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the Orion Birdseye Maple Series has newt created 

using six plys of cured and aged North American maple. 

Orton Birdseye Maple Drums feature 7.8 mm shell 

thickness, precision 45 degree bearing edges with 

counter cut, lull length Gladstone style lugs, the exclusive 

1.1.S. Isolated Tom System prividing infinite tom positioning 

capabilities and no shell penetration, the elegance of hand 

stained maple, and coats of protective transparent 

polyurethane so deep the drums appear to be encased in 

purified water. 

The sound of Orion Birdseye Maple drums? 

Simple...mdigenous to itself and second to none. 
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Are there flies 
inside your speakers, or 

do you need a Furman Iso-Patclim? 
Get rid of buzz and hum caused by ground loops 

with the new Furman IP-8 and IP-2! 

Furman IP-8 Isolated Patch Bay 

The new IT-1220 provides 
any studio or stage with 
quiet, balanced power. 

The Furman IT- 1220 is a rack mount, 20 
Amp Balanced Isolation Transformer designed 
to provide ultra-quiet power to an entire 
studio. 

It can make your audio system dramatically 
less susceptible to hum pickup, with a typical 
10 to 15 dB improvement in noise floor—a 
result often surpassing that obtainable from 
complicated star grounding schemes with 
heavy buss bars and ground rods. 

And all you have to do is plug ir in. 

The back panel of the IT- 1220 provides 12 
isolated AC outlets for your equipment. The 
front panel provides two more, plus a three-
color, 20-LED voltmeter. 

Inside the IT-1220, a specially wound and 
shielded toroidal isolation transformer delivers 
perfectly balanced AC power—and very quiet 
performance from the equipment that's 
powered by it. 

Find out how easy it is to produce with the 
sound of silence, with the Furman IT- 1220. 

y
ou should get a buzz from creating music 
with your equipment, but not from 
the equipment. 
Of course, any band or studio with a 

rack full of equipment can be plagued 
buzz and hum. 

Furman's new Iso-Patch 
series gives you a solution— 
by (temporarily or perma-
nently) isolating 
your rack 
components 
from each 
other to 
break ground 
loops, and put an end to buzz 
and hum. 

How does an Iso-Patch 
work? Simple. Each of its 
input/output module features 
a low-distortion isolation 
transformer, which isolates 
line level audio signals, breaks 
ground loops—and puts an end to those annoying noises. 

The eight channel IP-8 Iso-Patch Isolated Patch Bay looks and 
works like an ordinary patch bay with standard, half-normalled 1/4" 
jacks. The IP-2 is a two-channel version, small enough to fn in any 

tool kit—and priced so low you can afford more than one. 

See the new Iso-Patch series at your dealer today, or call, write or 
fax us for a free Iso-Patch data sheet and a copy of our catalog. 

by 

ISO-PATCH 
DUAL TRANSFORMER 
ISOLATOR 
MODEL IP-2 

IP-2 Dual Isolator 

Mal 
M I ImM 

Furman Sound, Inc. • 30 Rich St. • Greenbrae, CA 94904 USA 
Tel: (415) 927-1225 • Fax: (415) 927-4548 

Furman produce are made in the U.S.A. IT1220 20 Amp Balanced Isolation Tran.lOriner 



WHAT DO YOU THINK ABOUT 

SUCCESS? 

I don't. 

THAT'S A BALLSY TONE. 

I've got more. 

ihits the crunch switch] 

WHAT'S THE COOLEST 

SOUND YOU EVER HEARD? 

The echo in Union Station. 

What reverb! 

WHEN YOU WERE YOUNG, 

WHO INSPIRED YOU? 

Gilligan rocked my world. 

!kicks up the treble and 

plays the TV theme' 

IS THERE ONE GUITAR PLAYER 

YOU'D LIKE TO BE? 

I already am. 

HOW DID YOU GET YOUR START? 

Coffee and donuts. 

YOU SEEM TO BE MORE 

VERSATILE THAN EVER BEFORE 

I grew up. 

WHAT DO YOU - 

THINK ABOUT FLEXIBILIT 

You either have it or you don't 

[goes from shred to vintage bluest 

WHAT'S YOUR FAVORITE 

MEANS OF SELF-EXPRESSION? 

I'm plugged into it. 

!kicks the volume up and 

starts to waill 

WHAT IS THE BEST PART 

ABOUT PLAYING GUITAR? 

The part where you split 

and 1 play. 

There is a response for everything. 

I Roland 

fr 

Roland Corporation U.S., 7200 Dominion Circle. Los Angeles. CA 90040 (213)685-5141 Roland Canada Music Ltd.. 5480 Packwood Way. Richmond. B.C. V6V 2M4 (6o4127o-6626 

élable- COMPUSERVE': GO ROLAND Fax- Back Information: 1210 685-5141. ext. 271 



pipes and the bodhran, became the score to 
the sleeper indie hit The Brothers 
McMullen quite by accident. When the car 

topher Franke, whose group practically 
invented the electronic music soundtrack 
in a break with past tradition, also tries to 

Seamus Egan: " It's nice that people can look to Irish instruments 

he was touring in 
broke down a couple of 
years ago and he was 
forced to stay at a friend of a friend's house 
in Rhode Island, he left a cassette of his '90 
Shanachie album A Week in January as a 
token of gratitude. It just so happened the 
family's son was working as a technician on 
The Brothers McMullen. He played it for 
director Ed Burns, who eventually used 
Egan's traditional instrumentation to con-
jure an eternal, fairy-tale mood. 

Egan had previously done soundtracks 
for the PBS series Out of Ireland, and 
more recently, Tim Robbins' Dead Man 
Walking. "It was gratifying to play tradi-
tional Irish instruments in a different sort 
of context in Dead Man Walking," he says. 
"More and more, this Irish music is show-
ing how malleable it can be." 

Erstwhile Tangerine Dreamer Chris-

without being 

traditional 

1:31M C ' 1000 

DIGITAL POWER CONVERTOR 
/11/11•011111L1/1111•1 011111•11.101.111   

blinded by the maintain a fresh 

element." approach. "I went back 
to using traditional 

instruments, but to make them 
sound fresh, I tried to combine 
them with technology." 
Franke has his own ensemble 
back in Germany, the Berlin 
Symphonic Orchestra, 
which he records for his 
soundtrack work by using 
a fiber-optic connection 
through ISDN digital 
phone lines. 

"The important thing is 
to find your own style and 
stay within it. But as soon as 
you have that down, you have 
to leave it again. Otherwise, 
people won't believe you can do 
anything else. Timing is important. 

Having a niche at first is very important. 
But leaving it at the right moment is just as 
important. Just like it is in all art." 

Thomas Dolby is another musician 
who pioneered electronics, "but I kinda 
grew out of synthesized music a decade 

ago," he admits. " It was a great challenge 
for me to make records entirely on 
my own using these new 
machines. But now, there are a 
million other people doing 

it. On the other hand, there 
is a new uncharted territo-
ry in the area of interactiv-
ity. That's what interests 
me now. But I haven't 
completely given up con-
ventional ways of writing 
and recording music. I 
can see myself in a couple 
of years in a smoky club, 
playing an acoustic set on 

piano of my more romantic 
songs." 
Too old to rock 'n' roll, too 

young to die? [cont'd on page 86] 

LIGHT WEIGHT 

POWER 

be confused 
by designs that 
use switching power 
supplies to replace bulky 
power transformers. The 
most efficient switcher can't 
match the efficiency of the 
transformer it replaces, resulting in 
increased heat and more wasted power. 
Even the variable or regulated class "G" 
designs, although somewhat better, don't 
come near the efficiency of DPC technology 
(not to mention weighing several times more). 

For the True technology leader in professional power 
amplification check out a Peavey DPC today. Sound 

that won't break your back or your pocketbook • 

ONLY 1 RACK elelle> 

12 lbs. 
_Ark% 

Fe..E.MeEn 

MADE IN U.S.A 

PEAVEY 

ri rrj 

1000 
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The story behin 

Rhythm tricks from 

downs of club residencfes. And lots more 

new sip 

Hamell On Trial: bald, loud. gifted—and improbably 

signed to Mercury. by robert I. doerschuk. 

Reflections on lost anonymity, sadness, and the 

country renaissance. by mark rowland 

Tips from the biggies on how tonaake the jump from 

band gigs to movie soundtracks. by roy trakin 

Hair-yanking, harpsichord-tweaking, space-staring: 

Such is life with Tori behind the scenes on Boys 

For Pele. by robert I. doerschuk 

what the players ole 

Gear breakdowns and user tips from AC/DC, 

Lenny Kravitz. KMFDM, the Rentals and 

Bad Religion. 
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• emi-unplugged from Jarrod 

n. Marshall and Trace Acoustic. 

New keyboards from Yamaha, Roland and Korg let 

you build virtual instruments through mathematics. 

One of the toughest guitarist/producers in downtown 

New York packs plenty of recording power into an 

economy-sized space. 

product 14. adver 

An expanded listing of ads and product mentions. 

Also masthead. 10: letters. 12: classifieds. 104. 

recordc 

Mark Eitzel. the Afghan Whigs, and Husikesque. 

Also. Ivan Neville hangs with Keith Richards, and Joe 

Lovano remembers Gerry Mulligan. 

The Ramones, R.I.P.—maybe. by charles m. young 
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Whirlwind's Precision Manufactured 

tubes are designed to exceed original 

type specifications—to perform better 

and last longer without compromising 

the classic tonality of the tubes. How is 

this achieved? 

Several years ago world consumer 

demand for tubes was collapsing and 

western manufacturing facilities were 

shutting down. We believed tubes would 

continue to be important to the music 

community and began a multi-year 

process of developing manufacturing 

capability in China. 

The assembly of tubes has never been 

fully automated. The tiny parts are 

assembled into their glass envelopes by 

hand, like building a model ship in a bot-

tle. As with the Soviet Union, China had 

the workforce available and tube facto-

ries in place—still producing tubes for 

domestic equipment. However, both the 

Chinese and USSR plants used equip-

ment, materials, and procedures that 

were well below the level of technology 

being developed in the West at what was 

thought to be the end of the tube era. 

Compared with the USSR, China's 

strong economic and industrial growth 

made it the obvious choice for our efforts. 

We could have simply bought thousands 

of tubes from the existing factories, 

thrown away most of them, and sold the 

ones that happened to accidentally per-

form well. That system is inherently 

unpredictable, however, and there is no 

way to guarantee that the tubes which 

do pass will continue to perform after a 

few hundred hours of use. We also had 

new designs we wanted to produce. 

So with the services of some of the top 

engineers from the world's classic tube 

companies, we set out to match and sur-

pass the best of the classic tubes using 

selected Chinese manufacturing plants. 

To achieve this goal we modernized the 

systems of our partner factories and 

imported equipment capable of produc-

ing better mechanical connections and 

higher vacuums—keys to consistent per-

formance and longer tube life. We 

brought in high-tech alloys for a new 

generation of superior tube designs and 

developed rigorous quality control proce-

dures. Finally, we placed our own people 

at these factories to work hand in hand 

with their production staffs. The result 

of these efforts is a tube quality unparal-

leled in the history of tube manufacture. 

These superior tubes are then final-test-

ed and grouped in the U.K. using a com-

puterized multi-parameter matching sys-

tem. This system allows us to compare a 

range of key parameters and organize 

our power tubes by group number. The 

process is so precise that once your amp 

has been properly biased for a set of PM 

tubes, new PM tubes as much as 10 
group numbers away from your originals 

will generally not even require rebiasing. 

Our designs have restored and upgraded 

thousands of classic and current amps. 

Yours could be next. Ask your dealer or 

contact us directly for more information. 
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y
our work relies heavily on electron-
ir instru ei entai technology yet 

retains an organic quality one hears 

more often in acoustic and folk-ori-

ented music. 

I think that's because everything 

starts with the melody. When I intro 

duce it to [producer] Nicky Ryan and 

[lyricist] Roma Ryan, we begin a lot of 

trial and error in finding ways to 

enhance that melody. 

Why is melody, rather than harmony or 
rhythm, your foundation? 

Because that's my first love. Even if 

it's simple, like things I used to sing in 

the church choir back home. Often 

when you're singing a hymn you know 

what the next note is; you want it to be 

"People don't know 

what I look 

like, but they know 

the music. That's 

important." 

that note, and it is that note. That's as 

beautiful as a very complex melody, 

even though some people can be afraid 

of that simplicity. 

Aside from an occasional bit of arpeggia-
tion, everything on your albums is done live, 

and nothing is sampled. This is especially 

remarkable in your lush, multi-layered 

Irill9111,111111M11. 

vocal pads. 

Well, each melody is different, so it 

requires different multi-vocal harmonies. 

After the melody, we put on the strings and 

percussion. Then I go in to sing the har-

monies, but I never know what I'm going 
to sing. That only comes when I put on the 

headphones and listen. There are no short 

cuts; if it takes three or four days to do the 
multi-vocal, that's irrelevant. There's as 

much erasing as work going on. But it's 

exciting to hear it build up each time I sing 

a new part: To start with there's only one 

voice, then the second time I sing there's 
two, and so on. 

You've never performed your recorded 

works live. 

That's true, but the nice thing is that we 

aren't dependent on tours, which means 

that the music is actually bigger than I 
am. Some artists are to a certain extent 

bigger than their music: People know 

what they look like and how they per-

form. People don't know what I look like 

or anything about me, but they know the 

music. I enjoy that, because that's what's 
really important. 

What sorts of music do you listen to 

these days? 

I don't listen too much to music. 

When I was beginning to write music and 

experiment with Nicky and Roma, I 

found it distracting to hear the radio, 

because what was being played caused a 

kind of negative reaction in me. A lot of 

bands were trying to emulate U2; that's 

what people were expecting to hear when 

they came to Dublin. I felt that what I 

was doing was so different that nobody 

would listen to it. I realized I shouldn't 

have this negative feeling in the studio, 

because when you're working on some-

thing you have to be very open and 

enjoy what you're doing. So the three of 
us had to isolate ourselves completely; one 

negative opinion would have caused terri-
ble damage. 

Still, if you had to listen to something dif-

ferent... 

... it might be Rachmaninoff: Those 

piano melodies, so beautiful, so beautiful. 

—Robert L. Doerschuk 

MUSICIAN MAY 1 9 9 6 



S
omebody told me that you're getting 
quadruple scale for sessions now. 

What?! I didn't even know there was 

such a thing! I'm generally a double-

scale player. I get triple when the budget 

permits. And in certain situations where 

they can't afford double scale, we'll work 

out a day rate. To me, it's not about getting 

quadruple scale; it's about working all the 

time. You have to keep improving and 

staying abreast of what's going on. One 

way for me to keep learning new things is 

to work constantly. A lot of times, I have 

to be the one to come up with a new idea 

or sound. That's not to say that you have 

to be a genius every day. On some sessions 

they just want my time, groove and per-

sonality; they don't need me to reinvent 

the wheel with a drumbeat. Then there are 

situations like a Mellencamp record where 

John wants me to give him something he's 

never heard before. 

Has anyone ever given you royalty 

points for your creative contributions to 

a song? 

A couple of times. But there doesn't 

seem to be a law regarding who is worthy 

of points. A guitar player can "compose" a 

I-IV-V chord progression and share in the 

songwriting royalties. Where's the unique-

ness in that? Whereas a drummer might 

influence the whole feel and direction and 

come up with a beat that is totally unique. 

You generally haul a dozen or more 

snare drums to sessions. How does one 

achieve a signature sound if the instrument 

keeps changing? 

It's the way I hit the drums; the way I 

express myself on the kit. If I played on 

Peter Erskine's kit and he played on mine, 

we'd both still sound like ourselves because 

"It's not about 

quadruple scale, 

it's about working 

all the time." 

we each have our own sound and approach. 

I do have a snare drum I like—a 1950s 5x14 

Ludwig Supra-Phonic 400—but I can sound 

like me on any snare drum. 

A good studio player needs consistency 

and control A convincing rock performance 

demands a certain amount of abandon. 

How do you balance the two? 

The consistency has to be there in 

terms of solid time and solid groove. If 

you're playing with a lot of sequenced 

stuff, then every note has to be perfectly in 

time or the live drums won't sound right 

next to the sequenced stuff. But even 

though each snare drum hit is landing 

exactly on the beat, each one can sound a 

little different in terms of the dynamic or 

how you're hitting the drum. It's subtle, 

but that makes the feel good. On sessions 

where you're looking for that uninhibited 

feel, you can be a little looser. You can 

Kenny Annie 
Bob Seger 

Melissa Etheridge 

Meat Loaf 

Bob Dylan 

Corey Hart 

Waylon Jennings 

have a little bit of sloppiness in terms of 

every note not landing exactly with the 

click or using a loose hi-hat. 

You record in L.A., New York and 

Nashville. Any differences in procedure? 

Nashville is set up so that one session 

starts at ten in the morning, she next one is 

at two, and there's another one at six. 

They're three-hour sessions, so you have 

an hour in between to eat and get to the 

next one. You have to get down to busi-

ness pretty quickly in Nashville because 

people have to get to their next session. 

Sessions in New York and L.A. are more 

like a rock 'n' roll hang. They block out a 

whole day where you start around noon 

and go to whenever. I once chased Belinda 

Carlisle down a hallway with my pants 

down because she wasn't in the mood to 

sing. But that was in L.A. Yo, can't do 

stuff like that in Nashville. 

Did that put her in the mood' 

Yeah, she sang after tint 
Rick Mattingly 



The most advanced drum set technology ever developed 

has now passed its toughest test. 

The Jeff Hamilton Test. 
Jeff Hamilton has chosen a new REMO MasterToucV VenWoocr drum set, topped by our 

FiberSkyn e' 3 heads. Why? Well, there's our warm traditional sound. 

The unrivaled consistency and durability. Not to mention a fusion 

of modern materials only REMO can deliver. '' Venwood ard 

FiberSkyn 3 is my sound," says Jeff. 

Maybe [t should be yours. 

THINK 
DRUMS 
THINK 
PEIV1C3 

Whether Jeff Hamilton is playing wit 

Oscar Peterson, Flay Brown, Natalie Coe, 

Clayton-Hamilton Jazz Orchestra, or the 

Jeff Hamilton Trio, it's a sure bet he's play-

ing a REMO MasterTouch VeraWood drum 

set with FiberSkyn 3 heads. "4's got the 

whole saune," explains Jeff, "a big round 

sound. All the calf's off my drums. 

Everything's FiberSkyn 3." 

Put REMO Ven Wood drums and FiberSkyn 

heads to your own test. Visit ¡cur musi: 

products dealer today. 

REMO, INC. 12804 Raymer Street Norith Hollywood, CA 91605 U.S.A. 

(818) 983-2600 Fax ( 818) 503-0' 98 
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Cassandra Wilson's acclaimed 
Blue Note debut BLUE LIGHT 'TIL 
DAWN was merely a warm-up for 
NEW MOON DAUGHTER. A stunning 
masterpiece that blurs the borders 
between jan, blues and rock. Find 
out why Time Magazine calls her 
the "reigning queen of jazz." 

Includes " Love is Blindness," 
"Until," "Skylark," "Solomon Sang," 
The Last Train To Clarksville" 

and seven more incredible songs. 

