. We were in Austin and our hotel
was parked right on the bank of the
Colorado River. So by the river I got that
riff, and it wasn’t ’til the third day that
decided the riff was the melody and that
the song was about the river I’d been sit-

A. Russell

ting next to. It was practically saying it

out to me.

This little lady

[cont’d on page 95]

line, then it’s like you’re strapped into the
spaceship: “Houston, let’s go!” And it’s so
cool because you don’t know where you’re
going, [t’s one of the most exciting feclings.
For “Good As She Could Be,” [ started
out with a run-of-the-mill poor little rich
girl; I didn’t know that she would wind up
being sort of like the prodigal daughter
returning home unrecognizable to her
father. I never saw that coming. “Shredding
the Document,” that’s just a rant. [ started
thinking about Ricki Lake and Montell
Williams, and wound up ranking on the by Tim Hyde
Eagles for charging $100 for something
they said they’d never do again.
“Ethylene” was from one of those
adopt-a-highway road signs. Apparently
our tax dollars no longer pay for that sort

he good news is that alternative music is
growing immensely. The bad news (s that
alternative music 's growing immensely.
Programmers are booking for quick fixes,
from novelty tunes (Beck) to big hooks (Alanis
Marissette). It can make listening to your local sta:
tion exciting. but forget about developing a career.
Labels want hits now because their catalog sales
have slowed down. :
So if you're in a band, make your own CD and
promote it to radio, ﬂyou'té_‘a new music fan, tune
into the specialty shows in your area and write to

of thing, so it’s up to the civic-minded l
among us to keep litter off the roads. This
couple adopted a little strip, I don’t
remember where it was, but her name
caught my eye: Ethylene. And I thought, I
know this woman. I’'ve met her—or |

John Hersey
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Know the Business Before You Sign

On the Dotted Line

by Gerald Levert

ike most performers, if you're seri

ous about becoming a recording

artist, you’ve spent years and years

dreaming of “making it.” You know
what kind of music you want to do, how
you want to look and so on. But after ten
years of being a performer, songwriter
and producer, I've finally learned that the
music business 1s more than just recording
an album and making lots of money. It’s a
constant push and pull with the record
company president, the person who ulti-
mately controls your career. This is how the
process works:

Step 1 - You negotiate your contract. You
want to be a star so bad you don’t care what
the contract says. Later you find out that it’s
the worst contract ever made.

Step 2 - The marketing department gives

you an “image.” They want to dress you as
a hip-hop arust, when in actuality you’re
an R&B artist. You’re able to overlook all
this in order to achieve your dream.

Step 3 - It’s uime to go into the studio.
You've prepared all your material under the
impression that you’ll be in charge of what
you’ll be recording. On the other hand, the
record company has something else in
mind for you. They've hired outside pro-
ducers to produce the whole album. You
consider this to be very disconcerting but
figure on your next album you’ll be able to
do what you want.

Step 4 - The album is recorded, your pic-
tures are done and you’re preparing to do
your first music video. Unbeknown to you,
all these costs are being applied to vour
“account,” which must be recouped and
repaid in the end.

Step 5 - Finally, the record company

those Dls. Radio people love to hear from listeners
Sametimes stations look for outside

hielp to Shape the Image and sound.

Marw of these consultants just about

Sillod alewrn racho by being too con

Setyitive In fegard to new artist

aifplay, but Jacobs Media 1s fairly

opan-mindes  about representing

Indme acts to alternative outlets

Send  them CD--only CDs,

plesse—and contact mim. and hope they

W - Pred Jecobs, c/a Jacobs Media, 29777

Telegraph Rd., Ste. 2355, Southfield, Mi 48034,
Heme are now altemative stations or specirlty

your

shows that have signed on In the past six months,
WXRB. 97.5 PM. 2543 La Place Court,
Pittsburgh, PA 11732, Local show:

Sundays, 78 p.m Host. Bill

4%

Burnett. Send tapes and CDs;
Include phane number, They're look

4

Ing tor faitly mainstream pop. with hip/hit
hard bands like Silverchgr. Bush, and Foo Fishters
sprinkled in,

WNEW, 1027 FM, 888 Seventh Ave . 10w

World Radio History

music

chooses your first single. Even though it’s
not the one you wanted, you are proud
anyway. There are so many things you

want to do, but the record company presi-
dent decides that you shouldn’t because
“it’s not in the budget.” Your single debuts
on the charts at a 97 with a bullet, the
record company president tells you it’s
going to be a Pop and R&B smash.
However, the next week [cont’d on page 95)

Floor. New work, NY 10019, Local show: Saturdays,
10 p.m.muwinight. New progran: st what hes been a
very stale station. Competiior has pushed these
guys nto gear and they are hungry for new listeners,
Send yéur tapes and
CDs to Pat St
Jobhm. w1 th SASE anc)
pfione
ber.
ror ey dneanr of alernative pro

N

™ ) ol
motion at Merzury. He now runs Music Maiters, &
radic promaticn and artist services firm

Send questions to Tim ¢/o Musician ar via e-mail
to 103067,2025@compuserve.com.

Ruven Asanador
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Afru-[l"l‘ban
Cool

by ken micallef

hen Wynton Marsalis recorded
Jazz with a Latin Tinge for a
recent program on National

Public Radio, he posed a question
to drummer Ignacio Berroa. “Why do
Americans sound so funny when they try
to play Latin music?” Berroa, ten-year
veteran of Dizzy Gillespie’s band, replied,
“If you don’t have the right rhythm sec-
ton, the music will sound corny.”

L 18 ] FEBRUARY 1996
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“That’s something I have always criti-
cized.” explains the Cuban native. “If jazz
musicians would call the right cats, they’d
get the real thing.”

On Berroa's Mastering the Art of

Millares

Benny

Afro-Cuban Drumming video, he clears
up the past 20 years’ fusion-funkified
Latin debacle, deciphering such elusive
rhythms as bembe, cascara, abakwa, dan-
zon and montuno. Look behind Steve
Gadd’s stylized mozambigue or Dave
Weckl’s slick songo and you'll hear the
traditional rhythms Berroa so eloquently
performs.

“When people play Afro-Cuban
music, they usually play too busy,” says
Berroa. “My goal is to teach drummers
they don’t have to play so much. In the
old days, Art Blakey or Philly Joe [Jones]
would play a rhythm that would fit and
drive the music.”

The montuno-based ride cymbal pat-
tern in Ex. A is familiar to most jazz
drummers, but Berroa adds a sparse bass
drum figure that alludes to the bass play-
er’s pulse, not the overused songo or bay-
onne. “This is what I might play on
Dizzy's vamp in ‘Night In Tunisia.’
Something very simple, yet the founda-
tion of Afro-Cuban rhythm.”

Ex. B modifies the cymbal and tom
pattern slightly while dropping most of
the bass drum notes. This gives the beat
more of an edge while lending urgency to
a bridge or an out section. In Ex. C, a
samba bass drum is added to the mon-
tuno pattern, while the snare drum plays
a loose clave (the heartbeat of Afro-
Cuban music).

“You can play the rhythms any way
you want, but you have to understand the
foundations of the rhythm. Then if you
want to funkify it, that’s cool. If someone
thinks a beat is too Afro-Cuban, then you
can add a different flavor to it. No one is
going to kill you for stretching out a bit.”

Fig. A
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Making coel,sounds. That's pretty
much the purpose of ajf multireffeces
Processors, and a task that the Sony
HR-MPS executes extremely well, It aj|
starts with oyr dual-effects block arch-
itecture. Each black boasts both an
effect and an equalizer. These can be

used at the same time to Create the

S ONY POWER -

w7, D= Dl Il = N feveass - \»
T =rey PIR e r
MU g b L0 : rs,Ave -
_—

PUSH C.)N,“OfF - .’J o=
~ il PRESST '
O T EAPsY e
. ‘ CH1
- '
PEDAL INpUT = ), SIGRAL

THAT SOUND

choice of 3 serial, parallel, or dual
mono configuration, Throw in the fact
that each preset can pe pProgrammed
with a different conﬁguration, and it
all spells ope magical word: versatility,

With the HR-MPs, you get an
abundant variety of effects, 5 in all,

These include Delay, Chorus, Flange,

quality that’s petter than expected
for the price ... smooth reverbs, digital
clarity but with 4 warmth that sounds
distinctly undigital "

Yes, the Sony HR-Mps. It's versa-
tile, convenient, affordable, and great
sounding, In conclusion, allow s to
leave you with Some quotes| from

Keyboard Magazine, who wrote, “| clean

|SYSTEM

MuLT PROCESSOR HR-MP5
e

PRETTY CooL

Pitch Shift, Reverb, and Dynamic Filtering,

AS WELL,

and smooth presets... the display js

Add to the meny 100 pre-programmed big, bright and packed with information

and 100 user-definable Presets, and it's - friendly, €asy-to-understand il:ons at

€asy to see that the HR-MPS has 5 fully Every tum. .. this yser interface is] one of

stocked effects buffet. the best we've seen,.. A+ for Sony, "

But don'e just take oyr word for What more can we say? Fo% Mmore

information. 1]} l~800~635~SONY,

SONY

it, listen to what the experts are

saying. Such as EQ Magazine, “Sound ext. MP5,

©1995 Sony Electronics Inc. Alf rights reserved, Reproduction in whole or in part without writgen permission js prohibited. Sony isa trademark of Sony.

“EQ, August 1994 »u Greg Ryle, Keyboard Magazine, April 1995+



B, enver-based trio 16 Horsepower
8 makes fine music for weeping.

| The band’s earthy, folk-tinged
songs render liquored-up

" moments of despair, lonely

! breakdowns, and crippled

romances in stark detail. The
music’s vaguely mysterious vibes are
underscored by the band’s instrumenta-
tion—wailing slide guitar or keening con-
certina set atop pulsing stand-up basslines
and parade snare syncopations.

David Eugene Edwards, who functions
as the band’s master of guitar, banjo and
concertina (actually a turn-of-the-century
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bandoneon), says that 16 Horsepower’s
dusty melanchelia is a reflection of the
members’ love of traditional musics.
“We've listened to Bob Dylan and
Leonard Cohen, but the real common

16 HORSEPOWER

DEBUT ALBUM:

SACKCLOTH "N* ASHES
LABEL: A&M
RELEASE DATE: FEB. &
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bond is in traditional music,” he says. “The
thing I like most about that kind of music
is that it speaks plainly—it’s very truthful.
And usually the truth is pretty sad.”
Conversely, the tale of 16 Horsepower
is a happy one. Three years ago, working
as a carpenter in Los Angeles on Roger
Corman film sets, Edwards encountered
fellow woodworker Jean-Yves Tola, a Paris
transplant and a jazz-trained drummer.
The two discovered musical compatibility,
and before long had relocated to Denver to
pursue their muse in a town with lower
rents. There they teamed with Keven Soll,
who not only worked with wood but built
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his own basses. Within a month they were
playing in clubs.

“Our sound happened quickly—it just
seemed to come out of the kind of instru-

ments we were playing,” says Edwards.
“We got a really good response when we
played out, but it wasn’t the typical rock
show response. People wouldn’t scream
and go crazy—they’d just kind of stand
there drop-jawed, staring at us like, ‘Are
you guys for real?””

In the crowd one show was Jamie Fraser
of Ricochet Records. He picked up a 16 HP
demo and upon his return home insisted
that Jeff Suhy, a friend in the A&R depart-
ment at A&M Records, give it a listen.

“He rarely ever stops in and makes me
listen to something,” says Suhy. “So when
he did, I knew I needed to pay attention. It
was pretty obvious that they weren’t of the
moment. They were doing something soul-
ful, with much deeper roots. Frankly, [ was
blown away. They happened to be opening
for Rev. Horton Heat the next weekend, so
I flew to Denver, and as much as [ enjoyed
the tape, it was totally unexpected how
amazing the show was. After a couple of
conversations with the guys, I knew this
was a band I wanted to deal with.”

Suhy’s enthusiasm convinced the band
that he was the right A&R man as well. “I
guess it’s a little like some movie,” chuckles
Edwards, “where the label guy hears the
tape, makes the call, and jumps on a plane.
But it didn’t feel odd to us. It felt like that
was the way things were supposed to work.
We had a ton of other people call us right
after that who just seemed to be dragging
their feet. We liked Jeff’s initiative, and we
really didn’t want to talk to anybody else
because he’s the one who made the effort.”

The band also appreciated the initiative of
producer Warren Bruleigh (Violent
Femmes), who, after seeing a show, called
the band just before Suhy did to offer his
services if the band ever got a record deal.
Sure enough, Bruleigh was behind the
boards when the band cut Sackcloth *n’
Ashes at Ardent Studios in Memphis. “It’s
almost beyond belief how easily everything
came together for this band,” laughs Suhy.

The only difficulty they’ve confronted so
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far is that the album, finished last April, has .
been held up by the label’s release schedule.
But that potential morale-sapper was
resolved last August with a self-titled EP

that was recorded at A&M but released by
Ricochet. “Loaning out a band for an EP
would have been considered insane at one
time,” says Suhy. “And it did get some

raised eyebrows from our legal department.

talent

flannon Driving a cab can give

But Menm
makes the best of it by turning the toil, tra

anyone the blues. Shannon
vail and human comedy of hackwork Into
soulful, wittr blues originals. The New
Orleans singer/guitarist/songwriter com
bines mainstream urban funk with the rich
tradition of CZrescent City on his debut
A Cab
Blues (Hannibal). Shan-

album Driver's

non's inspired perfor-
mance is interspersed
with candid conversa-
tions recorded in his
cab, as everyone from
disgruntled hookers to
aive tourists bends his
sympathetic ear. “That
idea came to me after |
had cut the album,”
Shannon explains. “I
50

hours of chitchat with

recorded about
my passengers on a

cheap little mono cassette player, and then
| picked out the best stuff.”

Songs like “Play the Guitar, Son" may
well emerge as contemporary bwes stan
dards. And if that happens, Shennon can
abandon his checkered career and make
music fulltime. “My goal,” he says, “is not
to be a cabdriver a year from now."

-Ben Sandme’
thiree They may resem-
ble the crunch and crash of Pearl Jam, but

this Virginia quartet takes a less blatant

M U S I C1l AN

But not only did it return a favor to Jamie,
it was also a good way to get word out
about the band and it gave them something
to work with while touring. As it turns out,
they’ve been selling 60 EPs a night at shows
and having people ask them to sign their
arms and their clothing. That’s not normal-
ly what happens for a band that no one’s
heard of.”—Chuck Crisafulli

approach, both instrumentally and lyrically.
Building songs with poetry and sparsely
powerful arrangements, Seven Mary Three
reach beyond tormemted navel gazing to
illumined self-disco . "I think our music
goes places that are very different from
Pearl Jam," says lead vocalist and song-

writer J. Ross. “There's no inrer tribulation

or tragedy that makes us want to build a
wall between us and our listeners. What you
hear is what you get.”

Originally signed after a Forida radio
station was deluged with calls after playing
the single “Cumbersome,” the group

orded American Standard for Mammoth
“There are themes on American Standard
that stsoke the outer surfaces of forgive

" says Ross. “It's about trying to have
compassion for people who are truly alien-

ated from society, the real outcasts. That's

Patti Perret




talent

entirely different from self-alienaton where
vou isolate yourself from everyone ~

Their varied style depends on both traci-
tion and experimentation. “People are trying
to peg us as the t-adizional rock bend. We're

{ \iteven mary three

“If there's a Bass Station in yaur studio,
you're gonna use ifl"

Dara Turetsky
(NY Producer/ Studio owner)

not struggfing to define our scund, but every-
one so quickly wants to define it for us.”