Produced by Craig Street 

distinctien> 

.7L6T7 11111" ,-.2 

America's most creative popular 
singer returns to form with a 
contemporary jazz smash backed 
by Russell Ferrante and the 
Yellow Jackets. 

Featuring " Friends," '' Heaven's 
Design" and seven remarkable 
tunes. 
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How do you improve on the most 

successful professional multitrack tape 

recorder of all time? Listen to your 

customers. Do some heavy thinking, and... 

Make the transport four times faster 

and put it under constant software control. 

Incorporate advanced onboard digital editing 
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recordingThink 

ain 
adA 

with track copy, auto 

punch, track delay, tape offset, 10-point 

autolocator, rehearse mode and more. Use 

the latest oversampfing converters for the 

ultimate in digital audio quality Design a 

beautiful vacuum fluorescent display that 

provides all the critical information. Wrap all 

this well-thought-out technology in an utterly 

professional six-pound solid die-cast aluminu 

chassis. Of course, make it 100% compatible 

with over 70,000 ADAT's already in use 

worldwide. Introducing the new, definitely 

improved ADAT-XT" 8 Track Digital 

Audio Recorder. Consider it a think tank 

for your creativity See your Alesis dealer. 

Don't think twice. 
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For more information about the ADAT-XT, see your Authorized Alesis Dealer or 
Uit Alesis and ADAT ore registered trademarks; ADAT-XT is a trademark of Ale 

Alesis Corporation 3630 Holdrege Avenue Los An 

310-8412272 
Sarporafion 

ieles CA 90016 310-841-2272 alecorpgalesistusacom ALESIS 



straight talk on tori 
Finally, a more than decent review of Tori 

Amos's latest album, Boys for Pele (Mar. ' 96). 

After reading countless other reviews of the 

album. I was most happy to find that Robert L. 

Doerschuk did it justice. More often than not, 

reviews of Tori's music are lopsided, only striv-

ing to emphasize how weird or queer she is and 

not discussing the ingenuity of her music. 

Kudos to Mr. Doerschuk for his just criticism. 

Sze Tan 

Columbus, OH 

[Tori speaks for herself this month, beginning 

on page 42.] 

women of the board 
Marc Weingarten's article about women's oppor-

tunities in the recording business (Mar. '96) was 

great to see. Those of us with the interest and 

determination to search for careers have been frus-

trated by the sexism and also the racism of the 

recording industry. As in Hollywood films and TV, 

there are lots of people of color in front of the cam-

era but few behind. One place that men of color 

and women have had great opportunities for train-

ing is in public radio. Pacifica Radio stations, locat-

ed in five major cities, recruit those who have not 

had the opportunity in the mainstream and give 

them the skills in production and broadcast engi-

neering—for free. Thanks for spreading the word. 

Pamela Burton 

Director, Pacifica Radio Archive 

N. Hollywood, CA 

Marc Weingarten's story could leave readers with 

the impression that it is usual for a recording engi-

neer who has training and talent, a sparkling 

demo DAT and the desire to work for practically 

nothing to get a studio job, absent some sort of 

discrimination. Maybe that was true 20 or 30 

years ago (or maybe it was tougher than people 

remember), but it's not the case today. There 

must be a million frustrated engineers out there. 

For all the whining in the story, the engineers 

Marc talked to have had an easier time of it than 

any of the engineers I've known. 

Rick Aster 

Phoenixville, PA 

keith jarrett vs. jazz newbies 
It's my guess that the Keith Jarrett article (" Keith 

Jarrett On Virtual Jazz," Mar. '96) generates more 

letters than any other Musician article this year. 

Yetican certainly empathize with Jarrett's concern 

that the minds that are closed to experimentation 

and open only to the bottom line are setting the 

rules. Would any of Coltrane's mid-'60s works be 

made in today's "marketplace"? I doubt it. It's 

hard to garner much interest in today's younger 

players, because most of what comes out is form, 

not essence; image, not art; imitation, not 

homage. But 1 do not think that Wynton should 

shoulder the blame for this. I can only hope that 

this debate will force people to think about the 

future " soul" of jazz. 

Michael MaceId 

W. Roxbury, MA 

I can't believe that on the cover of your "100 

Years of Recording" issue (Mar. '96) you added 

the subtitle "Will Music Survive 100 More?" 

Ever since some caveman started beating a 

stick on a gourd, people have been making 

music. That was a long time ago and music is 

still going strong. Music will last forever. I'm 

shocked that a magazine that is printed by, for 

and about musicians would doubt this. 

dimebag37Raol.com 

[Actually, it's music journalism we're more 

worried about.] 

To dismiss Wynton Marsalis as an unemotional 

technician is to lack insight into his music. The 

last time I heard his septet, a couple of years 

ago, the music was warm, humorous, generous, 

moving and filled with ideas. No one " ran 

scales." The tune choices were interesting and 

varied. Toward the end of the evening Wynton 

played a beautiful ballad— I think it was " I 

Thought About You"—soulful and exquisitely. 

Sure, Marsalis can come across in inter-

views as stuffy and dogmatic. (Come to think 

of it, so can Jarrett.) But 1 have never gotten 

that impression of him at one of his con-

certs. Do yourself a favor, Keith. Go to a 

[Marsalis] show, preferably in a small club. 

You might be surprised. 

Daniel Margolis 

Northampton, MA 

There was only one original musician. He heard 

these sounds in his head, walked out of his cave, 

picked up a bone, beat on a rock and wailed to the 

moon. He didn't care if his Neanderthal neighbors 

gathered around to listen. All the great jazz players 

are cut from the same cloth. None would change 

one sound even to please me, their biggest fan. 

That dedication to the music is what attracted me 

to jazz in the first place. But these players are far 

too concerned with keeping their fans happy. Can 

there be anything more inauthentic than a jazz 

player compromising his music? Keith Jarrett and 

I think not. 

Dave Farrell 

Ephrata, PA 

wild thing 
The article on "Wild Thing" (" How I Wrote That 

Hit Song," Mar. '96) fit perfectly into your issue 

on 100 years of recording. One small moment of 

inspiration while grasping for an idea can be 

pieced together with a little bit of ad lib accom-

paniment, then sent thousands of miles away 

where it triggers something in another group of 

musicians and turns into a minor classic that 

entertains millions for years. All due to this won-

derful form called recording—and probably also 

serving to fulfill Sir Arthur Sullivan's nightmare. 

Gil Lewandowski 

Rural Retreat, VA 

travelin' light 
I enjoyed E. D. Menasché's review of travel axes 

(Mar. '96), but what happened to the Vagabond 

Travel Guitar? It's handmade, weighs 21/2 lbs., is 

32" long, and has a full 21 frets (15 to body). The 

24.5" scale length and nice wide neck feel like a 

guitar, not a pocket calculator. No, I'm not affiliat-

ed with the Vagabond company in any way, and 

yes, 1 do hereby certify that 1 am smitten with my 

tiny travel axe. 

Joe Trimble Mack 

Taegu, South Korea 

rr aatt a 
Shortly after we went to press with our story on 

hard disk recorders (Apr. '96), Fostex announced 

that the price of their DMT-8 digital multitracker 

would drop from $2795 to $1995. 

The Sennheiser advertisement that appeared on 

the inside back cover of our Apr. '96 issue con-

tained information about a contest that has 

already been completed. The HD 414 headphones 

are available at your Sennheiser dealer, but the 

VW convertible is not. 

The correct address for BBE/G&L now appears in 

our ad index. Look for it on page 88. 

Send letters to: Musician, 1515 Broadway, New 

York, NY 10036. Send E-mail letters to the editor, 

subscription inquiries and other messages to 

musician.mag@sonicnet.com. E-mail addresses 

will be printed unless requested otherwise. 
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The new XRDTM 680 PLUS powered mixer features an awesome 600 watts of total output 
power, 8 channels and 120 digital effects presets. Plus a whole list of features that 
make the XRD 680 PLUS perfect for working bands. Here's just a few: 

Active 3-band EQ with ± 15 dB cut/boost on each channel 
9-band graphic EQ with ± 12 dB cut/boost 
Switchable 48 volt phantom power 
Input and output 1/4" jacks for external graphic EQ 
Full set of auxiliary and tape inputs/outputs 
120 digital reverb and delay presets 
Dual power amps each feature 300 watts into 4 ohms (600 watts total) 
Power amps can be used for main output or split for independent main and 
monitor applications 
Each power amp has an independent input jack and two 1/4" output jacks 
Available in top box and rack mount format 
Easily portable 
and much more.... 

For bands that want stereo capability, 
check out the new XRD 680S PLUS 

with 600 total watts of true stereo sound. 
The MONITOR Magazine is a publication filled with the latest information musicians want to know. To receive 4 issues for only S5 (price good in U.S. 

only) send check or money order to: Monitor Magazine, Peavey Electronics, 711 A Street, Meridian, MS 39301 • (601) 463-5365 • Fax (601) 486-1278 • 
http://www.peavey.corn • AOL Keyword: Peavey • CompuServe: Go Peavey • ©1995 



How I Wrote That Hit Song 
Joan Osborne 's One of Us" by Eric Bazilian 

rtc Bazilian of the Hooters has 
just received the news that his 
song "One of Us," a current 
smash for Joan Osborne, was 
played on the radio by Rush 

Limbaugh, who said that the country is 
not going down the tubes if songs like 
this are being written. "It's a dubious 
honor," says Bazilian over the phone 
from his native Philly, where he's about 
to board a plane to celebrate Christmas 
in Sweden with his wife and her family. 
Before flying off, he took a few moments 
to discuss the origins of this song, about 
which much of the world—even Rush— 
is talking. 

One night, my wife and I had just 
seen The Making of Sgt. Pepper, and she 
was intrigued by the multitrack record-
ing process. She wanted me to record 
something for her on my four-track 
[Tascam] Portastudio, but I didn't have 
anything new, so she said, "Write some-
thing." I had this electric guitar riff that I 
had been messing around with, so I sat 

down with my little sequencer and did a 
bass, drums, guitar and electric piano 
sequence. I literally doubled the guitar 
line, which on Joan Osborne's record I 
did with a Wurlitzer. 

So I put down this track, complete 
with an " I Am the Walrus" middle sec-
tion, which we didn't do on Joan's record. 
It was just an instrumental, but Sara, my 
wife, said, "Sing it." I said, "What do you 
mean? I haven't written lyrics yet, and 
when you write lyrics you still have to 
rewrite them, and then everyone in the 
committee has to approve them." She 
said, "Okay, cool," and went to lie down 
on the couch. 

Right then, I heard the voice. The 
voice sounded very much like Brad 
Roberts of Crash Test Dummies. It was 
going, " If God has a name. . ." I 
thought, "Okay, I'll go with that," and 
I put the machine into record and 
started singing. The verses all came out 
in one take, totally stream of con-
sciousness, in a sort of Leonard 

Cohenish, dark, benevolent sarcasm. 
Joan sang it in a much more childlike, 
questioning way. 
On the second pass, the chorus lyrics 

came out, and that was basically it. I 
doubled the vocal an octave higher, 
brought it in the next day, and played it 
for the assembled multitudes, really just 
for entertainment purposes. [Producer] 
Rick Schertoff looked up afterwards 
and said, "Joan, do you think you could 
sing that?" I never thought it was a song 
for Joan. 

Some people have taken exception 
to the concept of comparing God to a 
human. What I say to them is that I'm 
not comparing God to humans; I'm 
comparing humans to God. I've always 
wondered: If I saw a miracle, would 
that mean I would have to believe all 
of it, the whole story about Jesus and 
the saints and the prophets? I'm not 
that religious, but this has given my lit-
tle latent faith gland some stimulation. 
I was raised Jewish, went to Quaker 
schools. I have a respect for all reli-
gions but no respect for intolerance— 
or for any religion that doesn't tolerate 
other religions. 

rot 
ast month Julian Colbeck listed ten items you 

absolutely need to go on the road. Hope you 

haven't left yet, because here are ten more, 

courtesy of our expert cn matters of musical 

(nobility. 

11. Iron. It's the only way to look presentable 
without having to pay hotel blackmail charges for a 

valet service. 

12. Hair dryer. No longe - universally needed. 

unless you're on that Romani 3n circuit, where hair 

dryers built into bathrooms have yet to catch on. 

That said, most built-in models are about as use-

ful as a huff of breath from an asthmatic granddad, 
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In Residence with Chris Whitley 
by Dinky Dawson 

hris Whitley's two-month U.S. tour 

last summer, for which I mixed 
sound, was a little unusual in terms 

of its scheduling. The plan was to 
have Chris available for three days in 

each city, as if to say that if you can't see 
us one night then you have two others to 
choose from. This idea of residing in a 
town for more than one night seems to 

be catching on as a sensible approach to 
touring in the '90s. 

In the rock community, "residencies" 

is a relatively new word. But MOR acts 
on the casino or hotel circuit have been 
"residing" for years—you live in the 

same hotel for ten days, play three shows 
a day, and the audience will come to you. 

German clubs did it the same way in the 

'60s; the Beatles worked one place in 
Hamburg for a month at a time (and so 
did I, in Kiel). Such engagements are a 

real education. The playing gets tighter, 
you figure out everyone's idiosyncrasies, 

and if you make it through the month, 
you might actually 
last as a band. 

Chris's tour was 
full of challenges. 
Even though we'd be 
in the same club for 
three days, we kept 
encountering the 
same problems. The 
worst was when fre-
quencies canceled 
each other out in the 

room. For example, 
Chris's voice was 

often tough to hear 
over the sound sys-
tem, yet it's very loud 

on the board record-
ings. Then there's the 
summer voltage drop 

that always seems to happen around 9 

p.m. in the older cities, making the 
amplifiers lose their balls. (Check out the 
sound on an Ampeg SVT when this hap-
pens!) Also, many East Coast clubs have 
little or no air conditioning. Imagine a 
temperature of 100 degrees plus 100 per-
cent humidity. It isn't long before you 
just want to get out of [coned on page 82] 

13. Kettle. You'd be amazed at how many 

Brownie points you can earn by offering a cup of 

chamomile to an ailing companion after 

distressing night out. 

14. Mug. It'll make road coff 

taste a thousand times better t 

it does out of Styrofoam. 

15. Screwdrivers. Metal a 

liquid. 

16. Pain relief. Someone always • 

has—or is—a pain. 

17. Your Abflex, or equivalent r 

fitness device. Touring is the perfect op 

to take in the spare tire. 

18. Copies of your latest CD. Better than 

cash. A flashed copy can get you into a club. out of 

a jam and whatever your particu!ar ieed. 

poison or pleasure. Copies o your lat-

est tape don't go quite as far CDs 

cheap to produce, so a tape 

merely draws attention to your obvious 

e of poverty and impending failure. 

spofsable camera. Forget your Pentax or 

Leica. Happy snaps of your fellow trave'ers are all 

that's r eeded. 

O. At least two back issues of Musician. 

He who reads remains at least vaguely sane. 

As a kayboa-d player in a band. Julian Colbeck 

starteo to...ring girls' private schools in England in 

the '6Cs, moving to 

tar less glamorous 

outings with Charlie, 

John Miles, Yes/ 

ABI,VH and Steve fiackett -in the ;70.s.'8Ósr and 

'90s. Semi you, questions tc Julian c/o Musician 

for possibe discussion in future installments of 

You- Mus,';. 

on the road 
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Trey Gunn's 
Rhythm 
Stickery 
by David C. Gross 

A
s one-sixth of the latest edition of 
King Crimson, Trey Gunn has got 
plenty of tricky parts to play 
(check out the album Thrak, the 

EP Vr000m, or the live album B'Boom, 
all on the Discipline label, for proof), 
and he handles them all on either 10- or 
12-string Chapman Stick. The Stick, 
which Gunn started using in 1987, is 
played mainly by tapping the strings; 
usually, a Stick player handles bass parts 
with one hand and melodies or solos 
with the other. 

Trey enthuses about the instrument: 
"There's something particularly mesmer-

izing about it, for it brings hands and 
limbs together in such a satisfying way. 
On the piano, you have this huge separa-
tion between the hands and the mechan-
ics of the keyboard. With the Stick, you 
have your fingertips directly on the 
strings themselves." 

Gunn often puts those fingertips to 
work by superimposing one time signa-

ture on top of another. One exercise he 
regularly practices involves playing a 
groove in 2/4 and adding chord punch-
es in 5/16. " I play a bass ostinato with 
the left hand using four eighth notes," 
he explains, "and for the chord stabs I 
play a three-note pattern in a round 
with the right hand." The parts eventu-
ally meet again after five repetitions of 

the 2/4 part and eight 
of the 5/16. 

Ex. 1 shows the 
two parts Trey plays 
in standard notation; 
the dotted lines indi-
cate how they line up. 
Ex. 2 demonstrates 

how Gunn fingers the 
exercise on the Stick. 
Note that the 10 
strings of the Stick are 
tuned in fifths; the 
individual tunings are 
to the left of the tabla-
ture. Ex.3 is the same 
two parts in standard 
tablature for those 
who'd like to try 
some rhythmic mad-

ness on regular guitar 
and/or bass. " I prac-
tice this very slowly," 

says Trey, and so 
should you. 

EXAMPLE I 

EXAMPLE 2 

Right Hand 

D = I 
A = 2 

i, E = 3 
B = 4 
El = 5 

'11F- 
4 

•  

Play 8 times 

2 

C - 6 
Ci = 7 
- 8 

A = 9 
E = 10 

13- 13 11-

EXAMPLE 3 

Right Hand Rea 

Transcription by Frank Joliffe. 

—. Play 8 (bars 

• 3 

8 

•  

Left Hand tr.=.7 

î 

A 5 

Play 5 times 

J7 7--

5 1 

Laers:ac,;Arocialil 
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way you play. 

Tarn it 

UP 

TR 
SERIES 

With Me all new JR Series loudspeakers, you can crank 
it all the way up. Because with protective SonicGuard' 
Circuitry, they are more bulletproof than any speakers in 
their class. 

Fact is, we've already put the JR speakers through the 
most merciless torture test in the industry by cranking 
them at ful: throttle for 300 hours. So a 3-hour gig is just 
a warm up act. 

And while you're playing hard, rest assured your sound 
is never compromised. With features found only in higher-
end speakers. the JR speakers always maintain a balanced 
output of crisp highs and killer lows. 

At ilk our goal was to bring you a more affordable 
JR speaker, not a cheap one. So turn it on. Turn it up. And 
give the new JR Series a listen. At this price, it's time to 
get a speaker that was made for the way you play. 

UBL 

H A Harman International Company 

TR. MR. SR. The unbeatable line-up of sound reinforcement products from JR Prufeuional. 
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y
ou can be bald. You can 
play acoustic guitar all by 
yourself. Your voice doesn't 
have to be pretty. You don't 
have to fit the unforgiving age 
demographic that seems to 
have become gospel. And you 

can still get a deal with a major label. 
We saw living proof one night at the 

Sidewalk Café in downtown New York. 
Ed Hamell, a.k.a. Hamell On Trial, 
blasts into the spotlight, a muscular guy 
in black T-shirt, sneakers and jeans. His 
smooth head gleams, looking enormous 
on powerful shoulders. Clamped in his 
right hand, like the throat of a child, is 
the neck of his guitar. 