—HKen Micalle*

HeALer MOVa “Wher | was seven. my
parents came into my roor im the middle of
the night, because they’'d heard a noise,”
recounts heather Nova. “l was sitting up in
bed, asleez, holding a table famp like a gui-
tar. | said, '‘Daddy said | ccu-d go on tour.”™

Nova's. dream is coming true. Oxster
combines gritty content with elegant pop tex-
tures, wsirg sophisticated tunes and savwy
players, including a cellist, to tell candid sto-
ries of lust and abuse. * t's easy to write
cleven songs and sound gooc. The hard thing
is being real.”

Raised on a sailboat in Bermuda and
educeted at the Rhode !sland School c¢f
Design, Nova did time on tne London clud
scene, releasing a live alcum and an L2 ¢f
home recordings prior tc Qyster. Thcugh

BS-1 $649.95

brimming with confidence, Nova professes
surprise at ‘incing an audience. “It's weird—
you write thes2 little songs im your living
room and thousands of peopiz 2rd up relat-
irg to them.”

Delusions cf grandeur haven't seduced
Heather Nova yet, however. “Wher | started,
ny goal was to ma<e an albun-. Naw, | wanna
n-ake another dlbum.”—Jon Young

Enovation
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Kwaku Alston

"The [BASS STATION Is a big'fat bass synth
In a small skinny package. Thanks to the
analog style interface. creating saunds is
a breezel”......

David Rosenthal
> {Keyboordist for the Billy Joel Bond)

"BSR-1 $799.95 Get the 4-1-1 from:
ALL THE CLASSIC ANALOG SOUNDS (INCLUDING THE TB-303)

Enter the Bass Station Demo Contest! Send in your best demo songito get o the 96'«demo QD & win the Iatest NOVATION gear! Detoils insida owners monuol
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BANDS YOU NEED TO HEAR

in a world awash in formula pop, in a business vLere
image is too often a viable alternative to talent, these ten
acts, chosen by the arbitrary but well-informed seers at
Musician, deserve more attention than they have gotten so
far from the public at large. With next year lurking around
the corner, we're hoping
that our top ten will break
Iin a big way. By checking
them out now, you can tell
vour friends that you beat
the curve—vii:h a little

help from Musician.




’m just a litle kid with a really

big mouth,” laughs sampling

artist extraordinaire Tricky. “And

I’'m in the best business possible

for a kid with a big mouth and a

sampler.”

For exhibit A, there’s his debut
album, Maxinquaye. Packed full of
playfully seductive rhythms and engag-
ing layers of sonic texture, the record
handily explodes the genre cubbyholes
around rap, hip-hop, techno, and acid
jazz, and offers some of the year’s most
heated lyrics (“1 fuck you in the ass,
just for a laugh”) as well.

“It was a demo album really,”
shrugs the 27-year-old Bristol, England
native, who previously worked with
that town’s dance-hop unit Massive
Attack. “Just me working at my place with
a Mackie 1202, an Akai S$1000, and a few
cffects. I tried to re-do a couple of tracks in
a 24-track studio and they just didn’t
work. The vibe that gives me that corny,
funny feeling in my upper body just was-
n’t there. So we put out the demos.”

One of Maxinquaye’s most successful
cuts is an ingeniously reimagined cover of

Public Enemy’s “Black Steel In the Hour of
Chaos.” With Tricky’s vocalist partner
Martine casually purring Chuck D’s rage-
drenched words, the producer fills out the
track with a mix of mutated tabla rhythms

—

and perky, B-52’s-style punk guitar. “I
knew it was going to work,” says
Tricky. “I fucked around with some
Indian religious music to make that beat
up, and I'd had it for ages. As soon as
Martine sang it, | knew we’d gotten it
right. And Chuck liked it. He came up
to me at a party and said “Thank you’
and all [ could say was “Thank you.””

Tricky started his career crashing
dance parties in Bristol and fighting for
the mike, but he’s now a busy, much-
in-demand talent. He’s produced
tracks for Bjork, done remixes for
Stevie Wonder and Yoko Ono, and
released pseudonymous singles and
EPs at a daunting clip. Recently, he
completed a new Tricky album in a
three-week binge at his home studio. Still,
he is determined to keep intact his happy-
kid approach to the world at large.

“I don’t want to learn too much,” he
laughs. “I can’t pretend to know what I’ve
been doing so far, but it’s worked out quite
nicely. I certainly don’t want to start grow-
ing up now. | figure growing up 1s not my
greatest strength—Dbeing naive is.”
—Chuck Crisafulli

Deverli Weekes

D Raven

lues singer/guitarist Dave Thomp-

son’s brawling sound has been

bred in venues off the beaten

track. Like Booba Barnes’ Place, a

Greenville, Mississippi juke joint

operated by Thompson’s former
employer, a fellow bluesman.

“It’s a rough place,” says the plain-spo-
ken Thompson. “Nelson [Street, in
Greenville] is a rough scene anyway. All
the clubs on that street, the run-down
places and stuff like that, just bad joints.
They ain’t no up-to-date clubs.”

The ofttimes violent life in those joints
is sublimely captured on Thompson’s
debut Little Dave and Big Love. The
album, released by Fat Possum Records,
has established Thompson
as the latest in a line of fiery
down-home blues artists
whose harsh, exciting music
has been skillfully docu-
mented by the small Oxford, Mississippi
label. At 25, Thompson is the thrilling
young lion of the bunch.

Thompson has been playing guitar
practically since he was old enough to hold
26
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one: His father, a gui-
tarist and drummer him-
self, bought Little Dave
an instrument at the age
of nine, and schooled
him in the music of
Jimmy Reed and Muddy
Waters. By his carly
teens, Thompson was

backing up  gospel
groups like the all-
female quintet  the

Greenville Letts. At 15,
he began playing with
Booba Barnes in some
of the less exclusive

joints of Mississippi.

DAVE THOMPSON

Recruited by Fat Possum as a featured
performer on the debut album by Junior
son David Malone,
Thompson stepped out on his own with

Kimbrough’s
Little Dave and Big Love, which showcas-

M U S 1 CI AN

es his sizzling single-string

and slide playing, bluntly
moving songs, and impas-
sioned singing.

Thompson’s immediate
goals remain humble. “I want to do well in
life, as far as havin’ things. Just bein’ able to
live comfortable, and to be able to do
somethin’ for somebody that needs some-
thin”.”—Chris Morris
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azz is a serious business, an art
form to be approached with cau-
tion and sobriety . . . not! One
imagines Jacky Terrasson deflating
dousing  the

guardians of the pure flame, with a
deft melodic tweak and a playful para-

phrase from a Disney theme.

the academics,

Since winning the Thelonious Monk
Jazz Piano Competition back in ’93, the
29-year-old Berlin-born virtuoso has
torched the club circuit and heated up the
charts with two trio albums on Blue Note.
The first, Jacky Terrasson, released in
January 94, ran several standards through
some of the cheekiest
arrangements  they’ve
ever experienced, in-
cluding an astonishing
accelerando and ritard
on the front and back, respectively, of “Bye
Bye Blackbird.” Terrasson’s latest release,
Reach, out this February, tackles another
truism: the virtues of subjecting small
groups to unnaturally antiseptic recording
conditions. Rather than cut himself off
from bassist Ugonna Okegwo and drum-
mer Leon Parker with baffles and listen to

his partners from afar
through headphones, Ter-
rasson elected to record the
group with a grand total of
two microphones and un-
plug the cans.

“Everything came out
great,” Terrasson insists.
“You really capture the air;
you hear the band playing
in a room. We set up close,
just like we do onstage, so
it was like doing a live gig
in [engineer] Mark Levin-
son’s place.”

JACKY TERRASSON

Like his more established colleagues,
he feels that the public could pay a little
more attention to jazz. He does, however,
admit that his generation needs to take
some responsibility for the difficulties of
survival in a rock 'n’ roll world.

“Jazz is still considered an old thing
by the general public. The problem is

where young musi-
who really
should try to do some

cians

new stuff are being
too conservative. A
lot of that comes from how Wynton
Marsalis promotes the music. But just
because he does that doesn’t mean that he
should encourage young players to be
like that too.”

What’s the answer? Terrasson smiles—
playfully. “Three words. Buy my
records.”—Robert L. Doerschuk

Christopher

n their Aphrokubist Impro-
visations Vol. 9 album debut
(Moonshine), Bay Area
beatniks the Broun Fellinis
blend scratchy samples, pert
saxophones, slithery bass,
atonal keyboards and jarring spo-
ken-word vocals into a neo-jazz pas-
tiche that’s tough to pigeonhole.
Lyrically, much of Aphrokubist
was inspired by outspoken beat-
spawned artists like the Last Poets
and Gil Scott-Heron. Although
reedman Black Edgar Kenyartta and
new bassist Kirk the Redeemer are
well-schooled in traditional and
fusion jazz, the trio shuns such
handy nomenclature. According to
percussionist Kevin Carnes, who
slaps skins under the pseudonym
Professor Boris Karnaz, “I
try and avoid getting into
£ that jazz or acid-jazz mode
and just play music.”
One thing’s for sure: the
Broun Fellinis have, almost overnight,
become skoodle-ee-doo-wah coffechouse
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BROUN FELLINIS

cool. At each show you might see punks,

poets, rastas, yuppies, maybe even a few
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beret-and-Rayban revivalists, all
swaying side by side to the group’s
trippy, blissful groove. The band has
created a mythology to accompany
the music—they claim to hail from
Boohaabia, a dreamworld floating
off the coast of Madagascar, equidis-
tant from the Phat Temple, the
Ministry of Imagination, and the
Qasis of Surprise. Philosophies
taught there? “All areas are to be
roasted thoroughly,” quips Carnes.

How does one visit Boohaabia?
Professor Karnaz waxes an eloquent
purple: “The drum will get you there.
A few B-flats in the proper sequence
will get you there, and the Redeemer
just might let you climb in through his
bass cabinet, # you've brought him
some cashews. And if you can just let
yourself go, you'll feel that
place, feel that color, feel that
sound, and pretty soon, your
chair will be six inches deep in
sand and there’ll be giraffes all
around you, ready to take you anywhere
you want to go.”—Tom Lanham

Jim Vvarielle




ne of the most appealing things
about the pop music that’s come
out of New Zcaland over the past
decade has been its straightfor-
wardness. No big production,
few frills, just plenty of three-
minute songs, verse-chorus-verse, per-
formed sweetly and succinctly. The Bats,
arguably the finest surviving practitioner
of New Zealand pop, have put their folksy

spin on the style, but over the course of
p

four full-length albums, they’ve kept it
pretty simple too. So what’s with
Couchmaster (Mammoth)? From the infi-
nite-sustain guitars of “Afternoon in Bed”
to the pulsating six-minute drone of
“Crow Song,” the Bats’ latest release is full
of sonic surprises. More a collection of
mood pieces than a pop record, it suggests
a band interested in creating a sound
beyond the basic interplay of lyrics,
chords and melodies.

Head Bat Robert Scott confirms this
impression. “We were definitely going
more for atmosphere this time,” says the
band’s guitarist,
singer and main
songwriter. “I’d
been listening to

Almost 3 Nears ago,
Brian Wilson and Van

a lot of ambient

music, mainly German bands from the - ‘ i W‘:‘mh—-
’70s like Faust and Can, while we were obl making of the -
working on the songs. I don’t think you Beach BoystiSgsndary

could necessarily guess that from any par-
ticular track, but it affected the writing and
recording in some ways.

Smile album. Afhough the
album was never finished,

the best of what they com-

“I’ve gotten a lot more confidence on
guitar in the last couple of years,” says Scott,
who started out as a bassist and only took
up guitar after several years holding down R amd “Cabiie~ nce™—lelt
the low end for seminal NZ outfit the : 0 .

Clean. “If you listen back to the old Bats
records, the playing’s quite rudimentary.

pleted together—*“Heroes
And Villans: = Surfis Up”

Now I’m experimenting more with chords
and tunings, and 1 like to stretch out a bit.”

Oddly enough, the better the Bats’
music becomes, the less their homeland
scems to care. “All the New Zealand
bands that came up, as we did, on the
Flying Nun label are on the margins
now,” Scott reports. “Most people here
are more interested in dance music.” No
matter. As long as the Bats continue mak-
mg albums like Couchmaster, they’ll be Availale now on Warner Bros. CD'S and casseltes

. Exeeutive Producer: rard Waronke

welcome just about an)’Whel'e- Producatl and Ananged by Van Dyke Purk ©19 Warner Brosr Records ‘:H;:@
—Mac Randall
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on’t let the name put you
off. The music of

Michael
Baker

Screaming Headless
Torsos is in fact highly
approachable.  Just be
careful as vou ap-
proach—otherwise you may find

vourself in the middle of a dan-
gerous genre collision. As their
selt-titled  Discovery  debut
demonstrates, the Torsos are mas-
ters of the sudden siylistic shift.
“Word to Herb” veers from bop
to rap to rock and back again;
Miles Davis’ “Blue in Green™ gets
a reggac treatment, then abruptly
goes metal. It all should sound
jarring, but thanks to the players’
knack for finding solid hooks in

unlikely places, it doesn’t.

The current New York-based Torsos
lineup—guitarist/leader David “Fuze”
Fiuczynski, vocalist Dean, bassist Fima
Ephron, drummer Jojo Mayer and percus-
sionist Daniel Sadownick—has been

MILLIONS OF FOLKS HAVE GOTTEN THE RUN-ARO

~ NOW IT'S YOUR TURN TO TAKE & SPIN. together for over three years, but the band
' R has existed, as a concept at least, since 1984

(a couple of carlier units played around
BLUES . : ' Boston during Fuze’s time at the New

! g
TRAVELER i~ el | England Conservatory). “The original

idea for the Torsos was a combination of

punk rock and reggac with an opera
singer, because I was into both Bad Brains
and Nina Hagen at the same tume,”
Fiuczynski recalls. The opera singer’s long
gone now; in her place we have Dean, who
can glide effortlessly from smooth R&B
stylings to punky shricks and snarls. (He’s
a mean yodeler t00.) Ephron, Mayer and

Sadownick make a mega-rhythm secction,
THE FOURTH AND COOLEST ALBUM

never straying far from the funk even

FEATURING THE HIT SINGLES: RUN-AROUND AND HOOK . ; .

: - . : when they’re tackling nasty time signa-
Y5 o S wres. And Fuze’s playing and writing
ALSO BUAILADLE brilliantly blend jazz knowhow with a
love for heavy riffs.

“I'm not a composer,” says

Fiuczynski. “I’'m more of a hunter-gather-
er. 1 like certain grooves and certain har-
monies that you don’t usually hear over
those grooves, some wild singing and

playing, and some exciting spices. The
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harmonies we're using are nothing new;
just listen to Jack Walrath, Billy Hart ar
George Russell. You probably won’t hear
those kind of harmonies in a house tune,
though.” And there lies the beauty of

DLESS TORSOS

Sereaming Headless Torsos: When they
play a “house tune,” as on “Cult of the
Internal Sun,” it’s a feast of complex
extended chords worthy of Bill Evans.
Not only that, but the groove is in 15. All
this cleverness would make little differ
ence, of course, if the result didn’t rock
rovally. But if it didn’t, why would we be
telling you about it?— Mac Randall

arnation is a band, sort of. “The cur

vent lineup is the third group to

work under the name Tarnation,”

notes singer/guitarist Paula I'razer,
leader of the San Francisco combo,
adding philosophically. “You can’t
expect other people to follow vour vision.”
Indeed. the Tarnation responsible for the
stunning Gentle Creatures split before its
release on 4AD last summer. Unfazed,
Frazer recrutted “more dynamic” Tucson
natives Alex Oropeza (guitar). Bill Cuevas
(bass, lap steel) and Joe Byrnes (drums), w ho
also have their own thing going as Braken
Horse, to fill the void. “They’re into a lot of
the same things as me, wlich I didn’t share

with the previous band,” she says, citing
Nick Cave and Enmo Momcone.