Whipping it into position, Hamell 
begins battering the instrument with a 
wild staccato riff from his song "Dead 
Man's Float." After building momen-
tum for a minute or so, he stops and, 
with listeners' ears still ringing, starts 
complaining about the radiator noise in 
his apartment. A guy gets up from the 
front table and tries to ease through the 
shadows to the door. But nothing 
escapes Hamell's notice: He interrupts 
himself to yell, "Hey! Hey!" Then, as 
an aside to the rest of the audience, 
"Must be my new cologne: Front Row 
Repellant." 

Imagine Curly Howard kicked out 
of a punk band—for playing too 
aggressively. That's Ed Hamell, and 
he's signed to Mercury. 
A&R scout Peter Lubin was sold 

the moment he heard Hamell at South 
By Southwest in Austin. "Sure, he's far 
from what's considered normal and 
conventional," says Lubin. "But those 
are the things you look for. The main 
thing for me was that, beneath his pre-
sentation there lurks [coned on page 23] 

HAMELL ON TRIAL 

DEBUT ALBUM: BIG AS LIFE 

LABEL: MERCURY 

ON SALE: MARCH 12 

MUSICIAN 



PeeWee Crayton 

c( +c) / ype ( uÇ co 
"...a blues lover's dream 
come true." 

—Guitar Player 

"...a well-conceived 
program of great 
historical importance." 

—lasais 

"...the sound quality 
is impeccable." 

— Chicago Tribune 

"Required listening for 
any blues fans. 'A'." 

— Gannet Nears Service 

"Without the roots, 
you can't have the fruits, 
and this particular batch 
of blues 'roots' looks to 

be a prolific one indeed." 
— Blues Access 

The artists that 

transformed the very 

fabric of music on 

18 beautifully packaged, 

digitally remastered CDs, 

including: 

T-Boue Walker 

, - - 

Memphis Slim 
Muddy Waters 

Available for the first time: 

, 

Rediscovered Blues 
Vol. 2 

Mississippi 
Fred McDowell 

T 
_•‘- H- •;•• 

John Lee Rooker 

- 
.ft. yd. t, „ 

Floyd Dixon 

k-) 

e 

-41111› 
Texas Guitar 

Killers 

Amos Milburn 

6) 1996 CapOol Records, Inc. 



THOUSAND MILES 

FROM NASHVILLE 

N ot far from the Santa Monica Pier one sunny : afternoon, Dwight Yoakann and Willie Nelson 

were hanging out on Wilk's tour is, lis.7cning to 

Nelson play ... reggae. More preciseln :hey were lis-
tening to a tape of a record he'd just COinpined with 

producer Don Was, featuring reggactied ves.ons of 
great old Willie songs like "Three Days" and "One In 

A Row," along with a few classics ol the erre like 
"The Harder They Come." 

DWIGHT 

YOAKAM 

MEETS 

WILLIE 

NELSON 

frer 
"Don Was heard me singing reggo.c," Nelson 

explained. "'Cause I wasn't too familiar will i:. I just 
didn't know it. But he could hear me deirg my solgs 

to a reggau rhythm." 

"That's ironic," Yoakain said, "'cause rir dog a 
covers album, and I was gonna cove a Peter Tosh 

song. And listening to his stuff, there was a real emo-
tional affinity it, what they were doing in reggae,some 

of the ea:lv stuff, and what country was doing, then. 

BY MARK ROWLAND PHOTOGRAPHS BY JAY BLAKESBERG 

&ZS 





There's a certain melancholy essence with 

what you write and with some of those 
melodies. I think Don must have picked 
up on that." 

"Well," Nelson replied, warming to the 
subject, "you can take a really sad lyric and 
put this rhythm behind it and it sort of 
leavens it a little bit, so the lyric doesn't 
knock you down so much—you don't 
want to get drunk and slash your wrists, 
you want to dance. 

"You want to hear another one?" 
Five minutes into their first joint inter-

view ever, and Willie Nelson and Dwight 

Yoakam have staked out common ground 
in the Southern Caribbean. Somehow that 
shouldn't surprise. After all, both musi-
cians widened the frame of country 

music's possibilities by combining a deep 
reverence for that music's 
past with an idiosyncratic 
vision of its future. Both 
made their mark despite 
initial indifference if not 
hostility from the Nashville 
establishment, fomenting 
their insurrections on the 
dance floors of Austin and 
Southern California, re-
spectively, and putting the 
"W" back into C&W in the 
process. Within that milieu, 
it can easily be argued, both 
became the most influential 
singer/songwriters of their 

Ne 

"I've 

met a 

lson: 

never 

woman 

who could 

replace 
• „ 

a guitar. 

fer 

respective generations. Ages not over-
look their ingenious solutions to every 
charismatic ent bête noire—the 
receding hairlide 

These days, of course, Dwight is the 
star, Willie the legend. Yoakam, who grew 

up in the era # the '60s rock concept 
album, spends years meticulously putting 
together records with his producer Pete 
Anderson. His effort shows; orli each he's 

found ways to expand his musical vocabu-
lary, culminating with his latest effort, 
Gone, an album at once wildly inventive 
and polished to a blinding sheen. 

Nelson, by «east, grew up in the old 
school of Texas troubadours—write songs, 

make records when you can, hit the road. 
Since he cut his first sides nearly forty 
years ago he's carved put a career of myth-

ic pfoportion, and he's 
never really slowed down. 
"I think that's hist my 
personality and my char-
acter," he says. " I'm not 
supposed to be sitting 
around much. I get bored 
real quick when I'm not 
doing something." 

Not to worry—along 
with the reggae record, 

Willie's completed a trio 
album of original songs 
with sister Bobbie Nelson 
on piano and Johnn 
Gimble on fiddle, also 

scheduled for release later this year. He' 
just returned from a tour of Australia 
with the Highwaymen before this inter-
view, and as soon as it ended he cruised 
down the coast to begin a series of duet 
shows with Leon Russell. He's started 
work on a blues record too. 

"You know, if you listen to the peo-

ple in each country you go into, it all 
sounds very much the same," he was 

saying. "African country, Jamaican 
country, Swiss—have you been to 
Switzerland yet?" 

"Oh yeah," said Yoakam. 
"There's some great country cow-

boys up there. Jamaicans go more with 
the heartbeat, their rhythms do. These 
guys were telling me that reggae came 
into existence by way of our country 
radio. That they were picking up the 
radio stations years ago, but they could-

n't hear the bottom—so they put their 
own rhythms over what they heard. Now 
the biggest music in Jamaica is country, 

and one of the biggest guys is Jim Reeves." 

Yoakam laughed. "Hey man, get a big 
sailboat and get ready to tour. You could 
be king there!" 

Nelson nodded. "Well," he said evenly, 
"it's worth a shot." 

MUSICIAN: When Willie first came to 
Nashville, he was part of a community of 
songwriters, such as Roger Miller and 
Harlan Howard and Hank Cochran, who 
were writing a new kind of country song— 
music with a wider melodic range and 
maybe more emotionally introspective. 

What was that scene like? 
WIWE NELSON: Well, we would get together 

every morning at the office, me and who-
ever was there, maybe Don Rollins—I 
don't know if you remember Don, he 
wrote "The Race Is On"—and Ray 
Pennington, Hank Cochran. We'd sit 
around and play what we'd written the 
nig,ht before and try to knock the other 
guys out. And we got pak_40, week to 
do it. 

MUSIM But having those gays there. . . 
NELSON: It made you work. It helped me 

to write more, especially since the stuff I 
was writing really wasn't selling that 
uch—except to the writers! So that was 
y audience. 

DWIGHT YOAKUM That's a tough audience. 

It's like comics with other comics. They're 

all waiting to play their songs. 
NELSON: Yeah, " Bullshit, bullshit, bullshit— 
my part." [laughter] 
YOAKAM: 1 was kind of on a solitary path, in 
that sense. I carne to the West Coast and we 
were working the rock and roll clubs in 
town in the early '80s with the Blasters and 
Los Lobos, cause we weren't gonna get any-
where playing covers in the country bars in 

town. I was given a certain embrace by those 
bands and those performers, whereas with 

it was more of a peer community. 

I went for a brief time 
before that, and I didn*d an atmosphere 
thwas conducive to pla I think 
a lot of people have a misconception 
the town—it's not one big honkyto. 
the state capital, and it's very conservative, 
in an emotional sense-.4-it's refined. 
NELSON: It's also the publishing capital of the 
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So, while other engineers in 
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Eddie Kramer was across the 
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dressed young man from Seattle 
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was an aural legacy of such originality 
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conservative over the years. So it's not 
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world—but gospel, not country. They did-
n't particularly like the Grand Ole Opry, it 
wasn't nothin' they were proud of. I knew 
a guy who took care of some cattle for me, 
he'd been there for fifty years and never saw 
it—and he was a country music fan. Just 
took it for granted. I guess you have a habit 
of doing that in your hometown. 
YONCAlt Well, in '76, '77, it was a different 
community than it is today even, with the 
explosion of marketing the music through 

TNN and CMT. That access for the public 
in the last ten years is what's allowed there 
to be a Garth Brooks. I think if that access 
had been there when Willie broke with 
Red Headed Stranger, you would have 
seen ten million units sold on the "out-
laws" and what you and Waylon did 
through the early '80s. 
MUSiCUPt Also, before Soundscan the charts 
weren't truly reflecting sales. The record 
companies would inflate the impact of their 

'ESC CI, 1110" 1E. ID, 
wurz-e-a 11-11 A IMO 

The Rykodisc debut from this acclaimed perlormer is on emotionally charged rollercoaster ride, 
running from tint-out rockers to delicate songs delving deep into the mysteries of the human heart. 

4 soulful and eloguenlstagefisungwifler: —Rolling Stone 

Featuring: -Put You Down' & "Gull; 

Write or tree cololooue. AYKODISC USA Snelland Pork 27 Conoiess SI Soles MA 01970 
Enroll intotirkodisc corn World Wide Wet MID tiwwwirkodisc corn 

t. 1996 mkodisk 

AVAILABLE AI 

the hole guitar story 

IN
illie Nelson's Martin guitar is 
among the more visually recogniz-

abge in the business. partly 

because it's covered with signa-

tures and partly because D' the sizable 

hole he's worn in the face of 1—Willie has 

a mean downstroke. Back in '1964, Nelson 

recalls. he'd bought it over the telephone 

from a music store in Nashville for $750. 

He plays it through an aluminum Baldwin 

amp of even more ancient y ntage, though 

it's not quite the same mods. as when he 

began with. it a few decades past. But 

rather than get a new amp." he admits 

cheerfully. I just take parts out of the new 

amps and put 'em in the old amp." 

Yoakam also wore a hole in his cher-

ished Martin D-28 back in 1993—the guy 

has a mear upstroke. "We sent it back to 

Martin and they put a new top on. It's the 

best-sounding Martin I've ever played so 

I'm just keeping it at npme now." 

(Including the old top. which he had 

framed.) For the road, licrakain also 

includes ar acoustic D-41---" sort of a 

fluid version of the D-28. Prose guitars 

are suited to what I do. which is music 

rooted in mc untain and bluegrass. It has a 

deep bottom end that allows you to keep 

the rhythms slapping. I think mat's why it 

was the guitar of the eally rockabilly 

bands." He likes to strum a 3ibson jazz 

set of strings, " cause they have a wrapped 

G. Being a hillbilly guitar player, playing 

first position and pulling real hard on it, it 

gives me a bicker sound." 

His electic axe of choice is an unusu-

al cherry-colored sunburst Fender 

Telecaster, which he played cn the title 

song to G011e. as well as on " Never Hold 

You" and " Near You." His amp of choice is 

a Fender Vibro King, "the blonde one that 

looks like a Super Reverb—it's got three 

10" speakers and a great tube sound. You 

can go from a real dirty Vox sound to that 

classic Fender warmth." He admits to a 

taste for " enpugh tremolo to oc annoying 

and enough reverb to sound like I'm 

singing in a well." 

Yoakam sings through a Beyer dynam-

ic ribbon microphone: " I've used it for 

years. It's gct great full range response 

from baritone to the high end.' 
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priorities, which were usually in the pop/rock 

field. Soundscan made dear that county 
music was a bigger part of the market. 
»AIWA: And that country is selling to a 
pop audience, not just country. Cause Red 
Headed Stranger . . . Willie Nelson was 
absolutely hip. He was coming at them 
with honest emotion, pure and simple. 
And—this is my outside observation— 
'cause you had nothing to lose. 

NELSON: Yeah, that's right. I'd already made 

forty albums by then, that they'd print 200 
of and that was it. All my best songs were 
already recorded, so in order to get any-
thing as good, I had to write something 
new or go back and do an old one—which 
I enjoy doing, even today. I'm glad they're 
back there. 

But it's sort of disheartening too, when 
you have ten songs and albums that ... are 
gone. They were your children, you 

know? I mean, you wrote 'em and you 
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spent agonizing hours putting them 

together. And you had all these hopes— 
here's ten of what you think are good 

songs, and then all of a sudden they're his-
tory. And you never had a shot. 
YOAKAM: And great songs. It's like a kid 

with a lot of potential that died at 
twelve. Nobody knew what that kid 
could have been. 
NELSON: And if you get ten or twelve of 

those albums in a row, that's hundreds of 
songs... 
YOAKAM: You don't have that to give! I 

don't care who you are. Ernest Heming-
way didn't have that to give. You're only 
here for a limited space of time. 

Bill Cosby once said, " Mediocre peo-
ple are the most dangerous people in the 
world." 'Cause they're the people who are 
usually put in control of overseeing the 
guys like Willie, who walk in a room and 

give them something that's flat-out bril-
liant. The moments you may have that 
may be inspired, you're not going to have 
them always. That's got to be dishearten-
ing. It can make you bitter. 
NELSON: And when you're a writer, you 

\% rite in spurts—well, I do. If I go for a 
long time without writing, I start getting a 
little nervous, you know—maybe I'm not 
gonna ever write another song. But when-
ever I get to thinking that way, I think 
about another thing Roger [Miller] said. 
He said, "When the well goes dry, you 
have to wait and let it refill itself." 
MUSICIAN: What can you do to help that 

process along? 
NELSON: Nothing. [laughter] You can write 
a few bad songs if you want to, get 'em out 

of your system. 
YOAKAM: I try to let myself stop a lot, cause 
I want to have the semblance of a normal 
existence, so I can have some kind of refer-
ence to reality that will let me have an emo-
tion that's honest, and write about that. 
NELSON: One thing I miss is being able to 

get out among a lot of strange people... 
YOAKAM: Anonymously. 
NELSON: Yeah, and listen to the conversa-

tions. You get in a bar somewhere and 
order a drink and kind of turn your back 

and listen to what's going on. You can hear 
a lot of great stuff in a bar, but it's kind of 
hard to do that now. I miss that part of it. 
YOAKAM: Once we become successful, 
we're living in a surreal environment, so I 
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think the key is trying to live with some 
degree of normalcy. Not to be on the road 
all the time. Have some sort of life that at 
least simulates the reality that gave you the 
inspiration to write in the first place. 

One of the reasons I wound up staying 
in Los Angeles is because it's so vast, liter-
ally and metaphorically, and I can kind of 
fade into the mosaic of that and disappear. 
I can still walk around—hatlessly—and 
fade into the landscape. 

MUSiCUIN: Duke Ellington titled his autobi-
ography Music Is My Mistress. In Willie's 
autobiography, he notes his long experience 
as both a musician and as a married man, 
and suggests that the two things are incom-
patible. 
NELSON: I think a guy becomes bonded to 
his guitar [laughs], or to his horse, or what-
ever. And the girlfriend or the wife some-
times does come in behind them—cause 
that guitar may have been there first. I'm 
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certain the guitar was there before the girl-
friend, because usually the guitar is what 
got the girlfriend, you know? But some-
times the woman wants to replace the gui-
tar. I never met one that could do that. But 
I've never met a guitar that could replace a 
woman either—some women, anyway. 
YOAKMit Music is my mistress—I used that 
analogy not too long ago. It was as if, had I 
been married, I would not have been able to 
be faithful, because this desire to perform 
and sing and write music was too seductive. 
It was what destroyed any hope I might 
have had to complete an academic educa-
tion. It was always there, pulling me away. 
MUSICIAN: In a way, the band seems to ful-
fill that need, particularly on the road. You 
guys have both had long and steady part-
nerships in that regard. It's like a family. 
YOAKAM: To some degree. They've become 
very benevolent and tolerant real life part-
ners. Ironically, they're the "enablers," if 
you will—the accelerator for my leaving 
the real world and going into the other 
reality, that existence inside music. 
NELSON: We're definitely a family unit, and 
we work as close together as any family 
ever did. And we feel as much for each 
other as any family does. And fortunately, 
this particular family—the road family— 
I've been able to keep together longer than 
some of the others. Course I wasn't 
fuckin' the bus drivers, that might have 
had something to do with it. [laughter] 

I sort of let it become that because it was 
going that way anyway. I didn't try to fight 
it. There are conflicts with home life, and 
hopefully you can find somebody who can 
put up with your being on the road half the 
time, and the rest of the time you're prob-
ably not spending as much time with the 
family as they would like. They have a 
legitimate gripe. If I were in their position I 
would probably be griping too. 

However, had I been in their position, 
knowing the circumstances, I wouldn't 
have married the sorry son-of-a-bitch to 
begin with! Had I known what his habits 
were, I would have stayed out of the way. 
MUSICIAN: It seems like the life encourages a 
kind of loneliness, which is maybe why sad 
songs are a lot more prevalent than happy 
songs—and generally more effective. 
NELSON: Well, sadness is a strong emotion. I 
guess sadness sometimes seems more 
powerful than happiness. You can be so sad, 



and then it's hard to remember a time 
when you were as happy as you are sad, in 
that moment. I think songwriters were 

probably born to experience that maybe as 
much or more than anybody else, so they 
can write it. 
YOAKAM I think all human beings feel that 
sense of isolation and solitude. Although 
we share this journey for this moment in 
time collectively, it's one that we enter and 

depart in a solitary fashion. Perhaps all a 
songwriter is doing is focusing on that real-
ity. For some reason they have a heightened 
sense of that reality, or a more constant 
awareness of it. Or a more willing aware-
ness of it. The irony is, when we share that 
experience, it's no longer solitary! There is 
something that you sense about people 
through hearing them. Singing is not emo-
tionally detached, it's candid. You've 
robbed expression of its pretense. 
NELSON: You're stripped. 
YOAKAM: Yeah, you actually are, because 
that voice... 
NELSON: It doesn't lie. Or if it does, it does. 
YOAKAM: That's why Red Headed Stranger 
was an album that eclipsed everything that 
was going on, or had gone on. See, as a kid, 
I was looking for a connection between 

Hank Williams and Creedence Clearwater 
Revival and the Rolling Stones. And Buck 
[Owens] was the only [country] person I 

was aware of who'd had commercial suc-
cess doing anything with an affinity to rock 
and roll. But Buck went another way. And 
I remember first hearing Willie's stuff when 

progressive FM radio began to permeate 
what everyone else was listening to—col-
lege towns at first. That was my connec-
tion, as a teenager—I realized that country 
music could still address issues for a young 
audience and a hip audience. It didn't have 
to alienate itself because of the genre. 
MUSICIAM The political divisions of the '60s 

seemed to eliminate the whole idea of pop-
ulism, from the right wing as well as the 
left. But Red Headed Stranger seemed to 
bring that idea back without stating it 
directly—you were making a record. I 
think it was something that a lot of people 
were searching for at the time, without 
putting a name to it or even knowing what 
it was. 
YOAKAM: Finding something and going— 
ahhhh, there it is! 
NELSON: It's not unlike today, when you 

start turning the dial, trying to find some-
thing that you really like? You got to go to 
your album collection to find it. 
YOAKAM Somebody asked me what radio I 
listened to lately. I said, I can't—I don't. I 
just put on CDs in the car. 
MUSICIAN: Because radio formats have been 
getting tighter, it seems. 
NELSON: Any gambling at all is gone. They 
just take what they know is gonna draw so 
many people. And then, they're only talk-
ing to 300 radio stations, and there's 2800 
country stations alone. All these other 
people are searching the dial. 
YOAKAM: They're applying a statistical sci-
ence to an art form. And the two—statis-
tics and logic—has nothing to do with 

why he wants to sing a lyric a certain way. 
It's just intuition and instinct. 
NELSON: If you go to a magic show, you 
don't want to see logic. 
YOAKAAt That's it! Music is magic. As a kid, 

writing a song was magic. Somebody 
asked, do you ever chant or do yoga? 
NELSON That's music too. I've been hum-
ming all my life. 