Frazer’s music is a deceptively complex
blend. She readily
ac-knowledges
the influence of
Hank  Williams
and Jimmie Rod-
gers, evidenced by her blue vodel, not to
mention Roy Orbison and Patsy Cline,
but also grooves to everything from Led

WHAT STRINGS
DOES A
LEGEND USE?

TARNATION

Zeppelin and the Pretenders to Joy

Division and Massive Attack. Anything
except modern country.

“I can’t listen 10

i, even far fun.

Country music

used 1o be all emo-

tion, but now it’s

just surface. Today, it seems like vou get

booted out of Nashville once you hit 30.”

The daughter of a Presbvierian minis-

HEAR JACK BRUCE AND FRIENDS LIVE IN COLOGNE-
CITIES OF THE HEART (CMP CD 1004)
FEATURING THE MUSIC AND MUSICIANS THAT BECAME

JACK'S FABULOUS NEW BAND
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ter and piano-teacher mom, Frazer grew
up in rural Georgia and Arkansas. She
drifted to San Francisco in the early ’80s,
where her dues paying encompassed
both punk rock and a 16-woman choir.

Along the way, Frazer found a day job
in archaeology, “writing numbers on tiny
pieces of rock” before graduating to lab
work and on-site digs.

She’ll have to kiss that glamorous
career goodbye if more people discover
Tarnation’s wonderfully moody tunes.
“My songs might not be punchy
enough for mainstream radio,” she says
blithely. “Although Tarnation may not
be another Alanis Morissette, I can see
doing as well as k.d. lang, possibly.”
—Jon Young

es, they do have a much higher
profile than our other nine picks
for ’95. Scoring a smash hit with
your debut single can’t help but
raise your recogniz-
ability quotent. But
the fact remains: That sin-
gle—1993’s “Creep™—is still
the only major commercial
Radiohead’s had.
That’s bound to mystify any-
one who's heard the Oxford
quintet’s latest release, The
Bends (Capitol), which opens
with the heavily echoed piano
chords of “Planet Telex,”

Success

closes with the moody guitar arpeggio of
“Street Spirit,” and is damn near flawless
in between. If music like this doesn’t lead
to superstardom, then the world’s in even
worse shape than we thought.

As is so often the case, the singer’s got-
ten all the attention. And no doubt about it,
Thom Yorke’s a fantastic frontman; his

RADIOHEAD

droopy eyes and manic antics make him a
stage magnet, while his sinuous vocal style
perfectly conveys the depths of bitterness
and longing in the band’s songs. But what
really makes Radiohead special is their skill
as arrangers. A three-guitar band can casily
become a trainwreck. That this one doesn’t
is a testament to the value of listening. Jon
Greenwood, Ed O’Brien and Yorke aren’t

Danny
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out to blow each other away. Instead,
they’re interested in devising parts tha fit.
The result: intricate textures that continue
1o reveal new layers each time you listen.
Coming off nearly a year and a half on
the road, Radiohead entered the studio for
the Bends sessions with newfound confi-
dence and a willingness to experiment.
Aiding in the experimentation was pro-
ducer John Leckie, best known for his
work with the Stone Roses and XTC'’s

psychedelic alter egos the Dukes of
Stratosphear. “He demystified the whole
process of recording,” Greenwood recalls.
“That helped us realize how to use the stu-
dio. Most studio people are reading sci-
ence magazines about sound; ask them
what music they like and they give you a
blank look. It had always been hard for us
to be musical in that environment. This
time we found ourselves.” It’s a discovery
that all can enjoy.— Mac Randall

Revolution

Equitek E-200

Introduced in 1989, as the Equitek Il

the first microphone under a $1000.00

featuring:

* State of the art servo head amplifier,
eliminating coupling capacitors phase
anomalies and feedthrough distortion.
High SPL capabilities (148dB),
providing tremendous ballistic integrity
Non capacitive 20dB pad
Proprietary H-frame internal shock
mount, isolating capsules from
most vibrations
High fidelity audio reproduction

CAD created a revolution in the
microphone industry by redefining high
end performance and great value. With
continual enhancements the E-200 has
established a bench mark which remains
to be equaled or excelled.

Every hour of every day, in thousands

of project and world class studios around
the world, Cad Equitek servo-condenser
microphones continue to provide a
unique level of performance, with a
unparalleled return on investment.

Also available
in matched
pairs.
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lot of times people have said to
me, ‘I was at your show and hear-
ing this really wild guitar playing
and [ was looking at this guy and
then I realized it wasn’t him play-
ing—it was you!””

It’s a mistake Rosie Flores can shrug
off these days. Years of charismatic live
performances have won her a cult reputa-
tion as the queen of the south-of-
Bakersfield sound. And with Rockabilly
Filly, her most recent offering for High
Tone, more of the mainstream is taking
note of Flores’ talents as a hot-shot gui-
tarist, an engagingly personal songwriter,
and a vocalist whose jazz phrasings and
understated soulfulness bear comparison
with the best pop singers.

Flores’ beloved Fender Strat includes a

ROSIE FLORES

vintage back pickup with two newer ones
up front, a mid-range boost, a shaved neck
for easier hand movement and a light-
weight body Flores lifted off a cheap
Squier Strat, “because the original was so
heavy it made my shoulder ache. It’s a bit
of a mutt but I wouldn’t trade it for a mil-
lion bucks.”

Her axe is a good metaphor for
Flores’ musical style, which pulls togeth-
er strains of classic country (check out
her Pete Anderson—produeed Warner
Bros. debut, a collector’s item slated for
reissue in '96), the original folk-rock
songs and arrangements which pepper
After the Farm and Once More with




’m the kind of person
who, when you come to
my house for a visit,
starts playing my favorite
records for you before
you’ve hung up your coat. It’s
“Have you heard this?” and “Wait ’ul
you hear that!” and “Check out the
new so-and-so!”

I can’t help it. I've been doing this
ever since I learned how to operate
my family’s old RCA Victrola back in
the prehistoric 1950s. I was born to
share music.

I managed early in life to find a
socially acceptable way to fulfill my

“vocation”- [ went into radio. It was

contemporary recording glut,
I was skeptical. For me, the
presentation of music has
always been a distinctly
personal — not corporate —
endeavor. But I was curious.
So, I met with Steve and
Martin and was soon con-
vinced that they meant to do
something real...and very hip.
They impressed me with
their desire to create a vehicle

radio’s boring formats but

s

SWE

Famed

sampler of terrific current
recordings from artists who
have never stopped believing
in the ideals of free musical
expression.

The key word here is
independent. We are not
dictated to by Time Life
it’s just me, Steve and
Martin calling the shots.
We are not an extension
of the record industry’s pro-

J
R

New Yort DJ . . i
that would Jppeal to people Vin Scelsa wimss uh mongnal machine. We do
who complain about having cith Time-Life Music Dot give, sell or barter slots
no way to learn about new . ""; r‘” ke on our CDs/cassettes to

. . Wit e o
music; who have given up on =g / o record companies so that

they can push their latest

WHY AM | S0 DETERMINED T0 GIVE YOU A CD
OF THE BEST NEW MUSIC FOR ONLY $2.99?

1967 when a handful of kindred spirits
infused the previously neglected FM
airwaves with a deluge of sound,
breaking the boundaries of rigid Top-
40. It was the Golden Age of Free
Form Progressive radio — it lasted
about two minutes. Once the suits and

Your first GROOVES

exciting new songs
by both new and
established artists:

the salesmen saw the
dollar signs on the
wall they quickly
put a stop to our
romp through the
airwaves. [t was
“good-bye free
form fun, hello

volume features

John Hiatt
Lisa Loeb
Teenage Fanclub
Drivin’ N’ Cryin’

Ben Folds Five playlist from
Pretty & Twisted hell!”
e Health g.h B Which
appiness Show .
T:: Fabulous brings me‘ -
Thunderbirds GROOVES.
Tracy Chapman When these

two guys from
Time-Life Music
called and asked me to get involved
in creating a CD and magazine
that would serve as a sampler of
contemporary “adult” rock ‘n’ roll
geared to people who have always
loved music but feel lost in the

Plus 7 more

CALL 1800-583-6829

- \————_——————————————————————-I

don’t have Beavis and Butthead’s taste
either; people who would naturally
love an Aimee Mann or a Son Volt if
only they had the opportunity to hear
them. The missionary in me could not
resist signing on as Editorial/Music
Director of GROOVES.

B So here’s what we are: an inde-
pendent CD and magazine dedicated
to filling a void in this country by
bringing to our subscribers a carefully
selected and creatively programmed

project. We pick the music and license
the right to use it here. We are not
interested in presenting “hit” records
(although some of our selections will
qualify as such). We won’t insult your
intelligence with one-shot wonders,
singling out the only worthwhile track
on otherwise mediocre albums. We will
follow our ears, hearts and instincts in
picking our music (the same way I've

(Continued on next page)

[ 1Yes, Vin, ’'m definitely interested in listening to

GROOVES free for 10 days.

If 'm not convinced it’s fantastic, I can send it back and owe nothing. With no obligation. Ever.
If I decide to keep it, I'll pay just $2.99 (plus shipping & handling: $1.83 for cassette or $2.33 for CD).
I'll also have the opportunity to try future volumes — every other month - for 10 days
risk-free. If I decide to keep any future volume, I'll pay just $11.99 for either CD or cassette (plus
s&h). But I'll never be obligated to buy anything. And I can cancel at any time.
Offer expires 2/29/96.

Check one: CD TGARPI Cassette TFARE6
Name
Address
City
State Zip
SEND NO MONEY
Mail card or call 1 800-589-6829
(24 hours/7days)
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Introducing GROOVES.

The great new way to discover new music.

Each CD or cassette comes with:

m 16 new songs —over 1 hour of music.
m A 16-page mini-magazine that gives you
the stories behind the music and insights into

the artists.

& An exclusive 10-day free trial that gives you
a chance to listen with no obligation to buy.

& Our unconditional money-back guarantee.

For anything. Any time.

A new GROOVES volume comes out every other
month. If you decide you like GROOVES after this
special $2.99 trial offer, you'll have the opportunity
to sample new volumes, risk-free, for ten days.

approached programming my radio
show for 27 years).

@ Our goal is to draw attention
to quality work by artists with
staying power — whether veterans
like David Byrne and The Band or
newcomers like Lisa L.oeb — meaningtul
music that transcends the moment and
has the ability to play an important parr
in our hives.

We want to avoid the pitfalls of
pigeonholing music. Just because
Buffalo Tom come from the alternative
college scene doesn’t mean their
music can’t appeal to a broader older
audience; just because Ani DiFranco
has “folkie” roots doesn’t mean rock ‘n’

rollers won’t dig ‘
her. (Oh, I know

you get the point;
it seems so obvious
- but you would be
surprised how few
people in the music
industry under-
stand that age and
taste are relative
concepts.)

B Think of
GROOVES as an
adult alternative
radio program
that comes in the
mail rather than over the airwaves.

[

|

Imagine we’re like that music junkie
you know who’s always making tapes of
his/her current favorite songs and
sending them to friends. \Ve approach
our mission here with the same zeal
and fervor that attracted us to music in
the first place. GROOVES is,
above all, a labor of love.
\We've assembled a
great writing staff
and have a terrific
design director
(who actually
likes words
imagine that!)
\Ve’re using

recycled paper and we’ve designed a
package that allows you to store the
magazine and compact disc together,
in a size and shape compatible with
the other CDs in your collection.

B We want to entertain you with
writing that’s both informative and fun,
and with a recording that serves not

| only as a “sampler”of contemporary

music, but exists as a cohesive entity
designed for repeated listenings, with
thematic and lyrical threads that weave
through the sclections to create a
whole which more than equals the
sum of its parts.

B So why only $2.99? We didn’t
want price to stop you from trving
GROOVES. So we're giving it to you
at the special introductory price of just
$2.99 (plus shipping and handling).
That’s a savings of $9.

So call us. Listen to GROOVES.

‘The great new way for you
to discover today’s
best new
music.

GROOVES. ABIFFERENT TUNE FROM TIME-LIFE MUSIC.
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Where
Does Your

Passport
Take You?

“I'm always touring, so | have to do a lot of
writing and arranging while I'm on the road.
I had to find transcription software that was
easy, quick, accurate and had professional
looking results. Encore is that product.”

“Encore has really made my life
a whole lot calmer. | can quickly add
a new string section to an arrangement,
extract the parts and give it to the musicians
in plenty of time for rehearsal. When | bought
my computer | purchased two things along
with it, a different notation program and
aspirin. Now that I'm using Encore | don’t
need the aspirin!”

Charles Floyd works as Natalie Cole’s

musical director, is a guest conductor for
many symphonies, including the Boston
Pops, along with being an outstanding
composer, classical

pianist, recording artist

and choral director.

Encore 4 has

established itself as

the professional

standard for

composing, arranging

and publishing music.

Why waste your time with anything else.

Get Encore today wherever fine music

software is sold

Call (415) 726-0280
for a dealer near you.

Passport Brings Out
The Musician In You.

Photo by Joanne Cortes
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Feeling, and the inspired electric swing of
Rockabilly Filly—a career arc that
coheres naturally, even as it defies easy
category. That's the way Flores likes it,
and if her way hasn’t proved the quickest
route to stardom, she’s discovered deeper
rewards.

“Somebody asked me the other day,
‘Don’t you want to be a big star?’ And I
said, ‘Well, I'm a little star in a big
sky.””—Mark Rowland

here’s something scary about the
kind of momentum John Medeski,
Billy Martin and Chris Wood build
together. Other groups mix ele-
ments of jazz, hip-hop and neo-
punk too, but where most of the

time the results feel like oil and water,
these guys make it more like oil and fire.
It’s not about blending styles; it’s about
banging them head-first and watching
them bleed.

Jazz is the first ingredient in the MMW

MEDESKI MARTIN & WOOD

TOWER OF SONG the Songs of

Leonard Cohen

b
‘ |

1 3songs

from some of his great@s
Available no¥

Executive Producers: Kelley Lyrel
Suparvising Producor: 8 !

as FEBRUARY 1996

/J {,"

featur g
Don g:\gley

Elton John

The Chieftains
- Trisha Yearwood

Martin Gore
P_gt r Gabriel
YN,

Aaron Neville

Suzanne Vega
Willie Nelson

Jann Arden

01965 ABM Nocards, I6C, AN mgits rversest

MU St CLl AN

mix, though Medeski’s Hammond B-3
lines are about as close to Jimmy Smith as
Coltrane is to Boots Randolph. No
stranger to the blues, he often ditches the
chicken shack for more mutant hangouts,
from an avant-tango dungeon in “Last
Chance to Dance Trance (Perhaps)” to a
day care center for chil-
dren of the deranged on
“We’re So Happy,”
both on Friday After-
noon in the Universe
(Rykodisc).

This fusion of retro
gear and John Zorn-
esque attitude finds its
reflection in Wood’s
string-snapping  style
on a 75-year-old Pfre-

Martin Gallina Jones

schtner acoustic bass.
Meanwhile,  Martin
struts his street beats on
a Rogers kit with old
Zildjian cymbals and a
bunch of found percus-
sive objects, including a
piece of metal that fell
into his Brooklyn loft
from Manhattan Bridge
one providential night.

In the end, the odd
parts fit together per-
fectly. “We’ll play one
groove for an hour, just
to find one bar of
melody,” Medeski says.
“It’s pretty much how a
composer writes by

himself, but
there’s three of us, it

since

just takes a little
longer.”

—Robert L. Doerschuk




ANNOUNCING THE GREATEST IDEA
IN THE ART OF SINGING

© ROBERT GANSERT 1980

Why is the Gan-Tone Method described in SINGING
ENERGY a great discovery?

The Gan-Tone Method introduces BODY FUSION, the
GAN-TONE BEAT and the unknown PELVIC-PERINEUM
DIAPHRAGM at the bottom of the torso which produce the
GAN-TONE VOCAL INSTRUMENT that creates a new sound by
imposing a Beat Frequency on the singing voice!

How does the Gan-Tone Method create the GAN-TONE
VOCAL INSTRUMENT?

Through Jaw, Larynx, Body Fusion, the singer imposes
5 to 7 Gan-Tones (vibrations) per second on the natural
singing voice.

This frequency organizes body muscles into a piston action
through the fused body to the Pelvic-Perineum Diaphragm at
the bottom of the torso, causing vocal cords vibrations to be
projected from this new diaphragm and resonated in the head
cavities.

Involvement of the entire body in projecting the singing
voice results in:

* More Power

* More Range

® More Control

¢ More Brilliance

® No stress on the vocal cords, preventing Hoarseness and
Fatigue.

Introducing SINGING ENERGY, the book that
presents the Gan-Tone Method, the state-of-the-art
for producing the singing voice!

Develop a beautiful singing voice for ROCK or
OPERA!

Professional singers! Retain your voice for many
years — whether POPULAR or CLASSICAL — with
the Gan-Tone Method!

INGING ENERGY
g s 324 pages.
GAN-TONE METHOD or VOICE PRODUCTION Herd Cover
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©1988 GAN TONE PRODUCTIONS
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" This much we know: Sometime

on the morning of September 18,
1970, Jimi Hendrix died in Lon-
* don, just a few months shy of his
28th birthday. & Yet even on the
day he died, controversy swirled
around the issues of how, when,
and why. In the years to come,
fawsuits would volley back and
forth between his former friends &
and associates. Examinations by
the press and the police would do
little to clear things up.
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or as long as this storm
s raged, Monika Dannemann has stood
its center. A handsome German blonde,
. met Hendrix on January 13, 1969, in

;as with him on the
th in her garden suite at
arkand Hotel, a residential inn. On
Al parties agree. Beyond this, agree-
i dissolves into bitter dispute.
hat’s at stake? The image of who
rix actually was, and the story future
géfgrations will accept as the true account
of his final days.

In 1995 Dannemann upped the ante by
publishing The Inner World of Jimi Hen-
drix. This lavish memoir traces her version
of her life with Hendrix. It recalls their
meeting in a Diisseldorf bar for what was
supposed to have been a photo shoot but,
as she remembers it, instantly transformed
into two souls joining as one. From that
point, Dannemann outlines their relation-
ship as a series of intense meetings over the
next few years, with long and frustrating
periods of separation. She recreates their
conversations in detail, on subjects mysti-
cal and mundane, from numerology and
astral travel to Dannemann’s cigarette
habit. (Hendrix was against it.)

More crucial is her account of his death.
Given her prominence and, in some quar-
ters, credibility—her book begins with a
signed affirmation from Jimi’s father, Al
Hendrix, that “my son Jimi Hendrix was

engaged to Monika Dannemann and . . .
they planned to get married”—her version
of what happened is already on its way to
being accepted as fact.

Or is it> New evidence, in the form of
testimony delivered by witnesses to
British authorities and to Musician, raises
questions about Dannemann’s story.

Love or Confusion?
According to her memoir, Dannemann’s

meeting with Hendrix was kismet. The
moment he first appeared, walking into

that bar in Diisseldorf, she writes, he head-
ed “straight in my direction, to sit down
right next to me. . . . Jimi asked me all sorts
of questions, and seemed to want to know
everything about me. . . . After a while he
asked, ‘Do you want to be my girlfriend? . ..
I want you to be my girlfriend and my
lady. I’ve been searching for you for a long
time.”” She recalls that they spoke for two
hours before the band had to leave for
Cologne. She was “too confused” to
accept his invitation to join along, and
“shocked” when “Jimi suddenly took me
in his arms and kissed me. . .. Within two
hours he had managed to trn my life
upside down.”

The next day, the 14th, Dannemann did
travel to Cologne to catch Hendrix, bassist
Noel Redding and drummer Mitch
Mitchell at their next gig. Afterwards, she
writes, she accompanied the band toa club
for a late jam session and a Chinese dinner,
during which Hendrix “bought a bunch of
red roses and handed them to me.” The

Previcws paqge & upper L Friends
act as rallbearers at limi Hen-
drix's funeral, Above: Miles Davis
at the service at Dunlap Bartist
Church, Left: limi's father, lames
"AI" Hendrix, after the funeral,

Special thanks to Mark Prendergast for
his great contributions to this story.

All funeral photos including opener: AP/Wide World
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. By intention, all are designed
to give your audience the
power, emotion, and subtlety
of your performance, through
i an open sonic window that
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and 1185 subwoofers.

Tour Series concert rig courtesy of
Spectrum Audio.
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evening ended in his hotel room, where
Hendrix confessed that “the moment he
had scen me . . . he had fallen in love.”
They “spent most of the night talking and
then just fell asleep.”

Events moved quickly, Dannemann re-
calls. Later in February she went to London,
where she continued to spend time with
Hendrix, where they shopped and went to
the movies (“slipping in when it was dark,
and .. . out again before the lights came up”)
but mainly “stayed in [her] hotel room,
where we were not disturbed, talking for
hours.” After a few weeks, in March,
Hendrix bought himself a ring identical to
one that Monika had bought herself the day
before, in a Chelsca jeweler’s, and said to her,
“I want them to be our engagement rings.”

In a deposition taken in Seattle on Oct.
25, 1994, as part of a lawsuit over owner-
ship of rights to the
Hendrix  estate, Dan-
nemann made it clear
that, as far as she was

she and

Hendrix became engag-

concerned,

ed that March. “Later,”

she told the assembled attorneys, “we
went to the Speakeasy—that was a club at
the time—and he, to my surprise, my
embarrassment, he went from one table to
the next in the restaurant section, showing,
people the rings we were wearing and say-
ing that we were engaged.”

“She wasn’t his fiancée,” insists Noecl
Redding. Contacted at his home in Ircland
by Musician, Hendrix’s former bassist was
asked if his bandmate ever mentioned get-
ting engaged to Dannemann. “Never. I’d
certainly imagine that if anyone in a band
got engaged, they’d tell other members of
the band.” In fact, Redding doesn’t recall
him ever saying anything about Dan-
nemann at all. As for the night she spent
with Hendrix after the Cologne concert,
Redding consults his diary.

“January 14,” he reads. “Got up at 12
o’clock. Went shopping. Bought some
gloves and a jacket. Came back to the
hotel, had a meal. . .. Left for the gig at five
o’clock. Got there at 7:45. Did one show;
very good. Came straight back . . . Had a
drink. Went to Jimi’s room [italics added].
Went to bed at 2:15.” Redding adds that he
and Hendrix spent those hours in his
room writing songs—alone.
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How much does Redding remember
sceing of Dannemann? “She was in
Diisseldorf that onc morning, and maybe
the next day. That’s the only ume I saw
them together.”

The festive unveiling of engagement

Rare photes of fimi Hendrix at his home in
London, including ene with Lenny Bruce and Bob
Dylan albums, ahuve, and a shot (Or twe) with
his longtime girlfriend Kathy Etchingham,
shown helow.

%’

Barrie Wentzell/Starfile
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rings at the Speakeasy, described in Danne-
mann’s book as well as her 1994 deposition,
would confirm Hendrix’s ties to her. Yet
this event, involving a superstar guitarist at
London’s hippest rock-star hangout, has
never been corroborated. In fact, regulars at
the Speakeasy, including headwatter Luigi
Bolognese, tell Musician that it simply
couldn’t have happened. !
Laurie O’Leary, who was at the club six
nights a week throughout his eight vears as
promotions manager and talent beoker,
agrees. “I don’t believe it,” he responds,
when read Dannemann’s account. “In fact,

I'm absolutely certain that it didn’t happen.
If he produced two rings and announced his

engagement, there would have been chaos.” | B : YL KORC
Especially, O’Leary points out, because
T'HE STEVE ReiCH ENSEMBLE ConDucTED BY PAauL HiLLIER
ON NONESUCH RECORDS 7933

19¢5 Nonesuch Records, a Warner Music Group Company. For credt card orders cal® 800-490-5465



Hendrix was living with Kathy Etchingham,
his girlfriend at that time. “Kathy and Jimi
were a pair,” he says. “Obviously, guys
talked to girls and girls talked to guys. But
they were sharing a flat; I dropped them off
there one time.”

In The Inner World of Jimi Hendrix,
Dannemann says that Hendrix did tell two
people—his father and Mike Quashie, a
friend in New York—of his intentions to
marry her. However, notes Tony Brown,
who has extensively researched Hendrix’s
life as head of the Jimi Hendrix
Archives in England, “Monika
contacted Al Hendrix very early
on [after Jimi’s death]. As far as I
know, she’s been going over to
the States to visit him twice a
year, so he’s pretty much come to
regard her as Jimi’s fiancée,
although they may have started
getting suspicions about what
happened.” Quashie, contacted
through an intermediary, refused
to speak with Musician.

ueen lealousy
Flash forward to 1970. Danne-
mann, by her own reckoning
Hendrix’s fiancée for more than a
year, describes this as a blissful
period in his life. She remembers
them discussing marriage plans in
May and August. They dreamed
of having a child, buying a house.
Though he was on the road from
April through early August, she writes, “he
asked me to go to London and rent a flat
for us” to occupy once he returned to
England later in August. Scotland Yard
records indicate that Dannemann did rent a
flat, at the Samarkand Hotel on August 24.
Yet, according to many who knew him,
1970 was actually a time of emotional tur-
moil for Hendrix. Financial pressures were
building, partly from business arrangements
with his manager, Mike Jeffrey, and debts
involving Hendrix’s studio in New York,
Electric Lady. Many remember him also
being involved with a number of women
during this period, including a Danish
model named Kirsten Nefer, Pat Hartley,
who appeared with Hendrix in the film
Rainbow Bridge, Eric Burdon’s ex-wife
Angie, and an American named Devon
Wilson. Wilson’s status as Hendrix’s “girl-
wra
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friend” in New York as late as June 1970 is
confirmed by a number of observers in John
McDermott’s authoritative book, Jimi
Hendyix Sessions.

Etchingham, who had split up with
Hendrix and gotten married by this time,
maintained a kind of concerned friendship
with him. Shortly after he flew to London
to perform at the Isle of Wight rock festival
in August—the same month Dannemann
remembers them talking about getting

married—Etchingham recalls being sum-

Hendrix flying high onstage,
hefure the crash: "Thank you for
being so patient. . . . Peace and
haprpiness and all that cther
bullshit.”

moned to his hotel by Angie Burdon.
What she saw remains a shocking memory.

“] came in [to Hendrix’s suite at the
Londonderry Hotel] and went into the
bedroom,” she tells Musician. “It was 70
degrees outside, and Jimi was in bed, shiv-
ering and sweating, with a heater on. The
temperature must have been 95 degrees. In
retrospect, it looked like . . . he was suffer-
ing fram a reactive depression from all the
problems he had.”

Over the next few weeks Hendrix
played his tour, backed bry Mitch Mitchell
on drums and Billy Cox on bass.

M US I CI1 AN

Recordings of these concerts, gathered by
BBC producer Martin Shankleman and
broadcast over Radio One last September
in a special program titled Wink of an Eye,
capture a player in a much more dispirited
mood than one would expect, based on
Dannemann’s gauzy characterization.

Night after night, on Shankleman’s
tapes, we hear problems. At the Isle of
Wight, the crowd reacts coolly as Hendrix
tries out a few new tunes, prompting him
to say, “Yall want to hear all those old
songs, man? Damn, I'm trying to
get some other things rogether,”
then kicks into a desultory ren-
dition of “Purple Haze,” which
in turn sinks into a swamp of
clectronic noise and shortwave
interference through the P.A.
After a frustrating two-hour set,
at four in the morning, Hendrix
tells the crowd, “Thank you for
being so patient. . . . Peace and
happiness and all that other bull-
shit,” then slams his Strat onto
the stage and walks off.

“The band flew to Sweden
that afternoon,” Shankleman
reported. “Jimi was exhausted.
He had another gig in Stock-
holm that evening, the second
concert of the day. Backstage in
his dressing room, he picked up
a small bottle of whiskey and

Baron Wolman

drank it like water. He seemed to
be slurring his words when he
gave an interview to Swedish radio.”

The next concert, on September 3, was
at the port city of Arhus in Jutland. Here,
Hendrix’s performance was even more
ragged. He arrived, according to reports
cited by Shankleman, “trembling and
sweating,” and tried to cancel his appear-
ance. After being introduced to the crowd,
he said over the mike, “Give us a minute to
try and tune up, okay?” A minute later he
led the band into a sloppy version of
“Freedom,” followed by a two-minute
pause and a crescendo of frustrated rhyth-
mic clapping from the audience. Now we
hear Hendrix say, “I actually forgot what I
was here for. Oh, yeah. It was ‘Message to
Love,” right?” He hits the intro hard, but
before long the song collapses, with
Hendrix aimlessly doodling. Just 15 min-
utes after the show began, he had to be




helped from the stage.

Club manager Otto Fuorsite remem-
bers going into Hendrix’s dressing room.
“There Jimi Hendrix was ill,” he tells BBC
reporter Jack Friscoff. “He collapsed in
my arms. . .. Jimi was cold. Cold fever. He
asked for cocaine, and I said, ‘We have not
cocaine.” He could not play any more.”

At something called the Love and Peace
Festival, held September 6th on the Baltic
island of Fehmarn, Hendrix played his last
concert in a setting that could best be
described as apocalyptic. A violent storm
delayed his performance. Hendrix’s road
manager, Gerry Stickells, was captured on
tape, pleading backstage with the implaca-
ble organizers of the event, asking them to
call it off due to the weather and Hendrix’s
exhaustion. The crowd, which included a
sizable contingent of German Hell’s
Angels, booed and whistled as the band
took the stage; Stickells, pushing through
the mob, was hit in the face with a chain.
Hendrix, greeted by cries of “Go home!,”
responds, “I don’t give a fuck if you boo,
as long as you boo on key.” Then, with a
vengeance, he tears into “Killing Floor,”
spitting out the lyrics, “I should have quit
you a long time ago.”

“Voodoo Chile” was the closing tune.
Hendrix deviated from the recorded ver-
sion by repeating the line “If I don’t see
you no more in this world” three times
before singing, “I'll see you in the next
one, and don’t be late.” After his exit,
hooligans attacked the stage and burned it
to cinders. Hendrix left town, with a lictle
over one week to live.