YOAKAM: I thought, yeah, that's exactly what 
I do. It's transcending this plane of exis-
tence. That's why the most frustrating expe-

riences I've had in my life have been on 
stage, when the technical aspects start to go 
awry and interfere. It's what causes enter-
tainers to react so aggressively about feed-
back or noise or things that blow up, 
because it's interrupting something that's 
almost akin to sex. It's like someone walk-
ing in and tapping you on the shoulder 
when you're in this moment: "Hey, can I 
ask you something?" It's not long before 
you want to turn around and strangle them. 
NELSON: You don't want that thing broken. 
I just did a tour with the Highwaymen. In 
Singapore, the sound went out, and at the 

time it was just Johnny Cash and his gui-
tar. But he kept singing, and the audience 

got quiet. It turned out to be the highlight 
of the evening, 'cause he captured them 
with just his voice in this huge building, 
maybe six or seven thousand people. 
MUSICIAN: When you strip down to the pure 
vibration of the voice... 
NELSON: It's like a cantor in a church. 
MUSICIAN: Channeling that kind of energy, 
or magic as you say, through to the audi-
ence—how does that experience affect your 
view of the world? 

NELSON: Well, there's a lot of responsibility 

when you start exchanging energy at that 
level. A lot of people are listening to what 
you're doing. It's important that you hit 
'cm with a bunch of positive energy. 
YOAKAM: I'm only aware of it after the fact. 
I'm not conscious at the moment because I 
think you're compelled to be lost in it. 
Willie's point is that it's ultimately the goal 
to try and get to the untouchable, like with 
Johnny Cash. People respond to powerful 
moments like that. That's part of the lesson 
of the journey, that through time and expe-
rience you are given the necessary tools 
and wisdom to enable you to eclipse even 
the most heinous physical or technical dis-
tractions, and not allow that to be dis-

turbed. But that takes time to learn. 
MUSICIAN: Singing is the essence of that com-
munication. But you both ran into resis-

tance early in your career toward your 
vocal style, which must have felt peculiar, 
at least. 

YOAKAM: I don't know what it must have 
been for him [gesturing to Willie] 'cause 

when I go back and listen to what you 
were doing in 1962, "Three Days" or any 

of them—I mean, you had to be from 
Mars to them! There was no way they 

could have figured out what you were 
doing with phrasing, for one. 
NELSON: Actually, once it got past the musi-

cians out to the people, it was okay. But for 
some of the musicians who couldn't count, 
they got lost. That's why it was always 
helpful for me to take my own band. 
Because for a long while I'd drive around 
and jump out, go into this club and there's 
a band; I'd start doing my songs and the 
next thing I know I'm the only one play-
ing [laughter]. They're lost. 
YOAKAM: It was a Johnny Cash moment— 

by default. 
NELSON: So I knew how difficult it was 

gonna be for a guy who'd never heard me 
play or had never played with me. 
Sometimes I wouldn't take my guitar in— 
I'd wait and see who was playing in there, 
and if I thought the guy was gonna have a 
problem I'd just go up and say, "Can I 
borrow your guitar for this show?" 

YOAKAM: Yeah, get the loaded gun out of his 
hand, man. At least take the bullets! 
NELSON: Kill two birds with one stone. 
MUSICIAN: Listening to those records, like 

"December Day," the [coned on page 74] 
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o matter where you are in your music and songwriting career, you can use a 

Portastudion4. Whether you're an experienced engineer or just getting started. TASCAM 

Portastudios let you easily record. overdub and mixdown high quality demos or live 

recordings. In fact. TASCAM Portastudios are the highest quality, most reliable, greatest 

sounding, and best value in cassette multitrack recording. After all, what else would you 

expect from the company that invented cassette multitracks? And there are plenty to 

choose from — check them out and choose the Portastudio that's right for you. 

The F1) FA   Ministudid" 

You'll want this one if you're looking for an economical musical 

notepad. A great 4-track for those just getting into multitrack recording. 

Perfect for players, students, teachers or anyone looking to improve their playing and 

songwriting. Weighing less than three pounds and costing less than a good cassette deck 

or CD player. the Porta03 is easy to use— right out of the box. You'll have a blast over-

dubbing. mixing down and organizing all your musical ideas on tape. Choose the 

Porta03 and capture your music. Call FaxBack document # 1700* I msrp $319.1 

The 1)0 VA 48:=11,7" 

Ministudie 

The Porta07 is virtually a 

laptop portable recording studio. Four tracks with a 4-input 

mixer, you'll get better sounding tapes because the Porta07 

records at high speed, has dbx noise reduction and features 

individual E0 controls on each channel. Also incredibly 

lightweight. the Porta07 is great for taking on the road, yet 

it's packed with enough features to make it an ideal home 

studio. You can add effects units, get more than 4-tracks 

by bouncing tracks, plus MIDI musicians can even add live 

stereo "virtual" tracks from the synth to the final mix using 

the Portares stereo "sub-mix" input. As a musical sketch pad, 

Besides all that, it sounds incredible. So if you're serious about writing and recording 

songs or making demo tapes. the 424 is an incredible value. Choose the 424 and let 

your creativity run wild. Call FaxBack document # 1730* I ntsrp 

The  

. 

/40-6•6144. 
This top-of-the-line 4-track ' 

Portastudicirm is for players and engineers 

looking to take their recording and songwriting skills to 

the next level. If you've got high quality microphones, several guitars/bas, or have 

tons of MIDI gear. you'll appreciate the 464's I 2-input mixer. Complete with XLR 

connectors, insert points, two stereo inputs, two effects sends, and a 3-band equalizer 

with mid-range sweep, the 464 has the features you'd find in a professional recording 

console. If you're aiming for that recording contract or need to make a killer demo for 

your next gig, the 464 delivers the best. Its two-speed transport and dbx noise reduc-

tion gives you superior quality recordings and mixdowns. The 464 can record on all 4 

tracks simultaneously and features advanced transport control, like auto punch-in/out, 

memory locations and repeat capability. This speeds up the recording and mixdown 

process — important if you have a lot of songs to do in a 

short period of time. Call FaxBack Document # 1750' Imsrp $ 1049.1 

IT'S EASY TO 

CHOOSE THE 

THAT'S RIGHT 

FOR YOU 

the Porta07 offers much more without breaking the bank. Call FaxBack document # 1710* 

Imsrp $529 j 

The MIASMIO 

Some call the 424 the guitar players' 

PortastudioTm. That's because it has three record 

speeds. A slow speed for playing back guitar licks super slow, makii4; ti mil a cinch to 

figure out, and a high speed for getting the best sound. The truth is, any musician will 

like the 424's soft-touch solenoid controls, auto locator function and other automatic 

features. A truly expandable Portastudio, the 424 has an 8-input mixer and includes 

stereo inputs for drum machines, keyboards or effects. Plus, SYNC jacks for syncing 

MID/ gear to tape. It's also great for live gigs because it records on all 4 tracks at once. 

insc44, 

411 ' • Complete enformahco. spechcabons. feature kna anO Maws al aease 
FM.B.A0K Pea:nudes are Clelebb yla fax tong TOSCAPA Faeack Cal SW.82, 2268, 

reference Ole Feeler number cd gre modeled you're «erase° P0 and foil 
eckly have ad the Information you nee to make the dole Pataeruclio. dens«. 

The 'el'aee3 r011ignir" 

Sometimes 4-tracks 

are not enough. This 

is the kingpin of all 

Portastudios. It's 

the only 8-track 

Portastudicem and it features the latest generation transport 

and head technology yielding the best sounding 8-track 

recordings. A great portastudio for the MIDI musician or 

anyone with lots of gear looking to create more complex 

songs or soundtracks. The sound is amazing. That's because 

the 488 midi actually outperforms the original 8-track reel-to-reel decks. It has all the 

features of the other Portastudios, plus it adds pro-studio stuff. Like phantom-powered 

XLR inputs for using high quality microphones, sweepable mid-range E0s and two 

effects sends on each channel, and a sophisticated monitoring matrix giving you 

complete control of what you hear during recording and mixdown. You won't find any 

limitations with this Portastudio. So, if you've outgrown your 4-track or want to jump 

right in to serious multitracking. the 488 midl is an incredible buy! Call FaxBack Document 

#1770` Imsrp $ 18991 

Now that you've narrowed it down to one or two Portastudios, if you still want more 

information, call TASCAM FaxBack for complete details and specifications Then get 

to your dealer and pick up your new Portastudio. And start recording all those songs 

you've been meaning to get to! 

TASCAM. 
I I vantage of our experience. 

C 1905 TEAC America, Inc. 7733 Telegraph Road. Montebello, CA 90640 (213) 726-0303 TEAC CANADA LTD , 340 Brunel Road. Pessissauga. Ontario L4Z 2C2 Canada (905) 890-19008 
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The first great film 

composers associated 

with the Golden Age of 

Hollywood were firmly in 

the Romantic orchestral tra-

dition. When Dimitri Tiomkin 

accepted a 1954 Oscar for his 

score for The High and the 

Mighty, he thanked "all those who 

helped me win this award—Johannes 

Brahms, Richard Strauss, Beethoven 

and Tchaikovsky." • These days, modem 

film score composers are more likely to 

thank the Beatles, Tangerine Dream, Simon 

& Garfunkel and MTV. • With the vagaries of 

a pop recording career, mid-life crises and 

advanced technology that favors the cut-and-paste 

approach of today's music scoring business, more 

and more pop musicians are trying their hands at 

scoring. For Devo's Mark Mothersbaugh, award-win-

ning TV soundtracks for Pee Wee's Playhouse and 

Nickelodeon's Rugrats, film soundtracks for upcoming 

If you want 

a music 

career, 

that 

is 

movies like Bottle 

Rocket, as well as inter-

active CD-ROMs, were a 

natural transition from a 

highly visual conceptual 

band. • "I was always influ-

enced by elevator Muzak, TV 

and film soundtracks," says 

Mothersbaugh, who is joined by the 

rest of the pioneering group—his 

brother Bob, Gerry Casale and his sib-

ling Bob—in the Mutato Muziko pro-

duction company. "On our first album, 

the song 'Too Much Paranoia' quoted a 

Burger King spot: `Hold the pickles/ Hold the 

lettuce/Double orders don't upset us.' One thing 

we learned from the '60s is that rebellion is obso-

lete.' • Was (Not Was)' David Was also sensed a nat-

ural evolution from his role as the wacky 

lyricist/writer of such aural soundscapes as "Dad I'm In 

Jail" (used in both Pump Up the Volume and Slaves of 

New York) to writing commercials for Microsoft's 

BY ROY TRAKIN ILLUSTRATION BY CEORCANNE DEEM 
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Windows '96 cam-
paign. 

"I thought I'd 
gone from writing 

these social-critical 
diatribes meant to 
appeal to the conscience 
of my generation to hus-
tling cars for Infiniti," he 
says ruefully. " Especially 
having been brought up with 

this lefty hatred of corporate cul-
ture. This was 
like sitting 
down to eat raw sushi fatted calf. On Thomas Dolby: "Interactivity.. 
the other hand, you can get a mighty big 
calf on the table if you do this shit. 

Whether scoring a movie, TV show, 
commercial or CD-ROM, one of the 

hardest things for a pop musician used to 
being the sole auteur of his own work to 
accept is that he no longer has the final 
word on the outcome. 

"The important thing to realize is that 

there are several different solutions to the 
same problem," says Grammy-winning and 

Michael Kamen: 

)scar-nominated composer Michael 

Kamen. " I'm never opposed to try-
ing something different. I try to be 

compliant, but I don't suffer fools 

gladly. I know there's more than 
one way to skin a cat, and if I 

can come up with two, I'll be 
very happy." 

Adds Was: "Sometimes 
making music for a picture is 

the ultimate study in musical and 
creative humility. It's like being a 

Eitzel, former head of American Music 

Club, learned to compromise on his film 
score debut for first-time director Jeff 
Fines' No Easy Way, which he collabo-

rated on with his onetime bandmate, 

pedal steel player Bruce Kaphan. " I 
hated having to answer to the filmmak-

ers and boy, did they know it," he 
laughs. "But this has been such a learn-
ing experience for me. There 
was one instance where 
they didn't like the 

o be compliant, but I don't suffer fools gladly." 

. needs lyrics of a 

my input and ingenuity." 

lyricist and having people say, 'Nobody lis-

tens to lyrics.' The point is, you could write 
something of spiritual, emotional or politi-
cal significance. Or you could just write, 

`Walk the fuckin' dinosaur,' and it doesn't 
matter as long as the chorus drives itself 
into your head through a felicitous combi-
nation of musical and verbal elements." 

Even headstrong tunesmith Mark 

song. And, y'-
know, usually, if 
you mention ly-
rics to me, I get 
out my AK-47. 

But I got this 
brainstorm and 

thought, `They're 
right! These lyrics 
suck!' So I changed 
them. And even though 

TOI TE'N WATS Fo' for 
MUSICIN TO B2PIK, INTO Te SOMTglelç IZ 
Hang around film schools, find the most talented director and 

-"T offer to put your music to his movie. The UCLA Graduate Film 

Students Program approached Warner Bros. for someone to score 

first-time director Jeff Fines' No Easy Way, and ended up with 

American Music Club's Mark Eitzel. 

Take a movie by a director you'd like to work with and create 

y your own score for it. When Robert Rodriguez first asked Los 

Lobos to do the score for his movie Desperado, he suggested they 

get a tape of his first film, El Mariachi, and put their own music to 

it as an exercise. 

A Find out who the leading film and video editors are and send 
•-gr --- 

them your music. Editors often put their own "temp" music 

track on films they're working on to liven up the cuts and some-

times they and the directors become so enamored of it, they end 

up using the music as the final score. +Learn how to work on a computer. We've come a long way from 

the first synthesized movie soundtracks, but now everybody is 

using a Quadra, a PowerMac and MIDI sequencers. Get used to it. 

JI Let your publisher, ASCAP or BMI know you are interested in 

film work. Rights agencies are in touch with the film commu-

nity and know if a movie is coming up that is looking for someone 

to do a soundtrack. 

I. Establish a distinct musical identity, but be prepared to aban-

Y -don it in favor of a diverse vocabulary. Sound like yourself. 

Artists like Hispanic-American Los Lobos and Irish-American 

Seamus Egan originally broke into films of very specific ethnic gen-

res but have managed to convince directors they can either work 

outside that style or make the style work apart from its normal con-

notations. 

Be able to work as part of a team and accept direction. Your 

y typical modern pop artiste is used to being his own boss, 

answering to no one and having absolute creative freedom. In 

movie, TV or commercial soundtrack work, the musician must 

answer to a director, a producer or a client. 

A You must communicate with people who know nothing 

y about music. Says Lobos' Steve Berlin, " You have to forge 

a new language to reach that common ground." 

Deadlines, deadlines, deadlines. A rock star can work on 

y a record for as long as he wants. Soundtrack and score 
composers are working on strict timetables. 

And if all that fails, according to David Was, there's always 

te the old-fashioned Hollywood way: " Bang a producer's secre-

tary or get out the family tree and prove you're distantly related to 

Steven Spielberg." 
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INTRODUCING A LINE OF RECORDABLE MEDIA FOR PERFECTIONISTS. THE TDK PRO LINE. IT'S PURE PRECISION. 
BECAUSE EVERY FORMAT, EVERY LENGTH, EVERY GRADE IS 100% SPECIFICATION GUARANTEED. FOR YOUR 
FINEST WORK. IT'S MORE INNOVATION FROM THE PEOPLE THINKING ABOUT WHAT YOU DO, AND THE TOOLS 
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For more information on our complete fine of recording products, please 
call I-800-TDK-TAPE or check out our site on the World Wide Web. http://www.tdk.com 



they didn't use the song, it was great for 
me to know I could change the 
motherfucker. It's a good thing 4., 
to be challenged. 

"The problem with most 
bands trying to do sound-
track work is they don't 
understand the professional 
side of it," adds Mark Isham, 
composer of evocative soundtracks 
for A River Runs Through It and The 
Moderns. "Stuff like finishing on time, 
synchronization and getting the music to 
really fit the picture. You can't just say 
you're not inspired or you don't have the 
cue. You have to stay up 
all night to finish it if 
that's what it takes because tomorrow 
everybody's coming to the studio to hear 
what you've done." 

Sometimes that so-called "blank cre-
ative slate" given recording artists isn't all 
it's cracked up to be, either. Says Was: "I've 
often said songvvriting's like strapping a 
lightning rod on your head, going out and 
looking for lightning. Sometimes it's 

David Was: 

almost 
you do 
ters so 

"You 

a relief to have someone say, 'Can 
this for me?' And give you parame-
you're just not having to plumb 

could write 'walk the fuckin' dinosaur' 

as long as the chorus 

into your head." 

your own soul everyday." 

Most pop musicians turned soundtrack 
composers, though, claim the different 
hats they must wear make them better 
artists. "My professionalism as a composer 
vastly improved," insists Isham. " I noticed 

PEAVEY 
.1/ DPC 1000 

T
he only true "State of the Art" digital 
switching power amplifier. Peavey's DPC 
1000 uses "Phase Modulation" ( US Pat 

#4,992,751) an advanced, second generation, 
Pulse Width Modulation digital switching tech-
nology. Unparalleled power to weight, power to 
size, power to cost and efficiency with no com-
promises. Praised for its sound quality, the DPC's 
"Phase Modulation" PWM technology has none 
of the signal glitches common to high efficiency 
multi-rail designs. Only true PWM Digital ampli-
fiers and esoteric Class "A" audiophile amplifiers 
are completely free of crossover distortion. 
Perhaps this is why the DPC is the first choice of 
so many critical professionals...they sound great. 