House Burning Down

Hendrix returned to London and checked
into a room at the Cumberland Hotel.
Dan-nemann reports that he moved in

Samarkand, Dannemann took a series of
photos of Hendrix in the garden adjacent
to the flat. These whimsical shots show
him with a tea service, a long-stemmed
yellow rose, and his black Stratocaster,
now in her possession.

On this, Hendrix’s last afternoon, we
come to a crossroads, at which accounts of
his activities veer in at least two directions.
Dannemann was either at his side or near-
by in his final moments; her proximity, and

her efforts over the years to propagate her
story, have won her many supporters in
arguments over the details of his death.

In her book, Dannemann notes that she
and Hendrix ran into Devon Wilsonr and
her friend Stella Douglas in the shopping
district of King’s Road that afternoon.
Wilson invited him to a party that night;
it’s not clear whether they intended that
Dannemann would come along with him.

Shortly after that, around 4:30, Hendrix
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send $3.00 (U.S.) check or money order for postage and handling to:

J. D'Addario & Company, Inc.
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with her at the Samarkand on September >
15. From that point, she notes, “we were
together every moment, except for twa
occasions: once when Jimi went backstage
for a few minutes at Ronnie Scott’s Club,
and then on Thursday night, when I left
him at a flat for less than an hour.”

The visit to Ronnie Scott’s, London’s
top jazz venue, took place on the night of
the 16th. Hendrix and Dannemann drop-
ped in to hear Eric Burdon’s new band,
War, with Hendrix briefly sitting in. The
next morning, after a night together at the
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“and Dannemann were stuck in traffic at
Marble Arch. “Waiting for the cars to move
again,” she writes, “I saw three young peo-
ple in another car, waving and laughing at
us, and Jimi waved back. They were trying
to talk to Jimi across a row of cars, inviting
us to come to their flat for a drink.”

Strange as it seems, the famous rock star
and his companion did agree to visit this
threesome that evening. As Dannemann
recalls it, after a brief stop at the

Cumberland, “we followed them in the car
to their flat, where we stayed for about an
hour,” returning home around 8:15.
Beyond that, she writes nothing about
what seems to have been a brief and trivial
encounter; she doesn’t even offer, or appar-
ently remember, the names of their hosts.
Their identity remained a mystery until
1995, when two of the three “young peo-
ple” stepped forward and spoke to British
authorities on the subject of what hap-
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pened that evening. Though neither con-
sulted with the other, their remarks are
impressively consistent. More important,
their recollections differ dramatically and
disturbingly from those of Dannemann.
Philip Harvey, in 1970, was the young
son of a prominent British politician. His
father, Lord Harvey of Prestbury, was a
Conservative member of Parliament from
1945 through °72; in 1962, he became chair-
man of the 1922 Committee, the second
highest elective post in the Conservative
party. Throughout his carcer he declined
eight cabinet positions in order to maintain
a successful career in private business.
Philip is now a success as well, with an
aviation insurance practice thriving in
Switzerland. In 1970, though, he was more
concerned with cruising through the streets
and clubs of swinging London. On this
September afternoon, fate placed him and
two female friends in a Ford Mustang, grid-
locked a few yards away from Jimi Hendrix.
For years, out of respect for his father’s
position in Conservative circles, Philip
kept his memories of what happened that
day to himself. But with Lord Harvey’s
death in April *94, he soon decided to step
forward. In a statement made to a British
solicitor—something equivalent to a
sworn deposition before an American
notary—Harvey describes a visit that was
considerably longer and, ultimately, more
than Dannemann had
described. The two young women from
his car, Penny Ravenshill and Anne Day,

acrimonious

“soon started rolling ‘joints,” which Jimi
helped smoke with considerable enthusi-
asm,” Harvey says. “Soon everybody in
the room loosened up and became very
relaxed in the pleasant atmosphere, with
the notable exception of Monika, who did
not appear at ease at all. . .. Each time they
rolled a joint,’ Penny or Anne offered it to
Jimi first so that he could have the ‘hon-
our’ of lighting it up. . . . [ could see
Monika across the marble table getting
more and more upset each time this little
‘charade’ was played out. Monika took lit-
tle part in the general conversation. [
remember trying to draw her into conver-
sation several times, but to little or no avail.

“At about 7 p.m.”—already well over
the hour that Dannemann claimed she and
Hendrix spent at the party—"I produced a
couple of bottles of French red wine and
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five silver wine goblets,” Harvey contin-
ues. “At one point, Anne, who had her
acoustic guitar in the house, started play-
ing and singing. . . . I remember Jimi com-
plimented her warmly on her music, which
made Monika look very displeased. . . .
Later on, at about 8 p.m., Penny and Anne
asked Jimi if he would like something to
ear. He agreed that he was hungry, and the
two girls went out to the kitchen and pre-
pared a simple vegetarian meal, which they

brought back into the reception room on
trays about half an hour later. I remember
that the food consisted mainly of rice and
a mixed salad. . .. Jimi ate heartly.”
According to Dannemann, by this time
of the evening, she and Hendrix had
already left the party. In his book Electric
Gypsy, Harry Shapiro paraphrases her
account: “They drove back to the
Samarkand flat at 8 p.m. Jimi had a bath,
and Monika cooked them a meal and
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drank some wine.” In her own book, she
writes, “I cooked a meal for us while Jimi
had a bath and washed his hair. . .. We had
a bottle of white wine with our meal, Jimi
drinking more than me.” All this was a
prelude to several hours of conversation
about “our future” and other marers.
Essentially the same scenario was outlined
in her own testimony before a solicitor on
Sept. 14, 1991

As the hours passed, then, Hendrix was
either deep in conversation with Monika at
the Samarkand or having a good time with
Philip Harvey and his friends. But, as
Harvey recalls it, the pleasantries came to
an end around 10 o’clock. “When Jimi had
gone to the downstairs cloakroom,” he
states, “Monika quite suddenly, and for no
apparent reason, got up and stormed down
the four steps leading from the reception
room, through the double glass doors, past
the door to the cloakroom, down the hall,
and out of the front door into the mews,
shouting as she left, ‘P'm leaving! 'm leav-
ing now! I've had enough!” Jimi, who had
obviously heard something, quickly came
out of the cloakroom. . . . I explained to
him briefly what had happened. He
looked at us in a most embarrassed way
and raised his eyebrows to the ceiling. . ..
He then followed her out into the mews,
leaving the front door ajar.

“...Icould hear Monika shouting at Jimi
at the top of her voice. . . . Jimi was just
standing quietly there in the mews while
Monika verbally assaulted him in the most
offensive possible way. As I approached
them, I remember hearing her shout at him,
“You fucking pig?” I interrupted them and
suggested that they should come back into
the house as I didn’t want the police called.
Monika simply carried on shouting at Jimi,
telling me viciously to mind my own busi-
ness. . . . Monika’s haranguing of Jimi con-
tinued in my best estimation for half an
hour. ...

“... Atabout 10:30 p.m. Jimi came back
into the house alone and walked into the
reception room. . . . He apologized pro-
fusely for Monika’s behaviour and said
that he was very embarrassed. He said he
didn’t really know what was wrong with
her but she had obviously had too much to
drink. He said that Monika refused to
come back into the house and that, as he
couldn’t abandon her, [cont’d on page 52]



W o esis apar
chan 5” [ ””ay
about recording



Onhoard Digital Editor

Onboard Autolocator
ADAFNT

How do you improve on the most successful
professional multitrack tape recorder of all time? Listen to

your customers. Do some heavy thinking, and...

provides all the critical information. Wrap all this well-thought-out -

it a think tank for your creativity. See your Alesis dealer. Don't think twice.



R ———

——— Wnioe —

Lar swory tlmmatioa on the weu ARATN Authorized Ales’s Dealer ur call 310881 2272
The Abasis #IMT-XT ofprs tos adpom . s lumgost digira! seddtitrack user buse s wel
an gxtensive list of vompritivig prods . P Qe in The ADAT Croap.

® Alesis and ADAT are ; eyt " ) a‘(g" desis Crerpr R

"2

-]

CA 90016 310-841-2272 alecorp@ Alesis1.usa.com

World Radio




he would have to leave with her. . . .
Monika was still screaming at Jimi as they
left and she did not say a word to me. The
time was about 10:40 p.m.”—approxi-
mately the same time when Dannemann
says she was making dinner at her flat for a
mellow Hendnix.

Which of these stories is true? Or which
is more likely to be true? As a rule, it’s the
version corroborated by someone else. In
this case, that would be Harvey's, which

was supported in a separate deposition by
Penny Ravenshill. Her recollection of
Dannemann was that she “seemed rather
insignificant at the time. ... My impression
was that Monika was some kind of
There
seemed no hint of a romantic or sexual
involvement, and I don™ think they rlat-
ed to each other hardly at all while in our
company.” However, during the argument

employee, possibly Jimi’s driver. . . .

outside, when Penny attempted to calm
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her down, “Monika turned away rudely
and wouldn’t answer. .. . Jimi, who seemed
to be desperately trying to deal with an
unreasonable situation with this woman,
turned, and I saw his expression change
from [sic] one of agitation.”

We're now in parallel universes. As
Hendrix unwinds with his fiancée at the
Samarkand in Dannemann’s depiction,
others suggest that they were on their way
from Harvey’s to the party to which
Devon Wilson had invited him earlier that
day. In this universe, one could imagine
Dannemann, distraught after watching
Hendrix kick back with two younger
women at Harvey’s, less than thrilled at the
prospect of delivering him to the doorstep
of another romantic rival. On the other
hand, judging by comments made by
Dannemann to police hours after Jimi’s
death, they may not have gone out at all
but rather stayed home, where “I cooked a
meal of spaghetti.”

Dannemann does acknowledge that she
took Hendrix to the Wilson party, though
she places his arrival much later. In a state-
ment made to police on the day of his
death, Dannemann says that “I drove him
to a house in Great Cumberland Place” at
around 2 in the morning. “I asked him if I
could go with him but he said that they
were not very nice people. I saw him go
into the house and later, at about 2:45 a.m.,
I picked him up there and we went home.”

In her book, she offers a bit more detail.
“Jimi . . . explained that he wanted to go to
the party to which Devon had invited him,
in order to warn her to leave me alone. Jimi
thought that her intention was to cause a
rift between him and me. . . . He first asked
me to join him, but we both decided it was
better if he went alone. I drove home and
phoned him as we agreed, but he said he
hadn’t had a chance to speak to Devon yet,
and that I should ring back about ten min-
utes later. I did so, and he asked me to fetch
He said it had been hope-
less, because Devon had been too stoned
to speak to seriously.”

That’s not how Angie Burdon remem-
bered it. In an unpublished letter to Kathy
Etchingham, Burdon, who was present at
the party, wrote, “That chick [Danneman]...
came back about half an hour later. Jimi
got Stella [Douglas] to put her off. She
called up on the inter-  [cont’d on page §4]

him at once. . ..
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From Hootie to Beck, major labels
seek musicians with “alternative”

careers.
by Johnny Angel

t seens like eons ago, bu only
five years back the methodology
for rock bands obiaining a
major record label deal nay 1
well have been etched n stone.
First, make demo, preferabiy
me uding one fist-raising an-

them (like Shid Row's 18 and Lite® or
“Youth Gone Wild™ and 2 “power ballad™ (a
simpering love song based around the G-C
change of Poison’s “Every Rose Flas i
Thern™ or Warrant’s “Heaven™). Nex:, hire
high-pewered fegal Inlp with much industy
jwice. Last, pack gear tnto van and head “or
the twin towers of the record business—
New York or LA—to shoncase vour acs,
But as the granddaddies of heir metal

Acrosiiith once put i, “no more, no more.”

Justas the spandex and leather have given way

w mote sober utnmiforms in the wake of

Nirvana and Pearl Janis wodest siave wear,

these davs 1ts the group that has alieady estab
lished a follonwing via self-produced CDs, the
internet, fanzines and college radio that’s
sparking keen interest trome mator labels.
“When a band proves it can already sl
records without major Jisiribution, it's
almost a no-brainer for the labels,” observes
Rusty Flarmon, manager of Hoode and the
Blowfish. “We'd atready wold 30 thousand
€Ds out of our office [when regotiating
with Adartic]. There are bands on Adaniicy
rosicr thar hadn’t sold thar much. Record



companies are mainly interested in sales and
making their investment back. If they can do
that and make a little money on the side,
they’ve met their objective. It’s nice to think
that record companies are looking at the long
term, but realistically, if you don’t make a
profit on the first two records, you won’t get
signed again anyway.”

Seems like a contradiction, this idea of a
band forging its independence, only to be
scooped up by the majors. But, says Geffen
A&R man Mark Kates, whose signings
include cult faves Beck and Elastica, “I
regard a band much more favorably if
they’ve made up their own records
and toured. I've always been attract-
ed to indie American rock bands,
since I was in college radio. Now that
the public’s taste is similar, these
groups that may have labored in
obscurity are making a living.”

In the old days of band/label mat-
ing rituals, it was the band who
approached the label with heavy-
weight attorneys in tow. Nowadays,
that approach is becoming passé, says
Kates. “Tactically, 1 don’t get
approached by bands or artists. I go
to them. Yes, I listen to tapes too, but
I'm not like the old-school A&R
man who signs raw talent and molds
them into blockbusters. I like to sign
acts that are already there, that know what
they’re going to do.”

Still, Kates feels that certain acts would be
best served by remaining independent.
“Superchunk makes great records every
time out, as does Pavement, and I’d loved to
have signed those bands, but they’re happy
where they are. I can see what the pressure
of fame has done to some artists; perhaps
they have as well and want to avoid it. Who
can blame them?”

The '90s ethos does seem to contain a
large chunk of “do-it-yourself” residue
from the ’80s scene. Hootie, whose bassist
Dean Felber was a business major in college,
had already set up its own health insurance
plan prior to signing with Adantic. That
level of sophistication is still unusual in
today’s pop scene, but not unique. “You’d
be amazed at what some of the bands know
about the business end of music, just from
what little hands-on experience they have,”
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says Debbie Southwood-Smith, an A&R
executive for A&M. “I've been working
with this band from Charlotte, North
Carolina, called Luster, who seemed kind of
naive. But after a few meetings with them, it
became clear that one of the guys, who had
worked in retail at a record store, was amaz-

ingly savvy about record placement, charts,
and the like. I wasn’t dealing with a babe in
the woods.”

Southwood-Smith began her A&R career
at the tiny indie Rockville label in the late
’80s. “When I signed Uncle Tupelo to
Rockville years ago, nobody cared,” she

says. “We were trying to affiliate ourselves
with a major back then—no luck. Now we
could sell the whole label on the basis of that
signing. In the aftermath of Nirvana, people
want rawer records; it’s that simple. You get
a little band from a little town, like Nirvana
was, and a little buzz erupts. Suddenly, bang!
One publisher and one label at one gig snow-
balls into a feeding frenzy, and all this before
a band has done more than a handful of
shows. The biggest difference between then
and now, if you're talking about little baby
bands, is that it’s harder to find stuff under
everyone’s noses. Everybody knows every-
thing immediately.”