• POWER 

350W RMS. @ 8 Ohms (each channel) 

500W RMS. @ 4 Ohms (each channel) 

1000W RMS. @ 8 Ohms bridged 

1 HA Rack space ( 1.75"x19"x14") 

a distinct difference in my ability to 

sit down and produce an 
album's worth of material as 
a recording artist. It was 
like I was hiring myself. I 
did it on time, on budget, 
with very little vacillation 

from the initial concept." 
Mark Eitzel points to his 

use of outside musicians like the 
Turtle String Quartet on the No Easy 

Way soundtrack as broadening his experi-
ence as a recording artist. " I've always 
been so non-musical in my approach," he 
says. " I used to think music was secondary 

to the emotion you're 
trying to evoke. But 

drives itself it's funny how I now see a certain 
level of musicality as a beautiful thing. I'm 
definitely at my computer more. I also 
really like synthesizers now and I never 
did before. And I'm sold on hiring real 
string quartets." 

The music of Seamus Egan, the 26-year-
old Irish prodigy who plays banjo, man-
dolin, tin whistle, flute, banjo, the uilleann 

INPUT POWER 
VS. 

_OUTPUT POWER 

2x100VV 
2x5OW 

2x200W — 

2x400W 

IWASTED HEAT 

PEAVEY 
DPC SERIES 

111 CLASS "G" 

LINEAR 

12 lbs. (83.3 watts RMS/Pound) 

Peavey Electronics Corporation • 711 A Street • Meridian, MS 39301 

Telephone (601) 483-5365 • Fax (601) 486-1278 01995 
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The MONITOR Magazine is a pub1cation filled with the latest information musicans want to know. To receive 4 issLes for only 5$ (price good in 

USA only) Send check or money order to: Monitor Magazine, Peavey Electronics, 711A Street, Meridian, MS 39301 



Late autumn in Surrey, England. Gray 

sunlight illuminates the afternoon mist. 

An empty swimming pool, incongruous in 

this landscape of trees, ponds and horsepa-

ths, cuts a rude gash into green loam. Skies 

are overcast; clouds rush toward the east, 

toward the cold horizon, racing the dark-

ness. 4. This is the picture seen through the 

windows of Jacob's Studio, near the vil-

lage of Farnham. We're in a spacious 

room, with high beamed ceilings. To our 

right is the breakfast chamber, where 

scones grow stale and coffee cools below 

framed prints of schoolboys on a soccer 

field. From our left, music booms 

through the wall—a demonic harp-

sichord figure, repeated, repeat-

ed again, and again. 

7(1 • • 

• 
• 
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photograph by 

Spirit 

Tripping with 

Tori Amos 

Mick Rock 



Behind us is a Biisendorfer grand piano, big as a battleship, black as velvet. Next to 

it, fragile by comparison, is a harpsichord. A single bench sits between them, empty. 

Tori Amos is listening. She's a foot away, 
and she's somewhere else, in the music. Or 
even further away, in the place where the 
music was conceived, a place whose spir-
its hover and visit, not always at the most 
convenient moment. 

After a few seconds, she's gone, past 
the Biisendorfer, out the door, up the 
steps to the right, and into the control 
room. The sound here is clear and loud— 
supernaturally loud for a harpsichord. 
There's no drawing room delicacy as we 
hear Tori tearing through "Blood Roses": 
Cranked through twin Genelec monitors, 
the instrument snarls and sneers, reflect-
ing the primal passions of the vocal. 
"When chickens get a taste of your 

meat, when he sucks you deep, some-
times you're nothing but meat." We've 
come a long way from Scarlatti, baby. 

Engineers Mark Hawley and Marcel 
Van Limbeek stoically man the Neve 
faders. Their concentration is remarkable, 
considering Amos's turbulence. She's 
anchored herself, one foot up and one foot 
back, like Robert Plant leaning into 
Zeppelin's roar, rocking back and forth, 
eyes closed. Momentarily she sinks into a 
nearby chair, but then she rockets back 

up, shouting 
through the din 
for this tweak, 
that fix. One hand 

with other whips out to yank 
Hawley's pony 
tail; she wants 
what she wants 
now. Without a 

beginning." blink, Hawley 
nudges a fader, 

and Tori claps with delight. 
"Haulin"er in," she beams, her right 

hand winding an imaginary fisherman's 
reel. "We're having tuna for dinner." 
The changes that Hawley and Van 

Limbeek make in this mixdown session 
for "Blood Roses" are matters of tech-
nique. In this case, the amount and type of 
reverb on the vocal is the issue. But Amos, 
making her production debut on her third 
album, Boys for Pele, isn't thinking in 
terms of technique. She knows her way 
around a mixer, and her ears are as big as 

"I was 

communicating 

essences 

from the 

any in the business. Still, she's way past 
technique at this point—in the way she 
plays, like Landowska being exorcised; in 
the wild Sprechstimme and abandon of her 
vocals; and in her writing, which is more 
like channeling. 

In mixdown, she's a terror. And, most 
of the time, she's right. By the end of the 
session, with dinnertime long past, Tori 
has finally completed several hours' 
worth of microscopic nudges on the 
reverb. And damned if it doesn't sound a 
hell of a lot better than it did that after-
noon, when we watched her drift into the 
call of the music, the prickly filigree of 
"Blood Roses" ... 

Something just happened. 
Your attention wandered. What's 

going on? 
[Long pause, listening. Then, suddenly...1 

What happens is, the guys get it to a point 
where they think they've got the bases 
loaded. We usually have the bases loaded, 
but then the guy on second decides to do 
something stupid, so then we have to load 

the bases with one more hit. This is a time 
when I totally stay out of the way, 
because I'm not useful until the bases-are-
loaded situation. Let's be fair: Right now, 
we're only dealing with harpsichord/ 
vocal, or piano/Marshall, or piano/Leslie. 

We're not even in the big tiacks, the : 
involved arrangements. But one little # 
thing can completely change who she [the 
character in "Blood Roses"] is. So I'll sit ; 
there and go, "This woman is five years é, 
younger than the woman who's singing 
this song. The woman who's five years 
younger does not know this song. She 
cannot sing it." 

So you're dealing with issues this fun-
damental even in the mix? 

I'm talking about a quarter of a dB on 
the reverb. It's not me: She has got me by 
the fucking throat right now. Really, I'm 
just translating. Once I accepted that, that 
this isn't really about me, it's just about 
tapping into different sides of Woman. 
Then I can take on these parts. I don't 
necessarily think they're parts of me. I'm 
a part of that, but it's just part of this . . . 
this . . . being. That's what my life is. 
These beings . . . I don't know what a 
shrink would call me. I don't want to 
know. But they come in and out, these 
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THE ORIGINAL REMBRANDTS... 

...THE ULTIMATE MICROPHONE. 

N/DYM® SERIES II I. 

When your hit song is the theme for the hottest show on television and tops the Billboard 
charts for five weeks, fans expect your concert to sound like the CD. That's why the 
Rembrandts chose Electro-Voice N/DYM® microphones, the original neodymium-pow-
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fragments. Like, I couldn't record "Blood 
Roses" for days. Technically, I could play 
it. But she had not. come. A lot of times, 
it's what's happening around me, for me 
to get to that stage. It's who I run into, the 
phone call that comes. Then it's like 
[snaps fingers]. That's why we live here, 
on location, because it's like, "She's here. 
Let's go." 
How would you describe the technical 

challenge of capturing these nuances? 

Well, the dynamics of this piece are 
very extreme, and I have to get it on tape 
without squashing things too much— 
especially the harpsichord, which they 
did squash. But what it is is, they har-
nessed her. Just like they—quote, 
unquote—"had to do." I know when 
we've lost a frequency of her. The "c" 
word is not "cunt" these days for me—it's 
"compression." That's what I told them: 
When you have a woman coming out of a 

M. Wee Cm), 

His All-Star 
Instrumental 

Album features 
Special Guests: 

\lis„,. 
- Bi. do No,iin 

Sant 1311.11 

Larry Carlton 

Bela Fleck 

Derek George 

Vince Gill 

Randy Goodrum 

Carl Jackson 

Leo Koitke 

\lac NI(...1nally 

Nlark O'Connor 

Jimmy Olander 

Lee Roy Parnell 
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church, and she's yelling and expressing 
something, and she's screaming, you do 
not try to make that okay. You get in 
trouble when you try to trim the edges. 
But at the same time, she's all over the 
road. I was ramming into that Neumann. 
I'm sorry, but that mike was a fucking 
fried egg. We kept changing the reverb to 

make her a plate 
[reverb] instead 
of a room. She 
kept telling me, in 
my ear, " Get me a 
plate." Then the 
plate worked. 

The problem with the plate, though, was 
that we kicked it up half a dB in parts 

because that's what's telling a story. Mark 
said to me, "Yeah, I like the plate, but it's 
not sitting in the track the whole time." 
There are times when she's removed, in 
another room from the track. So it's about 
kicking that reverb up beneath the plate 
reverb. And it's changing everything. 

There's a tension in the process between 
the purity of the character's essence and 
the mechanics of recording. 

Well, I want to be part of the team in 
that mix room, and I know that I have 
something to offer. Before, I would be 
standing on top of mix desks, going, "A 
quarter of a dB! Get me a quarter!" 
They'd say it doesn't matter, and I'm like, 
"That's the most ridiculous thing I've 
ever heard. Why can you make it happen, 
then? If it doesn't matter, then why does 
the increment even exist?" But at this 
stage, I'm tapping into her spirit. That girl 
is existing [snaps finger] now. The 
"Horses" girl.... You'll hear what we do 
with the mix on "Horses." I'll tell you 
that story, but she's not here right now... 
[Very long silence.] It's funny how any-
thing can change her personality, so that 
you almost feel, " God, there's no com-
passion in her." 
A big part of your job must be to nur-

ture that concept in the minds of techni-
cians who are used to hearing music as 
something more tangible. 

I see it as Formula One racing. 
They're serious car racers in there, but I 
built the car, so I know what it can do. 
I'm trying to translate it. They know 
that, and they're trying to do the same. 
We all want the same thing. What's the 

"The 'C' 

word is not 

'cunt'—it's 

compression." 
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point of capturing what's getting me off 
today because I had greasy eggs this 
morning? I want to hear her. I want to 
capture the frequency. When you hear 
"Beauty Queen," you are hearing this 
girl in that moment: She's standing in 
that bathroom, watching those girls put 
on that lipstick. I don't want us to be 
talking to her 15 minutes later about 
what she realized in that bathroom. I 
want her to go back to that moment in 
the bathroom: It's white. It's that funny 
fluorescent light. It's that tile, with the 
green crud in between. It's those old toi-
lets with the beautiful handles. You can 
hear the sound of the water dripping. 
Time doesn't exist in that moment. I 
wanted you to feel that kind of swim-
ming, where you're almost coming back 
from 15 feet under water, and you're 
coming up, and you're almost up. That's 
what it's like in that bathroom, when 
you're looking and you're realizing 
what's really going on at your table. 
That's what I want to catch. This is not a 
confident girl. You are not at acceptance 
level. You are in her brain, getting trig-
gered. The little windshield wipers are 
going, and you're starting to see it from 
the other side. 

You want to bring that moment . . . 

"I want to 

explore the 

dark side of 

Woman." 

that? 

. . . always onto 
the tape. Every time 
you hear it, that girl 
is in the bathroom, 
putting on that lip-
stick. Every time. 
How do you do 

Well, the one thing I know is the smell 
they're giving me. I don't hear anybody 
telling me anything; they're giving me 
pictures. I love it when I have this 
moment, 'cause she's with me now. The 
energy I feel rushing through my body is 
different than when I play live. That's 
adrenaline, a response to the outside; this 
is "come inside." It's like I've got my lit-
tle plug, and she's let me plug into her. 
That whole thing of is it inside or is it 
outside? She's in me, and I'm in her. 
There are times when her particular vol-
ume is down and another volume is 
increased. But some of the others are not 
present: They're sleeping, or they're hav-
ing tea. . . It's interesting that "Horses" 
and "Zebra" are coming out of this con-
versation around "Blood Roses." 
"Horses" opens up "Blood Roses," so 
there is an intertwining. 

Was it written that way? 
Actually, " Blood Roses" was written to 

\Ilp...._ 4. 

be the first song on Pele. I didn't finish it 
until I walked in to record it. 

Is there something about this song 
that's harder to get to where you want it? 
Oh, yeah. "Zebra" gets invited to all 

the parties. "Blood Roses" doesn't get 
invited out a lot. She's all right about 
that. She's very aware of a thing that I 
haven't dealt with: faithful anger. Anger 
expressed faithfully. I think she's come 
to visit me to explore that side that I've 
blocked away. There's a real stigma that 
gets put out on a woman's anger. You 
become a madwoman, instead of, " I'm 
very loose about this moment, and you 
have just really pissed me off." I'm try-
ing to use compassion—passion coming 
into its fullest—so that I can explore 
these "dark sides" of Woman: the anger, 
that power, the destruction, the manipu-
lation, the parts that lead to a label of 
"hysterical" for women, to bring them 
into balance, the balance of destruction 
and creation. 

Hawley and Van Limbeek 

are sharing a room at Jacob's Studio 
during the mixdown period. It's an attic, 
really, with a couple of mattresses on the 
wooden floor beneath a sloping roof; a 
small window overlooks bucolic sur-
roundings. Everyone on the Pele session 
refers to this garret as "the dorm room." 

After hours of knob twiddling and 
pony tail pulling, Tori and her team give 
their mixes their toughest test. With 
DAT in hand, she leads the way up to 
the dorm room and pops the tape into a 
machine. They flop onto a mattress as 
the music plays through tiny speakers on 
severe, Shaker-style wooden cabinets, 
with Marcel and Mark in attentive 
repose, Tori rocking back and forth, 
stopping frequently to whisper some 
urgent observation into their ears. More 
often than not, they grab the tape and 
head back to the studio for another 
round of tweaks. 
Both guys have been with Tori since 

her Under the Pink tour. Mark was, in 
t, fact, a specialist in live sound; his cred-

its include tours with Curve and the 
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Beautiful South in the U.K. He had 
heard and admired the Pink album, so 
when word went out that Tori was 
looking for a road crew, he was among 
the first to apply. 

It was Mark who came up with the 
idea of building an acoustic box around 
the piano when Tori recorded basic 
tracks at an Irish church at Delgany, 
County Wicklow. "Under the Pink was 
done in Tori's room, as far as we know," 
Van Limbeek explains. "To avoid 
crosstalk from the vocals to the piano 
mikes and the other way around, they 
covered the piano with blankets. Mark 
and I could tell this immediately, because 
we'd been working with her on the road 
for a year and the sound of each room 
had such a great effect on the piano— 
even if you had your head under the lid. 
You'd think that there's so much direct 
sound that the 
room wouldn't 
matter that 
much. As it 
turned out, that's would call me. 
not true at all." 
With the box I don't want to 

separating the know." 
live piano and 
vocal tracks, crosstalk was not a prob-
lem, and room ambience wasn't compro-
mised. The piano was close-miked with 
two Neumann U87s, positioned near 
each other under the raised lid, pointing 
outward toward the bass and treble 
ranges. Brüel & Kjaer omnidirectional 
ambient mikes added depth from about 
halfway toward the back of the church at 
the critical distance, which Van Limbeek 
defines as "the distance from the micro-
phone to the piano where the amount of 
reflected sound is equal to the amount of 
direct sound." At the very back, where 
the sound was most diffuse, they posi-
tioned other Neumanns. Everything was 
recorded onto a Sony digital four-track; 
once tracks were filled, they were digi-
tally bounced to a Tascam DA-88 for 
storage, opening up more free space on 
the DAT. 

Everyone involved describes the trio's 
working relationship as ideal, though living 
at close quarters doesn't exactly encourage 
mutual idealization. " I won't say Mark is 
arrogant," Tori says (or doesn't say). "But 

"I don't know 

what a shrink 

the subdudes 

r. 
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primitive 
On Primitive Streak 

the subdudes deliver 

an irresistible blend 

of rock, country, and 

New Orleans r&b, 

spiced with top notch 

musicianship throughout. 

"The subdudes exude the sweet ecstasy of Southe-si gospel 

and soutn-of-the-bosider spiritualism..." — CD Review 

"if the subducles' music were a fruit, it woald be a burch of 

gapes eater out of season: robustly flavored, composed of 

taut :lusters of sound loosely arranged that — left to null o 

bit — incbce a mild intoxication." 

—  Rolling Stone II 1 [ II 
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Introducing Cakewalk Pro AudioTM. 
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world's leading MIDI 
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one integrated 

environment. So 

you can record 

vocals, guitar leads. 

or any other audio 

along with your MIDI 

tracks — and play Only $399: 

Cakeware, Pr c erealro GC_SAIrl WRA• 

rtt Vie.w In.,rt ReaftInte Uolo tt ¡xi 

rear ',Aar 5cro 

P3Da: 

OS laG 20B 

rlo 11, 

1r , 14 

Audio 1mM:de track 

them back In tight synchronization. 
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MIDI sequencing with multi-track digital audio 
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Unlike other digital audio systems. 

Cakewalk Pro Audio doesn't just support 

expensive audio hardware. Its scalable 

architecture lets gou record CD-quality digital audio 
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Digidesign SessionEr. Cakewalk Pro Audio's Turbo 

Mixer Tm technology drives gour Windows sound card 

to new levels of audio performance. You can do 

graphic and parametric EQ. cross-fades, mix-downs. 

and other audio edits quicklg and easily. 

But listen up. With 

over 50 new features. 

the next generation of 

Cakewalk software 

brings more than 

digital audio to gour 

desktop. 

Use new "clips" to 
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without measure 

and treat boundaries. 

Now gour printed scores will look even more 

polished. Cakewalk Pro Audio's 

staff notation supports 
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text, enharmonic spellings, and 

even guitar chord grids. 

See and Hear It for Yourself. 

Cakewalk Pro Audio is available at finer music 
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For more information, please 
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fax 617-924-61557. 

Ask about our Demo Packl 
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he's very committed to his beliefs, and he 
just kept stating and restating his approach. 
John [Witherspoon, Tori's assistant] would 
come back with, `Well, this other engineer 
suggested. . . ,' and Mark would just say, 
'No, this is the approach.' 
"Mark and I in a room together are 

very volatile; that's what makes it excit-
ing. Mark knows my pictures: He knows 
when I say, `Girl in a bathroom,' that 
`Beauty Queen' is the front for 'Horses.' 
He's trying to translate what a bath-
room is. He'll scratch his head, look at 
Marcel, and come up with another ele-
ment. He was a prodigy drummer as a 
four-year-old, so he comes at this as a 
musician first and plays the board like it 
was another instrument. But Marcel is a 
physicist. His world is my belief in 
something you cannot tell me exists. 
That's what gets him off. Still, Marcel 
thinks I'm a bit of a kook." 

New York now, in the brisk 
freeze of early winter. The only 

fields in sight are iced over in Central 
Park; everywhere else, from our vantage 
point in Tori's suite, nature seems to have 
packed up and abandoned us. With the 
album finished and ready for release, Tori 
seems calmer here, above the muffled 
racket of civilization. Serenity, though, 
may be just another visitor, even less of a 
presence than those who spook songs out 
of her and dance amidst the DATs and 
detritus of recording. 