So has the climate really changed that
much? Back in the late ’80s, the key to a big
contract was the almighty buzz, or “street
talk,” which usually consisted of mentions in
gossip columns and barroom scuttlebutt,
which would catapult an act into the middle
of a pitched battle for its services. Hasn’t his-
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tory repeated itself in that one success story
(Nirvana) means deals for soundalikes, some
that have succeeded (Bush) and many more
that have not? Going further back, to the mid-
*70s, the London Times tried to diffuse the Sex
Pistols phenomenon by suggesting that the
“same three-chord assault is just repackaged
over and over to a new generation.”

Wrong. The landscape has changed, and
it’s the bands that have made the difference.
“It’s almost like there’s a script that the
bands and the A&R men have when they
get into conference,” jokes David Katz-
Nelson. The self-proclaimed “house
lunatic” on the Warner Bros.
A&R staff, Katz-Nelson is
responsible for leading Flaming
Lips, Mudhoney, and the Muffs
to the label. “It’s lke, Band: ‘We
will never sell out. We demand
total artistic freedom.” A&R
Man: ‘And you'll get it! We’re an
artist-oriented label. We’ll never
make you do anything you don’t
wanna do!’” Band: ‘We don’t want
to be perceived as capiralist pigs.
We have to take total control!” At
that point, the label balks a little,
but that’s because no one ever
gets total anything.”

Well, you can’t always get what
you want—and sometimes, notes
Rusty Harmon, that’s a good thing. “I wish
bands wouldn’t go out and beat their man-
agers to get the labels to give them all this
money up front,” he says. “You don’t need to
go further into debt. If you need all this
money for tour support, maybe you’re not
ready for a major label. Bands will sell their
soul to get signed and then hope they’ll sell a
million records. But for every band that does
that, there are 400 that don’t. I think bands
should be more concerned with the basics—
making a good record, going on the road and
building an audience, doing your own in-
stores, radio . . . helping yourself. When you
can prove your business sense—a knowledge
of shipping, invoicing—that says something
about your level of intelligence and about
your motivation and foresight.”

Janet Billig, manager of Nirvana and Hole,
takes the latest trend in alternative signings
with a grain of salt. “A bidding war is a curse
for a band. It tears them apart and creates




incredible in-fighting within a group. God
knows how many acts have collapsed under
the pressure of label scrutiny.

“The news media have made the whole
A&R process seem sexy, like the A&R men
are stars in their own right. It’s become like
the fashion business, where the designers are
as big as the models as names. But the bands
are wiser to the mechanics of the industry.

They’ll sit in a room and ramble on about
‘recoupable advances,” ‘creative control’ and
the like—intimate details that you’d assume
they were clueless about. They’re not so eas-
ily manipulated by the labels because they’ve
been doing their own releases and they know
what they want.”

Geffen’s Kates is more succinct: “Better
thata band comes to a major having sold a lot
of their own records and with a substantial
following in multiple markets. They can call
alot of the shots at that point.”

Even the National Academy for
Recording Arts and Sciences (NARAS) has
taken notice of this trend. Last year, NARAS
changed its rules for Best New Artist
Grammy Awards nominees, allowing eligi-
bility for bands (such as Green Day, Hootie
and the Blowfish and Alanis Morissette)
who’d already released one or more records
on their own prior to making their major
label splash.

Suill, similarities between the good old
days of AR quasi-tyranny and the new
school of liberated rockers linger. “You still

get the same kind of silly press releases,” says
Billig. “The kind that says things like, ‘We
sold out Brownies [a Manhattan club] and
there were ten labels there.” I mean, how is
that different from a metal band raving about
a sold-out house at ’Amours [Brownies’
metalloid equivalent in Brooklyn]? Except
that there’s this stigma about looking like
you're trying too hard, like you have to play
it cool.”

Scanning the horizon, Billig sees the busi-
ness only getting more competitive. “Ten
new labels next year, and with all these A&R
men getting their own companies, that will
only increase the bidding wars. That I'm not

looking forward to. I mean, why should
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racks that

ack in the old days, a show like
. White Zombic’s would have sent

2" Ircliglous men running to the bible,
prim and proper women to fainting and
kids crying for more. Truth of the matter,
the new davs ain’t so far away from the old
days, since that type of reputation has fol-
lowed White Zombie from the beginning.
Their latest tour, supporting Zombie’s scc-
ond major-label release, Astro-Creep 2000:
Songs of Love, Destruction and Other
Synthetic Deluswons of the Electric Head
(Geffen), is an aural and visual feast com-
bining all the best aspects of music with
video and pyrotechnics.

The big however here is that along with
the whale cacophony of entertainment,
there are supposed to be musicians on the
stage strumming, pounding and grinding
away on their instruments. Tour manager
and sound man Ted Keedick laughs on
the phone when asked for a laundry list of
the equipment used during the band’s
show. Singer Rob Zombic alone uses four
different effect processors on his voice,
drummer John Tempesta is playing to a
click track so that a sequencer triggers the
various samples at just the right moment
(they are using a couple of Tascam DA-
88s to augment the acoustic and electric
LS8 |
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Jeffrey Mayer

drum tones) and, according to his tech,
guitarist J. Yuenger keeps his effects
“behind a black curtain.” Fortunately,
bass player Sean Yseult plays it straight,
using only an Ampeg SVT 11, Morley
Fuzz Wah pedal and an Ibanez Tube
Screamer for distortion.

While the Zombie’s storming around on
its shanty-like stage (they’ve been collect-
ing things from each stop and adding them
to the set), Keedick is the man who triggers

cing a three-piece pretty simple

moronic rock band, there’s not much

to it. We just kinda plug in and go,”
says Peter Sjostedt, guitarist and singer for
the L.A.-based punk o’ the day band, Ape
Hangers. Though we’re talking about their
live music setup, we could just as easily be
talking about their studio setup or their
rehearsal setup or any other setup you’d find
the Ape Hangers around. Not only did they
tour the club scene without any type of sup-
port staff, they recorded their debut album,
Ultrasounds (A&M), for about $3000.

So we're not talking about racks and racks
of effects, we’re talking about a guitar, a bass
and a drum kit at maximum volume.
Sjostedt, who only relies on an Ibanez Tube
Screamer for his Mosite, says of his setup, “I
plug straight into a mid-’80s Marshall Super
Lead and I go through two 4x12 4" bottoms.
I turn it all the funkin’ way up and go-go-
go.” Bass player Bob Kiah plays a Gibson T-
Bird through an old SVT amp and drummer
L E0 |
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avariety of samples that augment the tunes
from the band’s latest album. He uses a
rackmounted Kurzweil K2000 sampler
and triggers it through a keyboard at the
front of the house. Keedick’s quick to
point out that this is not some Milli Vanilli
arrangement. “Nobody’s faking anything,
but we do use some technology on stage
for samples and extra percussive things.”
Ah, the simplicity of rock "n’ roll.

—Dawid John Farinella

Rob Zombie,

J. Yuenger.

Sean Yseult.

John Tempesta,

Dennis McCarthy plays a blue sparkle
Rogers kit with Zildjian cymbals and a rotat-
ing set of snare drums that includes the
names Gretsch, Ludwig and Rogers.
Throughout their club tour they’ve relied

M U S I C1l AN

on the house PA, which has been both good
and bad. One of the worst experiences
Sjostedt recalls is the night they played at the
Whiskey in Los Angeles. “It’s supposed to
have a NASA-equipped system, but not the

Piero Ribelli
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night we played.” The best was a small
(20x40) all-brick room downstairs at the 930
Club in Washington, DC. “Being that we're

J cultivate mutations,” says Polara’s Ed
| Ackerson with some pride. The song-
the
Minneapolis-based quartet displays a

B writer/vocalist/guitarist  of

knack for craftily mixing up pop pleasures
and sonic textures on the band’s self-titled
debut album (Clean), but in live settings
those pleasures and textures can be as
much a surprise to him as to anybody else.

“It’s very important to allow random
things to happen in the music,” he
explains. “Not mistakes per se. But it’s
important not to be too rigid. In Polara,
accidents happen continually when we
play, and it’s one of the main things that
keeps us excited about the music. We court
the accidental.”

A mulu-instrumentalist when Polara
records, Ackerson sticks with guitar on
stage. But his “happy accidents” philoso-

phy gives him a musical range that extends
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a three-piece and it’s not really too difficult
to grasp, the sound guys usually get a good
idea,” he says.

beyond his six strings. “Everything

onstage i an instrument—that’s kind of
the way I look at it. The amplifiers and the
pedals and whatever processing we're
using—it’s all stuff that gets played. In cer-
tain ways 1 feel like the amps are more
important than the guitars. A lot of what
we do 1s based around feedback, and as a
consequence I've gotten pretty good at
getting properly controlled uncontrolled
sounds, which is more about playing the
amp than the guitar.”

Some may consider feedback fests to be
the last refuge of the technique-less, but

M US I CI1 AN

Peter Sjostadt.

Kian,

Dennis McCarthy.

Which gives you a clue of what their
sound is like: fast and loud, but not too hard-
core. Sjostedt prefers to call it Ramones-
esque. Suffice it to say that this is not a finesse
band, so their sonic rawness on-stage 1s just

right—Dazid Jobn Farinella

that’s not the case with Ackerson. “1 spent
a lot of time when I started out trying to
get ‘good’ as a musician, which I thought
meant pure chops. But I got bored with it.
The thing 1 find most interesting at this
point is combinations of harmonics. When
we're having a good show, it’s like the
whole stage is singing. There’s this lump of
harmonics that move with the chords of
the song. That’s when I feel like we’re real-
ly happening.”

Though Ackerson uses a slew of odd-

ball “toys”—vintage effects, analog synths, °

doctored instruments—to get his sounds

Paul



to happen in the studio, he’s turned to
more typical gear as the band tours more
extensively. “I've been moving away from
using the more esoteric devices on stage—
mainly so that [ can replace things when
they break. But I'm also pretty much con-
tinuously experimenting with my sound.
Settings and effects are always shifting
around. I also like to run delay loops—and
catching those things just right is a little
tricky live, so the sound always winds up
being a little different.”

Ackerson considers himself lucky to be
surrounded onstage by players whose

approach is equally adventurous. “Everyone
in the band has the will to do things that
sound odd. We’re always looking for ways
not to be ordinary.”—Chuck Crisafulli

rusted

root

ere’s a head scratcher: How do you
mike a gourd so that its true sound
gets to the audience? Well, scratch
no more, because according to Turk, who

runs sound for the percussion-oriented
band Rusted Root, the best thing to do is
nothing. “I leave it alone,” he says. “I just
make sure everything is in its place and
proper.” Yep, you heard right—no mike.
But since we’re talking about a band that
can feature as many as six players at a
time on percussion, you figure that Turk
(his real name is Don Shell) knows what
he’s doing.

Turk’s simple approach to miking, or
non-miking, is a perfect example of Rusted
Root’s aesthetic philosophy: Let the music
speak, not the gear. Michael Glabicki, lead
singer and guitarist, says, “I think the most

POLARA

Guitars: Fender ‘82 lsguar
(Sonic Blue), "85 Jaguat (Candy Apple Red), ‘66
Jaguar |( a Red. Gibson '65 Firehirda I
Stnngs: GHS Boomers (.010). Picks: 1mm
Duniop.
Effects pedals: ProCo-Fat, Electro-Harmonix Big
Muff, Vox wah, DigiTeca Whammy, Prescription
Elactronics Experience MXR Phase 90, MXR 8lue
Box, MXR Dynacomp. Buss TremPan
Rack effects: D Lab-ADM 256, Lexicon Alex,
Lexigon Vortex, Lexicom Jam Man
Amplification: HI 73 100watt half-stac
Orange Overdnve 95 80 half-stack, Vox "84 A
combo, Marshall "89 JTM 454 combo
Sampler: Rotand RS-1.

Drums: Ludwig Vistalites &
Ludwig Super Classies. Heads: Remo Emperor &
Ambassatior
Cymbals: Zildjian K.
Pedals & hardvare: DW.

important thing to good sound is to make
it as transparent as possible. As opposed to
digging the technical aspect, you gotta dig
what’s comin’ through the musician.”
That’s not to say that the band doesn’t
mess with equipment at all.
In fact, Glabicki has fiddled
with his guitar system con-
siderably. He’s running his
array of acoustics through
five Pendulum SPS-1 stereo
preamps  simultaneously;
with two different pickups
per guitar, that gives him the
abilicy to choose between 25
different settings or to mute
the channel altogether. The
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Guitar: Gibson ‘68 SG

Standard

Strings: GHS Nickel Rockers (.010)

Effects pedals: ProCo Rat. Electro-Harmonix Big
Mutf, MXR Dynacomp, MXR Phase 90

Keyboards: Roland D20, Multivax Dual Osciliator,
Crumar Toccata organ, Kotg PolySix

Amplification: Fender Twin Reverb raissue ('93)

Bass: Fender law ('62), Fendér
Precision ('68), Rickenbackar 4001 ('73),
Strings: Rotosound roundwound medium
Effects: Electro-Harmonis Big Muff
Tremolo, Duplop Bass Wah
Ampiification: Trace Elliot heads, Ampag SVT.

Dunioa

outputs from the Pendulums run through
a modified Mackie 1604 so Glabicki can

group the signals and send them to the
main board without putting an equalizer
on them. This setup makes for maximum
versatility, allowing him to switch in an
instant from an in-your-face Latin sound
to a strummy Johnny Cash tone.

In the end, of course, it still comes down
to the music. “When we get too cerebral
with what we’re doing, the feeling
becomes unclear,” Glabicki says. “I think
there’s a whole Zen aspect to it.” And
nowhere is that aspect more present than

in Rusted Root’s way of miking a gourd:
They let it be a gourd.
—David Jobn Farinella
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The EON PRO-AUDIO SYSTEM is unlike any other
systemt vou've ever cranked. As a made-to-match
svstem, all EON components
are built 1o work together
harmoniously. Even when

used with wild abandon.

The firs

The bi-amped powered

speakers give the system
balance by distributing just
the right amount of power
to the high and low frequency drivers. This
feature is designed to eliminate the risk of
power compression and distortion. So even
when the bass is pounding and the high
frequency horn is screaming at full tilt. the
sound is erisp, clear and uncolored.

And while most systems threaten to

melt down under extreme pressure, the KON

With a special built-in Thermocaster Heat
Management Systemm, EON actually works better
when pushed. A heat dissipating
aluminum baffle and tuned
ports combine to draw heat away

from the internal components,

system desi

making it nearly impossible
to blow a speaker.

For flexibility, the EON
speakers are built to work as both
upright speakers and tilted monitors. And being light-
weight, thev're remarkably easy to carry. So yvou
can transport the system to a gig without worrying
about putting a permanent tilt in your back.

In fact, going full tilt is why we designed the KON
line the way we did. It’s easy to carry. Simple to set
up. And a pleasure to use. Becanse EO\ allows you

to do what no other system can — put all your energy

powered speakers stay amazingly cool. EONT" where it belongs, into your performance.

£ A Harman International Company

$ 0 U N T

IBL Professional. 8500 Balboa Bivid., Northridge. CA 91329






RUSTED ROOT

Guitars; Ibanez PF 30, 3ulld Jumbo JF 30, Yamaha
FGA11 & Guild Jumbe IF 68 12:strings, Alvarez &Y 20, Guild D25; each guitar
has one Sunrise pickup & one LR. Baggs pickup Strings: Martin lights:
Effects: Erisoniq DP/2 parallel effects processor, dbx 1668 compressar lim
iter. Amplification: Mackie CR 1604 16-channe: mixer, fve Pendulum SPS-1
stereo preamps with footswitches, Furman 20-amp Pra Sefies power cond
tioner, Furman PL-Plus power conditioner, Hafier P 3000 Tran Neva power amp,
Stewart PA 200 & PA 1000 power amps, two Dedalus speaxer catinets, two
Ampeg SVT 50DL speaker cabinets.
Sulars Guild DA ENT acoustic, Guild SF4 electiis. Srings:
Martin mediums. Ampl fication: Trase Elliot acoistic, Fender M-80. Alsc Latin
Jprcussion bongos, Gibson mandolin, doumbexs, fiut2, pernywhiste fam
0urine
Bass: Tobias five-string. Ampificatier: Tiace Elliot AHE00
SMX, Trace Eliot 1818T & 1048T cabinets. Strngs: GHS Boomars Tuner:
{org DT-1 Pro
Irums: Yamaha kit (blue), with 10" racx tom, 247 kick with

s Dweezil Zappa prepares to tour
in support of Music for Pets

(Zappa Records)—the second
album from he and his brother Ahmet’s
band Z—he’s discovering that the sounds
he wants are frequently being produced
by his feet. After Z’s 1993 debut,
Shampooborn, Dweezil played live with
an army of guitars and a fairly elaborate
MIDI system, but these days he’s finding
greater satisfaction with a few axes and a
plethora of pedal effects.

“My rack’s smaller but my pedalboard’s
twice as large,” he chuckles. “I used to use
alot more MIDI, but new I've just got one
controller and a lot of stompboxes. It’s still
a little tricky stepping down in the right

oirstipe head, 16° floor om with RIMS mounting system:, =4' DW snare,
enc Antassador datter heads, DW 5000 sedal. Zildjian Super 54 sticks with
Wwin tip, Cymbals: Zildjian, Satian & Paiste. Tarone: Roc N Soc.
Drums: 13"x13" Drum Workshop tom, 15% Mfrican

Sgicussian djiembe three LP congas (Patsto Fiberglass!, two 219/4* & one
123/2" with Remc alastic heads, Jag Fror Baston talking drems, Jag Drum
-alking djembe, ndm@n tablas. Cymbals: Zidjar A Custor 157 crash, Zldjian
Chna Boy 20" swish, Zildjiar €hina Boy 12" splash. Hand Percussion: twe
basket shakers, Latin Percussion fisheye *ambourine, two vetal shakers
imedium & high!, medium & high Afrcan log drums, extensive Latim
Pencussior gear. Including wind chimes, @ackmounted fisheye tambourine,
rackmountad triple cowbell, salsa cowbell plastic rackmouritad woodbocks,
fingle stick red bead shakeree & table. Rhy:hm Tech agogo belkis, Stranc goar
boo! shaker,

Sennyland washtoard w/ twe spoons & one bottle openes, two
petnywhisgies, Latir Percussion cowbell, bambweo shaker, guiras talking #rum
custom agogo bells True Colcre tambourire, shakeree, tvo tiny gourds.

place at the right time, but I feel more in
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control of my sounds. I used to have a lot

of funny, non-functional guitar noises.”
With his “two rigs in one” system—a
chain of effects units that splits into two
discreet signal paths to separate additional
effects and separate amps—Zappa some-
times uses a slight delay on one side of the
rig 1o produce the coveted “backward
sucked-out sound.” And though Z’
newest tunes are shorter and slightly less
complex than the batch that appeared on
Shampoohorn, during shows Dweezil still
has a few moments of extended improvisa-
tion to play with. “That’s where I get 1o
step on the most buttons. But { try to start
with a cleaner sound and give the guitar a
chance to breathe before getting inte the

M USI1C1I AN

goofier sounds.”

Dweezil’s setup has one family heir-
loom. “I've got one effect from my dad’s
old rack. He teld me it was an Oberheim,
and it’s called a Sample and Held. It’s a lit-
tle white stempbox, basically a voltage-
controlled filter. It creates its own rhythms
with your sound, and it seems to bubble
and squeak randomly. Using that at the
right moment is always a pleasure.”

Z's most unpredictable sound generator,
however, is sull brother Ahmet. “He’s a
loese cannon,” sighs Dweezil. “He still
talks about his anus on stage whenever he
can. And it’s still my job to try to quiet him
down when he gets too repulsive.”

—Chuck Crisafulli

jay Blakesberg



DWEEZIL ZAPPA

Guitar Ibanez loeman. two custom-bullt Hamer Explocerstyle gultars. Fenget
Telecaster, @l with P00 plckupe: Strings: Emie Ball Light Top Heavy Botsom
010046, Effects: DigiTech Weammy, Dunfop wabh, Boss wolume. Eoss
Qutawe. MuTron 3. Octavia, MXR Bnase 30, Aronchans, Ampitication: siznl
SPIL Into two paths, With chaneet ane thiough Stack I & Box. Oterhelm Sarple
and Hold, & Chundler deliw imo Peavey Classic 100watt amp & Peavey 4x12
cabinet: channel two through ADA TFXE, Oberheim Sample and Hedd, Tone
Bencder antd MXR Blue Sox, ElectroHarmonix Elsctric Mistress, Metal Zang, and
Zoom Choir into 1x15 Peavey Defta Biues amp.

Guitars: Zrie: Claptonsignature Fender Strat with 2TER
neidge & EMG pitkups, Fender "52 nissue Telecastir, Strings: Fenoder Nikei
Piated Steels, 010046, Effects: Boss FV-300L walume. CryBaby wal. Saoine
STA600 tuns, Korg PME Modulas Effects Uriit (ohorus, Nlanges, EQ. compres-

brooklyn
funk es-
sentials

hen New York’s Brooklyn
Funk Essentials hit a stage,
audiences are treated to a

mighty spectacle of groove. The supreme-
ly fat musical foundation laid down by the
band’s rhythm section is topped by
swirling keyboards, a pumping horn sec-
tion, a scratching DJ and a shifting cast of
singers, rappers and poets. So it’s a little
odd to learn that the band’s grand funk
began life as a one-man studio project.

“A few years ago I decided I'd only
work in the studio,” says bassist/band-
leader Lati Kronlund. “I didn’t want to
worry about touring and carrying things

S0r): additional offects setting congro’ with Rivers £ Feader focliswitehes. 3ol
ficatinn: e output from Korg Tunis (o Fender Bises Dellie ansg; fght outpsf
Rivera Hndred Duo 12

Basses: Fender fivestring 222 Deiuxe, costbmized Fender
fout-string 51 relssue P-bass, Stings: Fender Nicke! Plated S=4ls, 045 105,
Effects: Boss TV-12H tuner, Emie Ball wolome pedak. POD Ostaplus. Tech 21
SansAmo. Amplification: SWR SMACO & Peavay UPC 1000 mawver amps each

through 3WAR Goliath 4x10 cabmnet,

Drums: Qrom Werkshop fot, with 15"x22* «ck & DW-5200
accelerpior dolble kick pedil, 8107 & 10"x12% ek toms, 14516 oo
tam, 6.5°x14" vintage Diaiss sram, Heads: Resno Ambassacdhyn Cymbats aat-
mumfinished Zikiians; with 12% rook hihats: 16" snedium thin crasy, 17*
medium thin crash, 197 rock crash;, 20" Chisa Eoy high, 20 (e, and ang
fide, Sticks: Vic Rirth, with nylon tps,

around and making phone calls for
rehearsals. Now I'm on stage with 13
people. Yeah, it’s weird. But this is the

music I always dreamed of making. Every

time we soundcheck, we explode into
some kind of jam that has us all saying,

the NY club scene. Signed by RCA, their
debut album was released last August.
Though the record makes extensive and

BROOKLYN FUNK ESSENTIALS
Bass: Fender Jazz. Effects: Novation Bass Station,
Keybodids & sound modules; Roland JMB0,
Korg M1, Korg X5, Kurzwed Nicra Prano, Reland Sound. Canvas.
Effects: DOD FXAT wah/volume. Dunlop Crybaby wah, Amplificationt
Magiie 1202 mixer, Roland €120 stage amp.
Drums: vintzge Ludwig fiveplece kit, with 227 kick &
DW 5000 footpedal, 6°x14” sram. 12" rack tom & two 13" rack
wwms on Gibraltar rack system, 14 foor Wm. Cymbals: Zldlai
Sticks: Vic Firth 5Bs.

; Percussion: 11 quinto conga, 13" tumba cangs,
LP bonges, LP brass timbales (12 & 137), toys vee, Sticks: Vic Firth
Conquistadar red Umbale sticks. .
Tenor sax: Selmer. Soprano sax; Yenagifaws, Fltite: -
vintage 1942 Selmer,
Trombome: Bach 428 with: 56 Megatone

mouthpieee.
Trumpes  Bach-Suadivanus
Couisnon. Keybpards: Korg M1-EX.

Two Technies SL 1200 tuntabiles,

Flugelhorn:

M U S|

'World Radio I-IH

‘Wow. This all right.””
Kronlund began piec-
ing that music together in
1993 during down time at
Arthur Baker's studio,
where he was working as
an arranger and program-
mer on an Al Green
album. He played almost
everything himself on
carly demos, but as he
called in friends to con-
tribute to his work, a
band vibe began to blos-
som. By early "94, BFE’s
sizable
become a major draw on

C 1 AN

creative use of samples, every sound they
make in concert is 100 percent live. “This
is a band of good listeners,” says
Kronlund. “And the interplay between us
is probably the best part of our show.
Machines are not good kisteners, and it
would be restraining to let one be in charge
on stage.”

He does reluctantly count on a touch of
high-tech to achieve the classic funk key-
board sounds—Clavinet, Fender Rhodes,
Hammond B-3—that are often the meat of
the tunes. “I'm not totally happy that our
Rhodes sound comes from a Korg M1, but
we just can’t carry everything we want
with us,” he explains. “Our backs couldn’t

handle iv.”—Chuck Crisafudli

had

lineup
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He listens. Half the year in the
studio. The other half on the
road as a ‘ive sound mixer. For
Gregg kubin the challenge is to
capture the immediocy of music.
After hundreds of live perfor-
mances anc countless hours in the
studio, he kmows whct music really
sounds liks. What goes in his ear
is what gets laid dewn on Sony
Digital Aucio Recording Media.

“It doesn’t matter if a parfor-
mance is great if the tape
you're recording it on, isn’t. Tkat's
why | trust Sony DA™ tape for my
live and 2-4rack masters. In the
studio, | prefer Sony DASH tape.
It's so precise, and | can punch
as many times as | want without
compromising the quality of the
recording And fcr live multi-
track recording, I've disccvered
the DARS series for 8mm MDMS
— it's performed flawlessly. The
bottom line is that | know every-
thing I'm putting down is safe —
so the sound | hear the day of the

recording is exacty the sound

| hear the day of the mix.”

Whether you’re working in the
control room, on lezation or in
your basement, make the most
of every note. Sony Digital
Audio. After all, sound that
inspires is not a luxury, it's a
necess ty. For a krochure call
1-800-955-SONY.

SONY

Converting the industry bit by bit.




800-223-7524

Need an ad fast?

Call Jeff Serrette.

In NY State (212) 536-5174
Outside NY St. (800) 223-7524

ACCESSORIES

SINGERS 7520 (g™

(nlis=itad 1 ~w Cost Instanth Available =
Background Musk from Orisivss Standard
Recordiing# fioes Everythiiig Karaoke

does... Better ivés you the

L )"

4}
Hour Demojinfo Reques't Ung {404)482.24

jthonia, GA 3 : %
etter Than Karaoke!

FA(TORMLCASES

When You Want Something

Cali now e — Custom
for our = of stock
catalogue sizes:
or quote: our
Roadie Peoducts, Inc. prices
1-800-645-1707 can’t
(316) 365-1181 (N'Y) be
(516} 563-13%) (fax) beat

This is one MIDI footcontroller
that won't make you go

IIEEK!II

MIDI MOUSE’

5 | TECHE 21 - NYC

» Simple o InE ] -

» Compact JEB\

» Heavy Duty

» Battery = acrveseance
Operable |-

> Affordable

Actual Size: 4-1/2 ' x 31/

TECH 21-NYC

1600 Broadway, NYC, NY 10019
212-315-1116 - Fax: 212-315-0825

ANNOUNCEMENTS

MUSIC BUSINESS JOBS! GET IN THE BIZ NOW!
1-(803)-750-5391

ARTI WAN D

RECORD COMPANY NATIONAL DISTRIBUTION
wants Rock, Pop, R&B, AC, Dance, Alternative Demos—Submit
Tape, Pictures, Resume, Phone to: TopNotch® Entertainment Corp.
Box 1515 Sanibel Island, Florida 33957-1515 (941) 982-1515.

MUSICIANS NATIONAL REFERRAL—Professional

musicians seeking bands—bands secking professional musicians.
Bands register frec. Call now for information. | (800) 366-4447.

PROFESSIONAL MUSICIANS RE-
FER R A L—Musicians/Bands—Connect with the RIGHT
group or player. Call PMR—America’s original national referral!
(612) 825-6848.

HOW TO ORDER AN AD

REGULAR CLASSIFIED (ads without borders):
20 word minimum. $2.90 per word, minimum
$59 per insertion.

CLASSIFIED DISPLAY (all ads with borders):
1x/1" $163 per, 6x/1" $152 per, 12x/1" $142 per.
BOLD FACE CAPS: First line, additional $20.
MUSICIAN BOX NUMBER: Add $4 per insertion
for handling.

PAYMENT MUST BE ENCLOSED with your ad.
Send to Musician Classified, Jeff Serrette,
1515 Broadway, NY, NY 10036.

DEADLINE: Two months prior to date of
publication.

ALL AD CANCELLATIONS MUST BE IN WRITING
AND MAILED TO THE MUSICIAN CLASSIFIED
DEPARTMENT.

FAX YOUR AD TODAY (212) 536-5055

INSTRUCTION

ATTENTION: KEYBOARDISTS. Beginness 1

pros. FREE Report reveals how 1o sound like your favorite keyboardists
on recordings. (800) 548-5601 24 Hrs. FREE Recorded Message

=i B
2 RECO
* TRAIN AT HOME AN
Easy Home-Study practical tralning In « »
Multi-track Recording. Join our successful \
working graduates or bulld your cwn studio.
Diploma. Job Placement, & More.
FBEE INFORMATION;
L § Audio Institute of America D
258-A Union St. Suite H, San Francisca, CA 94127 -

u‘l »

Recording Engineer

Radio Announcer
'ON THE JOB TRAINING

IN MAJOR LOCAL RECORDING
' STUDIOS/RADIO STATIONS
l Part time, nights, weekends. No experience
l

L

required. Free brochure and recording tells how.

1-800-295-4433

On the job training at majo
studio IN YOUR AREA
Keep present job, no
experience required. Train
around your own schedule.

EXPERIENCE
Call- 1800 795 5750

INSTRUMENTS

1954 Gibson Les Paul Custom, 1924 Gibson Lloyd Loar F5. SUB
SCRIBE NOW to our monthly used and vintage instrument list with
20 jam-packed pages of quality instruments for players and collectors
at down-to-carth prices. $12.00/year ($25.00 overseas). Current issue
free on request. ELDERLY INSTRUMENTS, 1100 N Washington,
POB 14210-EC5, Lansing, M1 48901 (517) 372-7890.