Your beginnings as a musician were 
fairly conventional. At what point did you 
become aware that something different 
was going on? 
When I was very little. My career as a 

musician was conventional when I got to 
the clubs, but it's what preceded it that 
fights convention. I was playing before I 
could talk, so I didn't have the same judg-
ment when you learn music. I was play-
ing without anybody's judgment, with-
out anybody's idea of what was good or 
bad. I just played anything I could hear. 
It's no different from a little child who 
learns bilingually. It was very similar for 
me, because the music was so complex 

that it wasn't like one language. I learned 
rhythm, tone, phrasing, all those things, 
from Bartók to Mozart to Sgt. Pepper to 
Gershwin, through the ear as a very wee 
lassie, at a very instinctual level. 
But many musicians don't materialize 

characters as you do. At what point did 
some other character say, "Hey, I need 
you to materialize me through music"? 
From the beginning. I was communi-

cating with other essences. It was almost 

like I had a window to communicate 
through music. They all carried a piece 
of me in them; we're separate, but we're 
whole. . . . But eventually, with the loss 
of the relationship I was in, it occurred 
to me: "What if I couldn't do this?" Eric 
[Rosse, Amos's former producer and 
lover] knows all this. He knows how 
intertwined we were, or I thought we 
were. Sometimes I feel like I really 
shouldn't talk about Eric, yet there's no 
way around not giving him a nod here 
and there because he so affected my life 
at so many levels. The separation was the 
cliff I jumped off. When that happened, 
that was the catapult of this record. Then 
many other things happened, all at once. 
I'm not saying, "When it rains, it pours." 
It's more than just one building fell 
down in the earthquake. It's all around 
you. In a lot of my relationships, 
whether friends or mentors or loves or 
parents, so many things started to 

become a wall. This was mostly relation-
ships with different men. They were all 
just showing me different parts of myself 
that were dependent. Each man in my 
life represented a need that I wasn't ful-
filling for myself. 
When you're an artist and you're with 

someone who is artistic, there's almost an 
invitation to eventual breakdown. 

Yes. I think on some level, that these 
men weren't used to being muses. Yet I 
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was never their muse, because I wonder 
if they thought I was going to critique 
their work. The one thing that any man 
I've been involved with knows is that I 
know rhythm and tone—yet I just want 
to go with Oreo cookies and peanut 
butter and ice cream and garlic; I just 
want to have a party! That's always 
been, shall we say, in my weave. The 
loose thread has been that the musician 
in me is so ready to play and do a free-

for-all, still know-
"I had ing what felt right 

or what didn't feel 
separated right, the more I 

developed my mu-
them from sic. I had bound-

aries as a musician, 
birth: the girl and yet I didn't 

need boundaries, 
from the because I just know 

we're not going to 
musician." F#. It's just not 
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Piano technicians know the secret of 

good tuning: temperament. No, not being 

in a good mood while tightening the 

strings—temperament is how tuners 

resolve the mathematical impossibilities 

in reconc ling the perfect octave with the 

natural perfect fifths between the perfect 

fourth and the major third. Many solutions 

to this problem have been devised, some 

more effective for piano than, let's say, 

harpstcho-d. And that is the crux of the 

issue for Ton Amos, who wanted to play 

piano and harpsichord simultaneously on 

Boys for Pele. 

"The napsichord comes to life in other 

temperaments," says keyboard technician 

Tanta State. who tackled the challenge for 

Amos. -So every week we tried different 

Old 11111515 in Harpsichord Voicing 
tunings. I had to tune the harpsichol as 

an average, shifting the pitch of C very 

slightly in order that everything was mid-

way between notes of equal termera-

ment, rather than sticking C [i.e., the C 

scale] in tune, which would have made 

some notes vastly out of une. The idea of 

using other temperamen-s is that you end 

up with a lot more pure fourths and aire 

fifths, rather than the way everythirg is 

equally out of tune in equal temperament. 

The reverse side is that ir certain keys you 

end up with the most horc beat rates on 

a couple of fourths and fifths. 

"We used four tempe-aments in the 

end, the earliest of when was the Werk-

meister Ill, which dates from 1691. The 

instrument Tort used was made in 

Hamburg by Christian Zell as a copy of an 

instrument dating from 1728; Werkmeis 

ter being German, it was probably the 

temperament that The instrument was 

pfayed in from its origins. Chronologically. 

the next tenperament was developed by 

VEllotti (c. 1754). Then we went on to the 

Kirnberger, devised by a pupil of Bach 

around 1779. The latest temperament. 

which Tori used cn 'Caught a Lite 

Sr eeze,' is oy Thomas Young in 1800." 

Judging by the results on Boys for 

Pele, the impact of -.hese alternate tun-

ing,s is subtle, if not subl mina'. Says 

Slane, " I love the album, although except 

for 'Caught a Lite Sneeze,' for the life of 

me I can't remember which tunings she 

used for which songs "—Keen Powers 

gonna happen. But as a woman—and I 
have to bring this up, because this is 
where the content of the work comes 
from—I didn't have this access that I 
had as a musician. I had separated them 
from birth: the girl from the musician. 
For the most part, Pele is about my 
response. The women really held the 
space for me to dive into on this one. 
My women friends knew that only I 
could go after this. They would be drag-
ging me back by my hair, going, "Hello? 
Are you aware of what you just did to 
yourself?" And I'm sitting here with 
veins ripped open, licking a little blood 
from my chin, going, "No!" 
When did they ask you that question? 
When they saw me during this period 

of time. Some of them would have to 
converse with the musician in order to 
talk with the woman. It's almost like 
I've developed this compositional 
understanding—and very little else. The 
musician has had more access than any-
body to the different sides, and yet 
sometimes she's not always completely 
interested in communicating with the 
other side. Maybe they'll exchange 
phone numbers [laughs]. And so the 
men I've pulled into my life are reflec-
tions of pieces of myself. Some were 
obviously bigger pieces than others: an 

eight-year relationship is a huge chunk 
of being. The whole record, though, is a 
gift to myself. No, let me rephrase that: 
What's been given by these songs is a 
gift to me. 
Did any of these songs frighten you as 

you wrote them? 
"Professional Widow." "Blood Roses." 
Both of those are harpsichord songs. 
That was instinctive. Sometimes I 

know I have to do something, and then a 
little later I understand why. But 
"Mohammed My Friend" surprised me 
too. I was singing in Christmas services 
[in '94]; I was with my parents. I was 
watching the Nativity, and after a while I 
said to myself, " Wait a minute. There's 
something wrong here." We were 
singing "Away in a Manger." [Amos 
sings the first two bars of "Away in a 
Manger," then sings the opening line to 
"Mohammed My Friend," with the iden-
tical first three notes.] I kept getting 
more and more into the perfect little love 
with the lullaby of "Away in a Manger." 
I started to get husky in the throat. I 
started to wonder who, with everybody 
speaking of the baby Jesus, should come 
up to the cradle. And I found that, of all 
people, I wanted to have a chat about it 
with Mohammed, because the Prophet is 
the one who supposedly knows the Law. 

So I decided that they needed to talk 
about the Law—the Law of the 
Feminine that had been castrated with 
the birth of Christ. I believe that 
Magdalene was the Savior's bride, the 
High Priestess. And that Magdalene was 
not a blueprint for women—meaning 
that this was a woman who was honored 
as the sacred bride, not a virgin. We're 
talking about a Woman. We have a 
Virgin matrix, but they needed the 
Woman blueprint: the compassion/pas-
sion, wisdom, wholeness. But this blue-
print was not a structure that one could 
relate to Woman—until now. Think 
about it. It's just been uncovered in the 
past twenty-some years. Even though 
women have been given power to be 
heads of corporations, we're talking 
about not just power within the hierar-
chy but access to the different fragments 
that make up the whole of Woman. 
Do many of your listeners understand 

what you're getting at with these lyrical 
references? 

Well, sometimes I kind of chuckle to 
myself when I hear some girl saying, 
"Who cares about Mary Magdalene? 
That's done and over with." And I'll 
watch her as she needs to seduce the 
men in the room and play the little girl, 
do the pedophile dance, do the whole 
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TN 
Until you hear it! 

Then your point of reference is forever changed. 

5381 .Production Drive 

3() • C nd ( Icnio is all \ 

II iii gion Beach, CA 92649 

"There is an added 
fullness and clarity. 

Stereo program becomes 
more three dimensional, 
more spacious. Dense 
textures become more 

pleasurable, with a more 
palpable space around 
each discrete instrument. 

This is powerful stuff. 
Maybe its voodoo?" 

"As close as we've seen to 
eee a magic black box, the 

4 el ° C s BBE 462 is probably the 
most cost-effective 

improvement you can add 
to your rig." 

L4u 41a.u.>4gadaitu 

"Listening on a variety of 
loudspeakers — JBL, KRK, 
Meyer, Tannoy, Yamaha 
and a few lesser-known 
names — I discovered that 
the BBE Process provided 

a nice punch to older 
recordings without being 

4, brittle or shrilL The LF 
contour emphasized the 

2 

lie bottom end, without 
undue boominess." 

"All of the mixes we 
played gained extra 

sparkle and clarity when 
processed with the 

SBE 462. 
fq 

( ' All your dealer novel 

r) 1714 897-6766 Fax (714)8 

E® 

-0736 

' • ' arman nternational ompany 



racks that rock: what five bands 

use to stage that monster sound. 

T
his scene may or may not have real-
ly transpired. Lenny Kravitz: 
"Bones, we've got to get that plush, 

studio raw sound when we play live." 
Bones: "Damnit Lenny, I'm a simple 

country soundman, not a magician." 
Which gives you some idea of how the 

traveling Lenny Kravitz circus operates. 
After the release of each Kravitz album the 
sound team gets together, tries to figure 
out what the hell Lenny did on the album 
and then how to translate that to the live 
set. For an artist renowned for recording 
tracks in different rooms, on different days 
with different microphones, this could be a 
problem. According to soundman Tom 
Edmonds (his nickname really is Bones), 
"What Lenny does live is play with the 
instrumentation and arrangements a little 
bit, but we try to capture the rawness." 

For both Lenny and Edmonds it all 
starts with the drum kit, so that's where 
they do the most experimentation. Says 
Lenny, "We've got to wind the drums up 
to get them more bombastic." During the 
European and Japanese legs of this tour the 
duo put drummer Cindy Blackman in a 
Plexiglas cone so that they could mike the 
drums from four to five feet away. The 
Maxwell Smart ap- [coned on page 103] 
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Lenny Kravitz plays D'Addario 
strings Ive and on his-latest 
Virgin Records release,"Cifcus': 

; 

S 'ÓHOrC,E 
eFarmingdale, New York 11735 L.J'A 



Lenny Kravitz 
enny Kravitz. Guitars: Merril 71 

acoustic 1.2-s-Jing. Guild F-50 acouscic, 

five Gibscr,Lss jl3 two reissues, ale 

59. dne '58 golc-tcp. one '59 black Custm,, 

Gibson Explorer reisme, tree Gibson Flyine Vs 

166, '70 and reissue), two Epipho•ie Scrrere.os 

!green and cheery). '69 Fender black St 

;ender Fiesta Rer..: Strat reissue. Fer der 

Telecaster Custom. 

Amps: Marshall 50-we and 10(1-watt (p ur - 

p e and red) heads. Park 50-watt head. 

Matchless D/C-30 com)o. two backface 

Fencer Twins, two bkackface Fender Supers. two 

Fencer tweed I).uxes. Cabinets: four Marsnall 

196.) IV 4X12s. Ef fecls: Boss SE-7) rnuti-

effects and 0C-2 octeve pedal. Freschp:ion 

Eleccronics Yarcboz. arel Clean Octave Blend 

Ibanez Tube Screener, Eiectro-Harmoiix Soul 

Preacher and Electric Mistress, Me. Pease 

riCt, Fender revert), Custom Aucto Electronic.s 

Super Tremolo. . rap Selector and RS-10 MIDI 

fc ot controller. 

Misc: Otan L'AOSO tape machine (for ce). 

St ings: :'Acklaho. 

Craig Rcss. ()sitars: Epiptirone Casino_ 

Gipson J200 acoustc, Gibeon 6/12 c.'ouble.- 

'neck. Gild ST. three Gibsei Les Peals ( -93 

flame, '91. gold and 'Ef.. black). Gibson creel* 

SG. Gretisci -ennessear, render white and sur-

burst Stab F65 aid 94). Fenderred anti whi7e 

Telecasters ( 65 aid 94), Gibsor '58 LOS Paul 

Special TV Guild D-35 acoustic. 

Amps: two Fencer Dual Ehoyrnei, -.wo 

Fender :weed Tremobe oxabos. Fender Super 

Clan- p, two Tube Works MV-942s three 

Marshal 50-watt Peugla heads, Boss MM. 

Masrmt. retwjaatone Stade Cabine:s: Fencer 

29(15. fou- Marshal 1960 TV cabinets. 

Effects: Fender soirg rev--Ad, Boss CE-1 

Chores Ensemble. CH-1 Super Cliorts, and DD-

.?. diaital delay, Custom Audio -- ctron.cs Afro 

Selectcr. Custom Amp Soli:ter aid RS-z.0 MeDI 

foot coltriller, Dallas-Aebiter Fue Face. Electro-

Harmonix Deluxe Elec.-To Mistres_s. Elacx Finer 

and Soul reacher. Ibanez -S-9 be Screamer, 

Maestrc FZ-1A and E-18 Fuzz 'tones, Maestro 

PS-1A Phase Shine-, 1.1dinan 1XL t--ru bcx, 

MXR Blue 133x. Distorticra Plus, Dynacomp anc 

Phase 90, DigiTech PMC-10 MIDI foot controller 

Dunlop Creaby and Rcrovibe, tube Echoplex 

Ernie Be ‘olume pedal, Rapco AB-100 A/B 

box, Sho-Bud volume pedal, Univox Univibe. two 

Vox wah-wah pedals, Whirlwind A/B Box, AKG 

BX 10/11 .rsing reverb. 

Misc:Otari MA050 tape machine (for delay). 

Strings: D'kdario 

George Laks. Keybcards: Two Minimoogs., 

Wuriitzer 201) and 14C electric pianos, FATAR 

studio oie. Roland PC-200, E-mu Emax f. 

Digital MUS4C MX-8, Roland FP-1. Electro Music 

Leslie 14-.7 TREM II. Hammond 100 CKO-1 

organ. Hoarier Clay:net. ARP String Ensemble. 

-ielpinstik piano pickt.sr, Kurzweil MicroPiano 

-nodule. ronega Zip Drive. Yamaha MS101.. 

Schubert Piano Mixer. E-mu ESI-32. Furmai 

AR117 vo-tae  regulator. 

Effects. Boss PN-2 tremolo/pan, Boss NS-1, 

Ernie Balwlume pedal Dunlop Crybaby wah. 

Amps. '67 Fender Twin Revert), Fender Po 

Revert). Jand PC-150 

Jack Defray- Basses: '73 [cont'd on page 1031 

the 
rentals 
W

liether playing live or record-
ing, Matt Sharp, the Rentals' 
lead singer, bassist and main 

mastermind, applies one clear musical 
aesthetic: "I always try to keep every-
thing basic." For this six-piece band of 
retro futurists, Sharp's approach spans 
the gamut from attire (drab and utilitari 
an) to setup. 

"Everything's cut and dried," explains 
bespectacled guitarist Rod Cervera, who 
doesn't even use a stage tuner. 

"Keyboards going right to an amp. 

Guitars going right to an amp. 
Everything maybe has one pedal, and 
there's no chorus or flanging on any of 

those effects." 
"Or any of that stuff these whiz-bang 

guitar players have these days," adds Sharp. 
Not too many bands travel with three 

Moogs either, but these keyboards are 
essential to the Rentals' vintage-new-
wave-by-way-of-A- Clockwork-Orange 

.:r- -------- 
_.....--1-- ----* 
" ......---"— 

"1-11 al. 

vibe. "They're all Moog Sources," Sharp 
specifies. "A lot of people think we use 
Minimoogs, but that's incorrect. We own 
four—one's a backup, because they break 
down occasionally." 

Vocalist and novice keys player 
Cherielynn Westrich uses one Source to 
double up on Sharp's basslines. Jim 
Richards uses his Source to sculpt 

melodies, while the harmonies and mel-
lower lines are layered on by second 

vocalist Maya Rudolph. In addition, 
Richards uses the string sound of Sharp's 
ARP Omni to fill the gap left by the 
absence of that dog's Petra Haden, who E: 
played violin on the Rentals album. To ?, 
replicate Haden's multitracked sound live, 
says Sharp, "we would have had to take L'e, 
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Start with oveSigt igh-quality drum samples.  

[Add fast drum trigger inputs.  

Toss in fully programmable  drumsets. 
-11--  

Combine  with hot new performance features. 

What do you get? 

You get a sound module that's filled with the hott st new drum and percussi n samples. 

You get more sonic variety and programming fle bility than you could imagi e. You get 

a great creative tool for MIDI composition and triggered drum performances. Mou get the 
new DMS" High Sample Rate 18 Bit Drum Module. 

ALE.sts 
11:3101VL—S. 

POI'S 

4•11.411. inn II l•ff...180 61.04 

Check out the sounds: 95 kicks, 117 snares, 71 

ethnic percussion instruments, 65 special effect 

sample sounds. They'll cover any musical style f 

techno/house beats to the most exotic world mu 
the best Alesis sounds from our groundbreaking 

using the professional standard 48khz sampling 

can adjust the panning, pitch, level and output s 

When it's time toi play, the DM5 is one of the fa 

world, so you won't have annoying lags betwee 

there's a comprehensive new user interface with 

overflow function, and our exclusive Random Sa 

performances more realistic than ever before. Co 

Dynamic Articulation- which modulates tone and pitch via velocity, and you'll have more 

expressive control for all your playing and prograrfiming. 

toms, 34 hi-hats, 36 cymbals, 114 

mples and a bank of 16 random 
m cool jazz to hot rock. From the latest 

ic. Of course, you arso get some of 
rum machines and module. All crafted 

te for excellent audio fidelity. Also, you 
lection to customize all 548 sounds. 

test trigger-to- MIDI modules in the 

a cfrum hit and sound output. Plus, 

ndividual trigger indicators, a new MIDI 

pie feature that makes triggered drum 

bine it with the DM5's Expanded 

Even with its extensive ibrary of fresh new sou ds and cutting-edge performance 
features, the DM5 is easy to use and extremely affordable. Get into the DM5 at your 

Authcrized Aless Dealer today. 

The new r  I_,Z 
For'nor, information about air Die Drum Afrelitir. setryonr Authorizrti Altsis Ike, or -all 3i0-841-2212 
MI5 cod Dynamic Articulation ate trap:rotor:Ft ,1, Coponotion. 

.eetY• 

CM In Cla CI CM 
MO CM " OUP In 

IQ:7E7 

brum Module.] 

Alesis Corporation 3630 PolOrege Avenue Los Angeles CA 90016 210-841-2272 alecorp@alesistusa.com At.esus 



The Rentals 
att Sharp. Bass: Fender Precision. 

Stings: GHS Heavy (. 115). Pick 

Ernie Ball (.80). Effects: S.DvTek Big 

Muff 2. Amptification: Gallien-Krueger 800 

Ampeg SVT cabinet. Matt's Boss Dr. Pad feeds 

into a Boss OS-1 distortion pedal. 

Rod Cer tetra. Guitars: Fender Jazzmaster. 