VISU-LITE Electronic Percussion at discount prices. VISU-
LITE electronic cymbals, drum pads, acoustic drum Quict Triggers,
clectronic hand percussion and more at low discount prices
Compatible with Alesis, Roland, KAT, YAMAHA, etc Call/write for
brochure at: (612) 259-1840; EPS, 220 6th Ave S, St. Cloud, MN 56304

- e o o= e e s om o om om om mm meam e COUPON == on o o o o o o o o e e

CATEGORIES: Please mark categcry desired.

U Accessories O Books/Publications '3 Computers

J Employment 2 For Sale O Instruction JJ Instruments
U Miscellaneous I Musicians U Records & Tapes

U Services ) Software O Songwriters J Talent O Video
Yourihame) .
Company -

Address —_—
City State Zip
Telephone =

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

0 American Express Q Visa O MasterCard
Credit Card # - o B
Exp. Date _Bank #

Your Signature

w= == pyblisher has the right to refuse all mail order retaiter ads that might conflict with Musician dealers. == &= oz =5 =5 o &5 &= o= @ = = =

GRATEFUL DEAD PHOTOS

Jerry, Bab and band. Up close, no crowd shots! Send SASE for photo spec
sheet 10: Photo’s Unlimited, PO Box 27587, Scartle, WA 98125-2587.

ACOUSTIC FOAM

We're your #1 source for the
world's best sound absorbents,
barriers & accassories. Clients in-
. Clude AT&T, NASA, Sony, Wamer
Bros., Ford, 20th Cent. Fox, NPR,
* Univ. Studios, US Gov't, Shure, etc.
Why use great gear in a lousy
room? Call today for great stuff!

1-800-95-WEDGE

.. USAFoam  Fax 317-842-2760

MUSICIANS

RADIO AIRTIME now available for artists/musicians on THE
CAMEO CLUB PERFORMER show aired in Hollywood, CA. LA
IS THE HOTTEST place on Earth for artists!! Details/Rates call 1

800-809-387

l 500 CDs and 0
500 Cassettes

$2,590

&

o FREE Graphic Design © Ready In 3 Weeks
o Major Label Quality ® Money Back Guarantee
DISC A2AKERS
1-800-468-9353

Call todoy for our FREE "

full color catalog

n
X V12
751 232.4) 40 » FAX 2

15

T3 MUSIC INDUSTRY PAGES\A

hitp:/ / www.musicindustry.com
T MUSIC INDUSTRY PAGESAJ
___http //www musicindustr 'cor_‘
B3 MUSIC INDUSTRY PAGEShA
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PROFESSIONAL SERVICES

AR

RECORDING CONTRACT
$15,000.00" WORTH OF PRODUCTS

RECEIVE 40 HOURS STUDIO TIME
WITH ESTABLISHED PRODUCER
1,000 COS & 500 CASSETTES IN FULL COLOR

D&

D@ —
b¢ Sonic

AlL FOR TFL

(919) 746-30213S
Records =12 >

‘Miamum Relas Jakie )

SERVICES

PLUG PRODUCTIONS—CD, cassette and viny' manufacour-
ing and distribution in U.S. anc overseas. Sampler $4.00 (§03) 750-5391,
273 Chippewa Drive, Columb:a, SC NZIQ,

FOR COMPLETE COMPACT DISC,
CASSETTE & RECORD MANUFACTURING
QL) (800) 859-8401

:Pr Producing Your Own €D
W' 1 Shouldn't Make You Scream

your music is o mesterpiece...our prices are o steal.

500 CDs andEF 31

500 Cassettes ™o

complete

The
Record

call for o‘r FREE brochore! \\
1:800°916°9900
[714) 24148801 + Fo: {714] 2410951

SERVICES SERVICES

TOLL FREE 1-800-835-1362

Incredible Compact Disc &
Cassette packages...
Complete Full Color CD Packages:

500 CD's $1199,
1000 CD's $1649.
Complete Full Color Cassettes Packages:
500 Cassettes $614.
1000 Cassettes $909.

American Clients: No Tox... No Duty... No Problem!
COWIMUM:W?WW.CWUI:::M.?MM

CO printing, pre master & glass g, jewe! box,
Insertion of graphics. Does not include film or typesetting.

HEALEYdisc

-

The one you

|
, w HEDIS R
1715 wEs D e, sTe 100e need to call!

Compact Discs. Cassettes. and Vinyl Disc Manufacturing,
Graphics, Printing, and Packaging
Best Quality Compe itive Pricing Fastest Turnaround Time
Call (615)327-9114

-

r » —
l MASTERING * MANUFACTURING * PRINTING
- DIZI-RZM”

FOR COMPACT DISCS » CD-ROM
REAL TIME & HIGH SPEED AUDIO CASSETTES

COMPLETE PACKAGES ¢ COMPETITIVE PRICING
| GRAPHIC DESIGN STUDIO + PERSONALIZED
EXPERT SERVICE + FAST TURN-ARQUND

CALL (800) 815-3444)5 -,
\ (212) 730-2111
LI30 WEST 42ND STREET « NEW YORK, NY rmJ

@udlo‘nﬁhoﬂ

Lowest Prices
CD & Cassette Manufacturing
1-800-375-2060

DUPLICATION

COMPACT DISC
AUDIO+VIDEO CASSETTE

CD ROM
NOW FEATURING THE

| THE LATEST IN DIGITAL
CASISETTE BIN TECHNOLOGY
FROM GAUSS.

R WG, INC.
~

WORLD MEDIA GROUP
Ba472 Brookvilla Road
Indisnapalis, Indiana 48239
317/383-1113  Fax 317/353.0780
Internat wmg@indy.net

® =22 NALM NAIRD

1-800-928-3310

World Audio Video Enterprises

Bar-codes, CO Rom,
CD-R, Mastering,

N CD & CD-ROM Manufacturing
</%8 309 E. 90 St. - B, NY, NY 10128
SOMAIN *  (800)344-4361 (212)369-2932
THE BEST CD MASTERING...
Unsurpassed mastering quality by Bob Katz.
Custom hardware and software, 128x Oversampling
20-Bit A to 0, Unique Oigital Processors, Sonic Solutions
Editing, Tube and Solid State Analog Recorders.
CD Mastering is an art. Levels, lades, equalization,
spacing... everything is important to you and to us.

CD REPLICATION...

1000 COs at $1.55 w/Jewel Box, Shrink, Insertion.
2500 at $1.50. Glass Mastering Free with 2500+ COs.
CD BOOKLET PRINTING. ..

1000 4-Panel Booklets, Full-Color Qutside & Tray Card,
B&W Inside, Full-Color at $0.37, Graphic Artist on staff.
...COSTS LESS!

Complete CD packages !

Retail ready including full color inserts.

Design and Film

services

300 500 1,000

CD's *975 *1075 *1637

labt [~ *396 506 752
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LIGITAL FERCE™
212-333-5953

E-Mail: digitalforce @ morebbs.com

TOTAL CD, CD-ROM
& CASSETTE PRODUCTION

MASTERING GRAPHIC DESIGN
REPLICATION PRINTING

PERSONALIZED EXPERT
SERVICE PACKAGING

The Power of Excellence M
330 WEST 58th ST, NY, NY 10019

< -te ¥ e INnOIUuCl S
SrRBIICS, Drint, Disck. all WS .76
(213) 466-1152, in CA (800) 993-2300

ey

- !
Compact Disc Manufacturing
Cassette Duplication
Printing & Alternative Packaging
Graphic Artwork
1-800-668-0098

Internet Address: Torgray@NETAXIS.QCCA » FAX: (514) 6950593

SONGWRITERS

SONGWRITER PRODUCTS, IDEAS, NECESSITIES!
Books, Contracts, Copyrights, Business Forms, Record Co/Radio
Direcrories. Duplication, Stadonery, Music Gifts, Jewelry, Apparel,
Hohday Gifts. “Free Catalog” SPIN 345 Sprucewood, #MLJ, Lake
A , FL 32746-5917 (407) 321-3702.

$15,000.00 SONG LYRIC WRITING
CONTEST No enwy fee. Lega’ S.AS.E.. Music Equity

Guild of America, PO Box 7»%, Palo Cedra, CA 96073

NATIONWIDE TALENT SEARCH 96
SEEKING: » BANDS = ARTISTS
* ACTS » SONGWRITERS
* All types of originl music considered.

* FREE Promotion & exposure if you qualify.

% NOT a contest! This is o career-launching opportunity.

Send a cassefte of your music with name,
" address, phone & best time fo confuct to:

“ RODELL RECORDS

IE - P.0. Box 934574 » Holywood, (A 90093

AARRAEAN L2 Lars
[cont’d on page 95]
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HENDRIX

[cont’d from page 95] at St. Mary Abbots.
Dannemann says that just before they pulled in, Suau and
Jones quickly whipped an oxygen mask onto Hendrix; at
this point, she says, she knew something was going wrong.
Dr. John Bannister, the surgical registrar, observes Hendrix
and, as he noted in a letter to Shapiro and Caesar
Glebbeek, “on his admission, he was obviously dead. He
had no pulse, no heartbeat, and the attempt to resuscitate
him was merely a formality, an attempt we would perform
on any patient in such condition. . . . The very striking
memory of this event in my mind was the considerable
amount of alcohol in his pharynx and larynx, despite suc-
tion, and it was obvious that he had drowned in his own
gastric contents. . . . | recall vividly the very large amounts
of red wine that cozed from his stomach and his lungs, and
in my opinion there was no ques-
tion that Jimi Hendrix had
drowned, if not at home then cer-
tainly on the way to hospital.”
Bannister’s view is confirmed
by Dr. Martin Seifert, who spent
some time trying to revive
Hendrix at St. Mary Abbots.
Dannemann quotes, but does
not document,
allegedly made by Seifert that he
had forgotten the details of that
day and that he was called to

work on Hendrix a full five to

statements

ten minutes after his admission.
She has also posed the question
of why Seifert would spend up
to half an hour trying to revive
Hendrix if the patient was obviously dead. This year, in
Martin Shankleman’s broadcast, Seifert gives his expla-
nation: “We must have thought at the time that there was
a possibility that we could try and resuscitate him.
Unfortunately . . . it was obvious that we weren’t able to.
I have always assumed that Jimi Hendrix was brought in
dead.” In interviews with Harry Shapiro, Seifert elabo-
rates: “Jimi was rushed into the resuscitation room. He
was put on a monitor, but it was flat. 1 pounded his heart
acouple of times, but there was no point. He was dead. . ..
We didn’t work on him anything like an hour—just a
few minutes.”

In interviews and in her book, Dannemann argues
repeatedly that Hendrix was alive on delivery to the
emergency room and that it was medical incompetence
that did him in. “It makes me uncomfortable to think
that this doctor [Bannister] had Jimi’s life in his hands,”
she writes, adding that “Dr. Bannister had been struck
off the medical register.” The implication is clear that
Bannister was a bumbling Major Burns type. In fact, he
was disciplined in Australia, though for what an article
[ B8 ]

FEBRUARY 1996

in the London Times describes as “an accounting error.”
No one other than Dannemann has publicly criticized
his performance as a doctor.

Even while contradicting the police, ambulance crew,
and doctors at the hospital, Dannemann contradicts her-
self. In her book, she writes that after Hendrix died, “a
nurse allowed me to go and see him. I was still weeping,
but the moment | entered the room and saw Jimi lying
on some kind of stretcher 1 couldn’t cry any more. ...
The room was filled with an atmosphere of complete
peace. Jimi looked like he was just sleeping, with a faint
smile on his face, as if he was having a beautiful dream.

For a long time [ just looked at him, caressing his face.”

This tender scene, according to Seifert, could not
have happened. “No one would have been allowed to
look at him or stand over him,” he told Dolores Cullen.
“That would never have been done.” Not only that:

Dannemann herself has said she never saw Hendrix in
the casualty room. When Tony Brown asked her who
identified Hendrix’s body, she replied, “ As far as I know,
Gerry Stickells, because 1 didn’t want to see him. They
asked me, but I just couldn’t [ialics added).”

Then there’s the question of the coroner’s report.
Dannemann quotes the coroner as stating “clearly at the
inquest that [Hendrix] died at the hospital.” But the offi-
cial report of the Kensington coroner lists 12:45 p.m. on
September 18 as the time when “the deceased died or
was found dying or dead [italics added].” This was
recorded only after efforts to revive the patient were
stopped and Stickells had identified the body to officials

as Jimi Hendrix.

... Nothing Can Harm Me At All
If Hendrix died in the hospital, then the blame arguably
lies with a handful of Keystone Koppish attendants and
doctors. But if he died at the Samarkand, it was quite
likely due to that tragic and familiar interplay of booze
and drugs—specifically, sleeping pills.

M U S I CI AN

It was Vesparax that Hendrix took—nine tablets of
this German brand-name sleeping pill. They belonged
to Dannemann; she gave them to him or directed him to
where they were. Or perhaps he already knew and
found them himself. The label was in German, which
Hendrix couldn’t read. Each tablet contains 200 mil-
ligrams of barbiturates—three parts Quinolbarbitone
sodium, one part Brallobarbitone calcium-—and 30 mil-
ligrams of Hydroxyethyl hydroxyzine dimolente. The
recommended dosage, as noted by the post-mortem
examination, dated Sept. 21, 1970, is one-half a tablet.
Hendrix, then, took 18 times the normal amount.

In a letter to Harry Shapiro, dated Feb. 28, 1992, Dr.
Rufus Crompton writes, “Vesparax is indeed as strong
as a 200-milligram barbiturate capsule. Hendrix may not
have realized this. [He] may have realized that he was
too high on amphetamine and looked for a barbiturate
to bring him down. Not being
familiar with Vesparax, he could
have taken too much, seriously
inhibiting his normal cough
reflex, so that when he drank
some wine it went down the
wrong way and was not coughed
up. In favour of this is the fact
that though he smelled of wine
and it was on his face and hair, his
blood alcohol was low.”

Ultimately: one has to hold
Hendrix himself responsible for
actions that brought his life to an
end. Many of those who act out
this tragic drama around him are
peripheral players, drawn by the
flame of his music and, perhaps,
driven back into the darkness for fear of being burned.
Hendrix will survive in sound; the position his story will
take in history is, however, the responsibility of those
who war with each other in his name. M

Thanks to the artists, officials, and friends of
Hendrix who cooperated with Musician. Angie Burdon
and Devon Wilson are both deceased. Eric Burdon, con-
tacted on our bebalf by Noel Redding, declined to be
interviewed. In our attempt to speak with members of
the Hendrix family, we contacted Jimi’s sister Janie, who
referred us to her publicist, who was unable to arrange an
interview before our deadline. Alvenia Bridges, who was
with Burdon when Monika Dannemann called on the
moming of Hendrix’s death, told us—twice— I have
nothing to say.” On Oc. 30, 1995, we spoke with
Dannemann, who agreed to recetve 20 questions from us
via fax; just before press time, she declined via fax to
address these questions, noting, °I can see no reason why
I should have to defend myself before persons who ques-
tion the veracity of my words.”
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If this doesn’t change your tune, it will add
a whole lot of new ones to your repertoire.

e Introducing the world’s first XG synthesizer and a powerful music production workstation. Complete voice editing for
ultimate control. 947 XG, GM, preset and user voices for maximum expression and compatbility. 3,093 editable musical phrases with
“play effects” for infinite creativity (over 1,000 drum and percussion tracks, 575 bass lines, S0 guitar chords and riffs, and 800 keyboard
chords and riffs). Three totally programmable eftects processors with realtime control for tozal production capability. And a huge screen
and elegant GUI interface for ease of use. Go trom inspiration to ovation without ever leaving the (25300.
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