Gibson Flying V, Fender Mustang. Strings: Ernie 

Ball Regular Slinkys (.010). Picks: Dunlop Medium 

(.66). Effects: SovTek Big Muff 2. Amplification: 

Ampeg V-4. Strngs: Ernie Ball Regular Slinkys. 

Jim Richards. Keyboards: Moog Source, 

ARP Omni. Amplification: Polytone Teene Brute. 

Kustom caoinet. 

Cherietynn Westrich. Keyboards: Moog 

Source. Ampification: Orange Matamp, Yamaha 

cabinet. 

Maya Rudolph. Keyboards: Moog Source. 

Amplificatiorr Ampeg V-22. Kustom cabinet 

Mike Fletcher. Drums: Ludwig Vistalites, w/ 

14"x4" snare, 13" rack tom, 16" floor tom, 22" 

kick & Drum Workshop bass pedal. Heads: 

Remo, w/ coated white Ambassador for snare, 

clear Ambassadors for rack & floor terns, 22" 

CS Black Dot head for bass drum Cymbals: 

Ztldjian, w/14" A custom hi-hats, 13" AA cus-

tom crash, 18" A custom crash, 18" custom 

ride. 16" A. custom China type. Tsma hi-hat 

stands. cymbal stands & booms. Sticks: Vic 

Firth Anton Fig model. 

Microphones. Vocals: Auatx 0M-7. Guitar & 

bass: Sennheitser MD-421. Drums: Shure SfV1-

57 for snare top & bottom, Sennheiser MD421 

for toms, Beyer dynamic M-88 for •uck. Shure 

Stil-81 for hi-hat, ride and overhead cymbals. 

out more than one violin player; it would 
have been, like, ten people in the band." 

The final touch—besides the spare, 
clear plastic Vista!he drum kit that Mike 
Fletcher plays, purchased by Sharp while 

0
 kay, here's the secret behind 
AC/DC's live sound . . . urn, 
there is no secret. "There's no 

racks of gear, no refrigerators of corn - 
pressors. All these guys with all this 
stuff, you get this weedy little sound." 
That's Graham Lilley, Malcolm Young's 
guitar tech, talking. "Whereas this band 
is all about, you have a guitar, you have 
an amp, you have a cabinet, you turn it 
up. They're very straightforward with 
the gear, as are the lads. They just get 
up there and do it every night. No trou-
ble there." 

"They are what they are," echoes 
Paul " Pab" Boothroyd, the band's 

soundman. " I don't want to do a lot to 
it, because the sound that Angus pro-
duces is the sound of Angus." Same 
with Malcolm, bassist Cliff Williams 
and Phil Rudd on drums. 

The only real special trick that 
AC/DC has pulled to grab a sound has 
been to mutilate the hell out of Malcolm's 
'63 Gretsch. After he first got the guitar 
from his older brother, George, Malcolm 

added a humbucking pickup between the 
two stock Filter 'Tron pickups. Then he 
took the middle one out, leaving the hole 
there because he liked the sound. Next he 
took the neck pickup out. The original 

bridge pickup was the sole survivor of 
Malcolm's six-string surgery, and so it 

devoting time to his other band, Weezer— 
is the Boss Dr. Pad. Positioned on its own 
pedestal at center stage, Sharp hits it at var-
ious points during a performance. "The 
sounds out of the Dr. Pad really suck," he 

admits, which is why it's hooked to a Boss 
DS- 1 distortion pedal. His goal? "We're 
just trying to simulate the clap sound that 
Gary Numan used on The Pleasure 
Principle."—Chris Smets 
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If You're Serious About Your Music, 
Think twAéreardatif . Professional Sound 
Starts With Prressional 
Equipment 

CONSISTENTLY 
EXCELLENT... 
Guitar Plugs 
Microphone Connectors 
Audio Adapters 
Audio Patch Panels 

- bp• 
••••• ---• —• - *rd.. - — — • 

5555 North Elston Avenue 

Chicago, IL 60630 

(312) 631-1234 • Fax (312) 792-2129 

htlp://www.raytheon.com/re/swo.html 



AC/DC 
ngus Yourg Gurars: 64 Gibson SG. 

Amps: Marshall SLP E9. Cabinet: 

Celestion V ntage -30s. Strings: Ernie 

Ball Super Slinkys. 

Malcolm Young. Guitars: 63 Gretsch Jet Fire 

Bird. Amps: Marshall SLP 9. Cabimet: Celestion 

Vint.,e 30s. Strings: Ernie Ball and Gibson. 

Cliff Williams. Basses: -wo Fender 

Precisions. twc Music Man mid-' 70s Stingrays. 

Amps: Ampeg SVf. Strings: D'Addario XL. 

Phil Rudd. Drums: Sonar maple heavy shells 

(12", 16". 18". 22"). •rinbals: Paste: 20" 

Signature Rill Crash. fne 19" 2002 crashas. 18" 

Signature Full Crash. Sound Formula 14" Reflector 

Heavy Hi-tats. Heads: AqLaian. Sticks: Easton 

Ahead Dynamic 700 series. 

Mikes:. Beyer dynamic 700 series. 

remains. Unless Malcolm breaks a string 
or goes out of tune, the Gretsch is the 
only guitar he'll pday during the band's 
two-hour-plus set. 

II
f you caught KMFDM's last tour, in 
support of their brain-pummeling 
album Nihil (Wax Trax VFW), you 

couldn't have helped but notice the risers. 
On either side of singer Raymond Watts, 
En Esch and Sascha Konietzko stood on 
5'x6' steel and plexiglass platforms, bash-
ing drum pads built right into the frame-
work. A distinctive setup, to be sure, and 
somehow it's not surprising to learn that 
Konietzko designed those risers himself, 
even down to some of the trigger bars— 
"they're basically contact mikes," he says. 
Front these custom pads, Sascha and En 
Esch triggered loops, sequences from an 
Alesis ADAT, and drum sounds (it's the 
Alesis D4 for En Esch, while Sascha favors 
E-mu Procussion). 

What was the impetus for the creation 
of such cool-looking (and sounding) 
gear? Boredom. "I was getting bored with 
just standing around onstage," Sasha 
explains. "At the same time, En Esch 
[originally the drummer] was tired of sit-
ting behind the kit; he wanted to be a gui-
tarist. Well, his guitar playing didn't work 
out so well, so he got sent back to being a 
drummer again. But since it was clear that 
we were both front guys, we decided to 
build these risers. We don't want this to 
look like a stage with gear on it; it should 
look theatrical, like the set of a play." 
KMFDM is a remarkably self-suffi-

cient organization; besides hauling the 
usual musical gear on tour, they also bring 
their own elaborate lighting, P.A. and 
monitor system, all of which their 

Since the boys don't use any effects— 
seems as if Angus is just too damn busy 
running around or mooning the crowd 
to hit a pedal—the only other thing that 

fiendishly dedicated crew can set up in a 
little over three hours. Harsh road experi-
ence has taught this band to look after 
itself. Sascha recalls an infamous gig from 
their formative years in Europe. "One 
time we were stuck with a lighting desk 

Boothroyd has done to get their sound 
out there is to drop a couple of sound 
isolation boxes under the stage. 
Basically, these boxes are extra-large 
road cases in which Boothroyd places a 
speaker (blasting the signal from the 
onstage amp) and a microphone. 
Boothroyd uses these leakage elimina-
tors for both guitars and bass so he has a 
bit more mixing control. 

At the end of the day, as Pab says, 
there's only one thing to keep in mind: 
"It's got to be loud. It's AC/DC after all. 
Nail 'em to the back wall, in a pleasant 
sort of way."—David J. Farinella 

with three outlets: one for the red light, 
one for the yellow light, and one for the 
blue light. The blue one was burnt out, so 
we had to put in an cdd green one." 
Obviously, those days are long gone. 
—Mac Randall 
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Digital•Audic>•Workstations 

In this age of global co'nn:unications good news 
travels fast.... especially in this industry. Talk to 
any of our users (there are now over 2000) and 
they'll tell you the sane *rig. Soundscape's SSHDR1 has 
the creative tools to imprott productivity and saved them a great deal of time 
and money. This is Why more and more eq, of the worlds professionals are 

, changing to Soundscape and the PC. From music albums to blockbuster 
., wol ,ie soundtracks, the SSHDR1 has some of the fastest and most powerful 

______editing features available,-

oes your existing Digital Audio swum run with rock-solid synchronisation 
' to MIDI sequencers or Digital Video systems on the same PC ? Is it frame 

accurate to slave sync with your analogldigital multitrack, expandable from 
2 to 128 tracks with realtime editing, volume contouring and fey parametric 
FQ? Does it give you professional IK) with audio quality uncomprOmised by 
114 use .from vi air computer? 

Soundscape 
offers all of this 

at a price much lower than 
you would expect! With total 
commitment to our new and existing customers, and with on going 
development and support from other manufacturers you can have confidence 
in your investment. If you're serious about Hard Disk recording ring the 
numbers below now ... 

It's the difference between "Hard Disk Recording" and "HARD" 
Disk Recording. . . there is a difference!! 

TM 

IBM PC or Cornpouble PC 

Runs with any Windows , v1IDI Sequencer 

8 track expendable to 128 Cock (16 Units) 

64 virtual tracks per unit 

Pitch shift / Time stretchkorrpresston (optional) 

Sample rate conversen (optional) 

.WAY File support for CDR masrenng 

Full "chase lock sync" to anciog/digital tape 

Automated Punch in/out 

Mottl track Audio Scrubbing 

Real time fades with 18 Rit trynarnic range 

Supports .11. Cooper CS 10 oral Penny & Giles MM) 6 

999 namable markers 

Noise gote/Norrnolizing/Phose inversion 

Full digital parametric EQ 

Loop recording (and with MIDI sequencer) 

Cut/copy/glue/move/reverse/repeat 

Compute Tempo/ Farispeed r/ 10% 

Prices from only $3,250 list (8 track system I 

-Love it - Love it - Love it - Love it - L3ve it !!! Great box. I've got two of them an session after session I rely on my Soundscapes to deliver the pristine 
sound that our clients demand. It vari-syncs and chases video like a hound oog and believe- it- or- not the owners manual is intelligable. And HEY!! - just 
do it... buy one' ill" Slimly Lake. Cybersound NYC., sound designer/producer for numerous commercials, records and films. 

We've had the pleasure of using Soundscape for sound editing on 'Ace Ventura: When Nature Calls' and 'The Nutty Professor' and found 
it to be very smooth, very fast and very reliable. Soundscape is the only intedigent choice for your next digital editing workstation. 
()din Benitez, Randall Cull,. Dimension Sound (Burbank). 

Its affordable- it's modular- it's expandable- it's got crash proof reliability!!! We have 3 x 16 track systems at the stuOio, and 
we've used the SSHDR1 on almost every project that's come throigh the facidty. S3undscape is fast becoming one 31 the 
top systems around in digital audio post productior here as well as around the world. Keep it up. guys!" 

Fronk Sera fino, Sound designer on Star Trek, Virtuosity, Lawnmower man, VR5, Hunt for Red October. 

Soundscape Digital Inc 705-A Lakefield Road, Westlake Village, CA 91361 Tel: (805) 495 7375 
Gerr Audio Distribution 2 Thorncliffe Park Drive, Unit 9, Toronto Ontario, M4H 1H2 Tel: (416) 696 2779 SOUNDSCADE DIGITAL TECHNOLOGY INC. 



KMFDM 
as:ta Konieti.o. Keyboards: Roland 

D-50, Sequehal Orcei-s Pro One. 

Custorr Machne Gun three-

string bE ss (r- the shape of an M-16) with bun-

in ProCo Rat ristortion box. Denussion Sounds: 

E-mu Precession cust.Dm Dads. Microphone: 

Audix 0M-7.. 

En EsCh. Percussion Seams,: two Alesis 

D4s, custom Dads. Mir...opt-one: erudix 0M-7. 

Gun'.er Schulz and Mike Jensen. Guitars: 

Ttr-o Gibson Les PauIs, one ESP Les Paul copy. 

Fender Stratocaster, Fender -elecaster. Paul 

Reed Smith, Ibanez, Zvetlana :_'ombie. Amps: 

three Mesa/Boogie Dual Rect-fiers and one 

Mesa/Boogie Triple Rectifier i10 four Boogie 

4x12 cabinets. 

Raymond Watts. Microphone: Audix 0M-T. 

Mikes for instruments: Shure SM57, Shure 

Bea 58, Audi* D-3, AKG D112, Electro-Voice RE20. 

Effects: DigiTech GSP-1, two t.c. electronics 

2290 digital delays, three Yamaha SPX900s for 

harmonizing and distoftipn Eveitice H3000SE 

harmonizer, Yamaha Ref 7, MXR langer (pri-

marily for vocals. Bockes-Siren 960 stereo 

EQs. Klarkleklik 36)) EQs, dbx 900 cpmpres-

sor. Brookes-Sren DPP.404comorsors, Klark-

Teknik Df\E44 noise gates. Mixing Console: 

Yamaha FM-3500. Ppwer. Crest 9001 and 

7001 power amps. 

Miscel Eneous: Custom risers and stands, 

two Alesis ADATs (ans tor sequences, one for 

backup). 

()
ne piece of gear that won't be tour-
ing with Bad Religion behind The 
Gray Race (Atlantic) is bassist Jay 

Bentley's prize possession, a '60s Hiwatt 
Bulldog combo that he acquired for a killer 
price. " I saw it sitting in the corner at 

Guitar Center," he remembers. "I asked 
the guy how much it was and he said, ` It's 
broken.' The only thing that looked bro-
ken about it to me was that the speaker 
wires were cut. So I said, I'll give you $100 
for it.' I made the deal first. Then I asked 
for a 12-foot speaker lead, plugged it from 
the head into a 4x12, cranked out a few 
chords, and rolled it around the corner, 
thank you very much." Bentley uses the 
Hiwatt exclusively for recording; on the 
road he takes a Mesa/Boogie 400+. 

Even when they're playing a large 

venue, the boys in Bad Religion set up 
close to one another. "The first time we 

played on a big stage," Bentley says, "we 
made a dreadful mistake by spreading our 

equipment out so that it looked like we 
filled up the stage. We quickly realized that 
we couldn't be comfortable that way, so 

1 

now if you see us at a big show, we're real-
ly tight so we can work with each other." 

Still, no one gets too close to guitarist 
Greg Hetson. "We give Greg plenty of 
room for his little guitar world," Bentley 

says, "and we never enter that world 

because it's just ear-piercing over there." 
Hetson answers: " I don't think I'm that 
loud. Our soundman's got a different 
opinion on that, though."—Mac Randall 

Bad Religion 
Peg Hetson. Guitar: 71 Gbson SG with 

Seymour Duncan allnice Il pickups. 

Amps two mocafied (extra preamp vol-

ume and gair boost but:on) 7Ds Marshall 100-

watt heads ilroug-i two 4x12 Marshall slant cab-

inets. Strngs: Deal Markley Blue Steel (.009). 

Brian Baker. Guitar '90 Gilson Les Paul 

Stataihrd. Amps: two 179 MrshaI1 JNP-100 

Ikm.ds through two MesalBol4e Rectifier cabi-

nes with Celestion speakers. Strings: Dean 

Marldey Blue Steel, .010-..152. 

Jay Bentley. Bass: '78 Fende- Precision. Amp: 

Mcsa•Boogie 400+, Ampeg SVI cabinet (some-

times two). Records with 1960s Hiwatt Bulldog 

combo into a KK Audio front-loaded 12' cabinet 

with Electro-Voice 111 sleaker. Strings: Dean 

Markley Blue Suck. 

Bobby Scha}ec. Drums: Mapex. with Drum 

Workshop hardware and Remo Coated 

Ambassador drumheads. Cymbals: Zildjian. 

Sticks: Vic 2-"eirth Class..: Meal. 

Greg Graffin. Acrophonr. Beyerdynamic 

M88. 

MUSICIAN 



Hot new software programs created by PG Music! 

NEW! D 
I 

Cu.:;i)1 Band al- 806X 

"Version 6 is a killer"EM Jan.95 MUSICIANI 

9 9 5 
prionS 
1-1 0 I 0 E  Ca> ONLY $ 88 

BAND-IN-A-BOX 
PROFESSIONAL • VERSION 6.0 
INTELLIGENT SOFTWARE FOR IBM DOS/WINDOWS I MAC & ATARI 

Version óJor Rindows and Macintosh is here. 

Automatic Accompaniment bas arrived! 

ipe in the chords lo any song, using standard chord symbols 
like Cor Fm7b5, choose the style .tou'd like and liandin.anflur 
does Me rest... Automatically gerterufing professional qualily fins 

instrument accompaniment of has, drums. piano. guitar (-
strings in a wide variety of sly les 

•Ruull.iiv Sequencer allows you to record ar edit melodies 
• 100 Styles included rlib Pro Version 

• RuiltEn StylemakerT° lets row make or edit styles 
• Support for 70 S‘intbs burn in 

• Standard Music Notation & teadsbret printout 
• Auto Harmonization - create or edit harmonies 

PLUS— SO MORE NEW FEATURES IN' l'FRSION 6 CT 

'e 1-J. • r " 

OUR CUSTOM R 1.0SE iffs11,\ ii 

'Row,' I lon 

The Jazz Guitarist (Windows, Mae, Atari) 
A music program containing a huge collection of over 60 jazz standards, 

played on MIDI gular by top jazz/studio guitarist Oliver Gannon 

RECORDED IN REAL-TIME ON A MIDI GUITAR! the o 
Hear the music wth CO quality thrD4h your sotnyl card 
2, MIDI system Most pieces have Dess/drums as well as 
iintar so you get a lull sounding je..- too for the tunes! 

LEARN TO BEA GREAT JAZZ GUITAR PLAYER! 
0n-screen fretboard shows you exactly what notes & chords are being played on the guitar. Slow down the 

performance os'. better stilt step through the music chord by chord so you cm team every nipte as it's played& 

PLUS MANY MORE FEATURES... 
Jazz Trivia Game 8 Guess That Song Game, Program Notes, biographies (all on CO *aver 60 rop 

Jazz Standards with Complete Guitar Arrangements • Listen to the music while you- work in other 
programs • Special support for Roland Gs or General MICH Modules • Standard MIDI Ines pan be 
copied & used in other programs or presentations • Use yot:r existing sound card 

r,-

NEW! Music Printout! ONLY $29 

P owerTracks Pro. 
SEOUENCEFi'NOTATION'PRINTING FOR WINDOWS (IBM) 

"Solid sequencing at an unbelievable price" Electronic Musician Sept.93 

PowerTracks Pro 3.0 is a professional full featured MIDI sequencing, notation and 
printing program, and is so easy to use! And we include versions for Windows 3.1 
or Windows 95 AND DOS, so you'll be able to use PowerTracks PRO on all of your 
machines! 

PRO RECORDING. PLAYBACK, SYNCH, EDIT SYS-EX OPTIONS 
4- • . • : 'card Soeh,on.sogynoi Mkt fee Appal. syhc 

ree r,iu MVO edd ratentozeicuoccuyipasterodpidare 
late's/ tranSpOse frketyport SuppOrt.4.30 ppq kmeoase sys•es pea • Murreo 
patch names. hams 8 mien more 

MUSIC NOTATION 
Enterredd Meurer muuc o standard bier rotate,' Intethoent'autorhalK 
ieafees oren as (affect hear.h9ftr7,, or notes/momee rests Ophonr.l.el 
&phut notes" opton Ens automatcaPy altos kW snug enjhlt, Mies& Iry 
to he notated wooer 10 ,, Reads urano MCI Fire & espies it as ',Mean ,' 

MUSIC PRINTOUT ION ANY PRINTERY) 
;teen Seiectatm staves per page andbare 

• odr, sue Poltrad or 1..3nOScope rudewa01 ¡rump Tares comes, • ' 
,.19 pso sent the imam rou ¡nods* tor even more ftelaSeflohalys,S Ca track 

• .P.r.lu t ed? fist 

NEW! The Jazz Soloist- $49 
(I songs $4 • songs $4 

THE The Jan Soloist features prormional pan quann arrangmems of 10 songs, rach with great 
1 1 i,oliyiphned hy lop r'-' z. sell am plains comping, ha...8 drums There are incr 

au 1 hears of t soloing on each solomo 1.1121T1 hi solo like a prcle,orial pa 01101Clall Clip, 
.i. / [-. %mists' performances Nil indints users ran see/print Ni'die noUtion ill the qamidone pnigram ,, 

sioLo  Bard-in-al c' sor. Mawr. see/mini the notainni in Rand -a Ro, on4 Include. a standab „ ST. 'jar,tinkml- program risk MIDI tile, and lilt, air 11,0 il1C1111.1011 01 lialld-10.1.iiii, 110E131 

NEW! The Gospel Pianist $49 
Over 50 Gospel style piano pieces played on MIDI keyboard by 

top Gospel Pianists Louise Rose, Dave!! Crawford, Henry Butler. 

Sam Berlect, Derrick Bethune, Joel Simpson B Jon Cleary. The 
"Gospel Piano" style underlies much of the blues, jazz & popular 

_ music played today. View or print out the notation - a great way 

• :: to learn these virtuoso performances. Amazing Grace, By and By. 
At The Cross, Go Tell It On The Mountain, Will The Circle Be 

Unbroken, Sweet Chariot... over 50 pieces in all! 

NEWEST FEATURES... 
te,ylesek lyres ofeir ••• • • • u,ra Soncho tior0000hable sum OLLs beau:Each 

'wpm be Wheaten .9.." . V . 3.1 (eetten nylorners m.ry apgree 10, $ 151 

BUT PO AIERTRACKS GOES MUCH FURTHER.. WITH EXCITING EXCLUSIVE FEATURES! 
kt,e15 chord syheixs from 

POWER TRACKS FOR DOS VERSION INCLUDED FREE. YosI We Include fho ('CS vursion for FREE lo 
f',• • NOTE. The DOS version doesn't Slippff! Music' ncla;t0a uf itPer pIPC.11 fealUrrs 

REQUIREMENTS FOR ANY OF THE PROGRAMS: 

IBM (DOS versions) require 640K, MPU401/ 
MIDIATOR/SoundBlaster/SC-7, TG100 

WINDOWS versions require 3mb RAM 
a. any soundcard or MIDI interface 

MACINTOSH versions require 4mb RAM, system 6 or 7 

ATARI versions require 1040ST or better 

THE PIANIST... OVER 200 OF THE WORLD'S MOST POPULAR CLASSICAL $49 
PIANO PIECES, PERFORMED BY WORLD CLASS CONCERT PIANISTS! 

i1.1.1111lillii-11 1 • - • 
Si_d It'll all 

Sceiabitm 

I',al 

Nlesselssales 

Albenis 
Sibelius 

Grieg 

Moonlight Sonata, Sonata Pathétique, 
Minute Waltz, Claire de lune, Mephisto Waltz, 
Hungarian Rhapsody, Fantasia Impromptu, 
Military Polonaise... & over 200 more!!! 

PLUS... Music Trivia Game, "Guess the 
Song", Program Notes, Biographies, Music 
Dictionary (all on disk) & much more. 

OUR CUSTOMERS LOVE THE PIANIST... 
"Incredible.., amazing.., terrific... masterful.. 
fabulous.., love it,.. my favorite program!" 

NEW! The Pianist Volume 2 
Volume Il upgrade - $45 (requires The Pianist) • first time purchase: Volume 1 & 2 - $911 

Turn your Pianist into a "SUPER PIANIST" with Volume 2!! We've recorded 200 more Winn., 
pieces lor Volume 2. There are new program notes, new biographies and improved listings. If you 
thought the quality of the performances was great in the original Pianist program, just wait until you 
hear these new world- class, live piano recordings - you'll have endless hours of listening pleasure, 

The New Orleans Pianisr $49 
Over 65 New Orleans Style" piano music standards, played on MIDI keyboard by top New Orleans 
pianists Henry Butler, Jon Cleary, Tom McDermott, Joel Simpson 8 David Torkanowsky playing a wide 
variety of New Orleans. R 88, blues 8 Ragtime piano music. 

•t Jame Infirmary. When the Saints Go Marching In, Down by the Riverside, Burn' Mouth Boogie, Creole Lam," 
-no Porter Stomp Tho Pearls. Bogalusa Strut. My Rocket's aor a Hole In If John Brown's Body Mar.; 
•  : The beet. - • 

The Jazz Pianist" 
This program make's it " too easy" to learn to be a great jazz PIANO player! 

Top jazz/studia pianists play 60 jazz standards in a wide variety of styles. 
Hear the music with CD-quality through your sound card or MIDI system. Most pieces have 
bass/drums as well as piano so you get a full sounding jazz trio for the tunes! Jazz Trivia ' 
Game & Guess That Song Game, Program Notes, Biographies & Music Dictionary (all on disk). 

NEW! The Jazz Pianist Volume 2 
Volume il upgrade -$49 (requires The Jazz Pianist) • first time purchase: Volume 18,2- $ 5 

,'sore fabulous jazz standards for Volume 2, complete with new program notes and biographies' 

The Ragtime Pianist-

1••••44slitaIdirdha 
••••••wearc,tnmfflâmuce r 

Mir 

COI 
527 
Mel 

$491 
Over 90 ragtime & early jazz piano standards, played co 
MIDI keyboard by top Ragtime Pianists.., and featuring 
world-renowned Ragtime performer JOHN ARPIN! 

.) virtuoso performances of every Joolin rag in this program, as well 
'laity other rags, Cake Walks, waltzes 8 other Ragtime Era tunes by 

' Blake. Joseph Lamb, Daniels ana ot course, Scott Jophn 
',EAR... The Entertainer. Maple Leal Rag, Chevy Chase, Easy WIllOefS 

Syncopations, Fig Leaf Rag, Pineapple Rag, etc (total of 34 
, rit Rags), Indiana, Meet Me in St (Dols St tows Rlues Rill RV--
Me and My Gal. & more 

PG Music Inc. faker of PoirrerTMCkSand The Pianist& Guitarist ewes 

266 Elmwood Avenue Suite 111 Buffalo NY 14222 

Phone Orders 1-800-268-6272 0,604-475-2674 
e-mail orders: Internet:75300.2750@compuserve.com 

VISA/IVIC/AMEX/cheque/mo/po# Fax 604-658-8444 
— Recorded Demo 604-475-2954 — 

30 DAY UNCONDITIONAL MONEY BACK GUARANTEE ON ALL PRODUCTS 



There are a lot of music stores between 
Virginia and Missouri. 

For two years, in 1988 and 1989, Ray Roberts 

began "poking his nose" into a lot of them. 

He was looking for a guitar he 

could fall in love with. 

Finally, at a store in Charlotte, 

North Carolina, he found his Taylor. 



C1995 Taylor Guitar', 1940 GiIlropme Way. El Cajon. C.1 92020. Taylor'. and Taylor COOgar," arr regi,cred 

He could finally stop visiting music stores. 

Well, not quite. Two stores in 

Lynchburg did ask him to come by. 

They asked if he could bring in his 

Taylor. They wanted to see if everything 

they had heard was true. 



fi 
I peavey evh 
wolfgang 
Guitaristically speaking, the biggest buzz at 

the 1996 NAMM (National Association of 

Music Merchants) show in Anaheim, Califor-

nia was the Wolfgang, an ultra-sleek single-

cutaway arched-top instrument designed by 

Edward Van Halen in conjunction with Peavey 

(price still IBA at press time). Combining a 

basswood body with a bird's-eye maple neck, 

the Wolfgang's got two humbuckers, a Floyd 

Rose-licensed locking tremolo, and an option-

al Tune-O-Matic bridge that can automatically 

drop the low E string down to D— as EVH him-

self demonstrated with glee several times dur-

ing the show. • Peavey, 711 A St., Meridian, 

MS 39301; voice (601) 483-5365, fax (601) 

486-1278. 

2 moses kp series 
bass 
If you wanted to get your hands on this baby at 

Anaheim, you had to stand in line. Moses has 

made 115 models of replacement necks for gui-

tars and basses, but the KP is their first com-

plete instrument: a 42"-scale all-graphite electric 

upright bass, available in four- and five-string 

models ($3100 and $3825, respectively). A 

unique air coupled sensor pickup system deliv-

ers a warm tone without the usual piezo/trans-

ducer ping. And at approximately 11 pounds, 

this is one upright that's transport-friendly. 

• Moses, 32591 Fox Hollow Rd., Eugene, OR 

97405; voice/fax (503) 484-6068. 

3 pearl 50th 
anniversary snare 
While guitarists were ogling the Wolfgang and 

bassists were admiring the KP, drummers were 

drooling over a limited-edition snare drum from 

Pearl. The M-1946 50th Anniversary snare 

($1299) is 51/2"x14", with a shell consisting of 

one piece of solid maple. Classic tube-style lugs 

and engraved steel counter hoops with separate 

tension clips give the drum a vintage look, and 

to make it even easier on the eyes, all the hard-

ware's gold-plated. • Pearl, 549 Metroplex Dr., 

Nashville, TN 37211; voice (615) 833-4477, fax 

(615) 833-6242. 



4 electro-voice 
RE1000 
Lets not forget those of us who go gaga over 

microphones more than instruments. Electro-Voice 

had them covered with the RE1000 condenser 

mike ($950). The ultra-thin gold-laminate 

diaphragm is built to remain stable through chang-

ing temperature, while the transformedess output 

circuitry ensures minimal hum. The RE1000's 

also got a low-frequency roll-off switch, a handy 

feature when you're close-miking instruments. • 

Electro-Voice, 600 Cecil St., Buchanan MI 49107; 

voice (616) 695-6831, fax (616) 695-1304. 

5 motu digital 
performer software 
Don't worry, we're not leaving out the computer-

literate. Mark of the Unicorn's Version 1.7 of 

Digital Performer ought to keep them happy. This 

latest upgrade to MOTU's sequencer/digital 

audio software allows users to time-scale, trans-

pose, and change the tempo of digital audio 

tracks together with MIDI tracks without the tonal 

distortion typical in conventional audb pitch-shift-

ing. Speed up your vocals without munchkinizing 

them. • Mark of the Unicorn. 1280 

Massachusetts Ave., Cambridge, MA 02138: 

voice (617) 576-2760, fax (617) 576-3609. 

6 uptown automation 
system one 
And finally, for the folks who like nothing more 

than watching faders move of their own accord, 

there's Uptown Automation's System One. 

Taking the software and system design from 

their earlier System 2000 and System 990, 

Uptown has produced an automation unit that 

can be easily patched into any console in a mat-

ter of minutes. The System One is available in 

eight-fader modules, up to eight of which can be 

linked together; a full 24-channel system can be 

yours for under $10, 000. • Uptown Automation, 

6205 Lookout Rd., Unit G, Boulder CO 80301; 

voice (303) 581-0400, fax (303} 581-0114. 

For more on NAMM '96, check out Fast 

Forward's full report next month. 



Meet the New Boss 
by ho ward massey 

EJ
nless you're dead or have been living 
in a cave for the past three years 

(neither of which would make you 

the typical Musician reader), you're 

no doubt already aware of the phenomenal 

impact the Alesis ADAT has had on not 

only the average muso but the recording 

industry in general. Hundreds of hit records 

have already been created in project studios 

and/or converted bedrooms using this tech-

nological wonder which, for the price of a 

couple of months' rent, gives you eight 

tracks of CD-quality digital recording onto 

a standard S-VHS tape. In fact, our informal 

yet admittedly unscientific survey has 

revealed that every musician on the planet 

either (a) owns an ADAT; (b) knows some-

one who owns an ADAT; (c) wants to own 

an ADAT (or a second or third ADAT); or 

(d) all of the above. To date, Alesis has 

shipped some 70,000—and that doesn't 

count the licensed clone machines by Fostex 

and Panasonic. 

With the recent release of the second-gen-

eration ADAT-XT (list price $3499), Alesis 

has taken a good thing and made it better. 

The XT pulls off the hat trick of outper-

forming its earlier incarnation in a number 

of important areas, adding in several new 

features, and costing less than the ADAT 

originally did (its initial list price was $3999, 

but this was dropped to $2999 late in 1994). 

Most importantly, the XT is completely 

compatible with its older cousin—it plays 

back tapes recorded on any ADAT (or 

Fostex/Panasonic clone machine) and, con-

versely, tapes recorded on an XT will play 

back equally well on other ADATs. Alesis' 

grand design allows up to 16 ADATs to be 

interconnected, essentially turning multiple 

units into one giant digital multitrack, and 

the XI' fits right into this scheme—you can 

freely link it to other XTs or ADATs. 

Cosmetically, the XT is quite different 

from the ADAT, despite their basic similari-

ties. In its brushed black casing, the ADAT 

always looked like a VCR on steroids, while 

the XT, housed in a heavy-duty aluminum 

chassis, feels much more solid and roadwor-

thy. In addition to power on-off, tape eject, 

and the ever-present tape recorder-style 

transport buttons, the front panel provides 

eight record-ready buttons (one for each 

track) and 30 additional buttons, each of 

which is admirably dedicated to a single task 

(no nested menus or "hidden" functions 

here, bunky!). There's also a large multi-

color fluorescent display, which not only 

provides tape time readout and peak level 

meters for track inputs and outputs but also 

offers a host of dedicated icons which light 

when various functions are invoked. A 

quick glance at this display shows you 

exactly what's going on with your XT at all 

times—a nice touch, particularly in contrast 

to the somewhat spartan appearance of the 

ADAT's front panel. 

The rear panel of the XT is only marginal 

ly different from the ADAT. Both units pro-

vide sync input/output as well as Alesis' pro-

prietary fiber-optic "light pipe" digital I/O. 

You'll also find balanced and unbalanced 

analog inputs and outputs (these can be used 

simultaneously if required), with both units 

is a connector for Alesis' optional meter 

bridge, which, if your mixer provides decent 

metering (and most do), is no great loss. As 

with the ADAT, there are 1/4" input jacks 

provided for the connection of the supplied 

remote control and optional footswitch, both 

of which you'll find handy if your XT isn't 

within easy arm's reach. 

Many of the operations that previously 

required the use of the optional Alesis BRC 

remote control are now available directly on 

the XT. For example, there's an Auto-

Record function that enables you to set 

automatic punch-in and -out points, and a 

editor's pick 
Í lra=zp_i 

neat Rehearse function so you can practice 

these punches without going into record. 

The XT also permits you to copy tracks dig-

Alesis' ADAT-XT takes 
employing the same industrial-grade 56-pin 

ELCO connector for the balanced I/O. 

(Don't even think of soldering one of these 

cables yourself unless you've got a serious 

masochistic streak—your local music dealer 

will be glad to sell you one pre-wired, and 

the $200 or so it costs is well worth the sav-

ings in aggravation!) The XT uses RCA 

phono connectors for its unbalanced I/O, 

while the ADAT used 1/4" jacks, but that's 

no big deal. Missing from the XT rear panel 

success and i 
itally within a single machine (or, in multi-

ADAT setups, from machine to machine), 

facilitating the assembly of composite tracks 

that contain the best performances from 

multiple takes. If you have a multi-ADAT 

setup, a Tape Offset feature gives you the 

ability to shift the tape position of one 

machine relative to another, so that you can 
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perform modern miracles like flying a cool 

take from one tape into a completely differ-

ent tape. You can even delay individual 

tracks by up to 170 milliseconds, making it 

possible to push a frenetic drummer back 

into the pocket, or to wake up a somnolent 

bass player. Incidentally; this same feature 

can be used to move tracks forward in 

time—simply delay all of the tracks except 

the one you want to move by an equal 

amount. Since this feat of audio magic is 

being performed in the digital domain, 

there's no adverse effect on the sound quali-

ty at all. 

Speaking of sound quality, here's a good 

excuse to put my two cents in on the ongo-

ing " bit wars." Audio CDs, as you undoubt-

edly know, sound real good, largely because 

they use 16-bit resolution. In general, the 

greater the number of bits used, the better 

the sound, but everyone agrees that CDs are 

nproves on it 
the audio fidelity standard, at least for now. 

The original ADAT used 16-bit analog-to-

digital converters (these are the chips that 

convert the incoming signal from your 

instrument or microphone into the digital 

stream encoded on tape) and 18-bit digital-

to-analog converters (these chips do the 

opposite job, changing the digital code read 

off tape to the sound you hear), and every-

one agreed (and continues to agree) that the 

original ADAT sounded just fine. But the 

XT ups the ante in this area, using 18-bit 

A/D converters and 20-bit D/A converters, 

with increased oversampling as well. (Don't 

get me started, it would take the rest of the 

article to explain oversampling—let's just say 

the XT does more of it than the ADAT.) 

This translates to a subtle but perceptible 

improvement in sound quality. It's hard to 

describe on paper, but there is more "air" in 

the sound of the XT—sounds are slightly 

more defined and transients (short bursts of 

audio, like snare drum hits) seem to come 

across with a bit more impact. I don't want 

to overstate this, because the difference is 

slight, but it is there, and it's an important 

area where the XT outperforms the ADAT. 

Probably the biggest complaint people 

had about the original ADAT was its some-

what sluggish performance when shuttling 

tape around, and here's where the XT leaves 

its predecessor in the dust. Fast-forward and 

rewind times are about four times faster on 

the XT, along with speedier search and locate 

times. In fact, getting around your tape is 

generally easier on the XT than on the 
ADAT, thanks to the provision of 10 autolo-

cation points (as compared with ADAT's 

three) and to handy Auto-Play and Auto-

Return functions, which enable looping. 

When connecting an XT to an ADAT, you'll 

want to use the XT as the master and the 

ADAT as slave. In this configuration, how-

ever, the speed differences between the two 

will be very apparent, with the XT consis-

tently parking itself obediently at the correct 

point, patiently waiting for the ADAT to 

chase-lock. 

Another important improvement is the 

XT's ability to easily operate at the same 

44.1 kHz sampling rate that most of the rest 

of the digital audio world uses. (This is the 

sampling rate used, for example, by audio 

CDs.) The original ADAT uses a 48 kHz 

sampling rate (like professional DAT 

recorders), although it can be fooled into 

sampling at 44.1 kHz if the tape is slowed 

down using the front panel pitch controls— 

an action which, unfortunately, has the side 

effect of throwing off tape counter readings. 

The XT sports the same pitch controls, but 

there's now a dedicated switch that allows 

you to select between 48 kHz or 44.1 kHz. 

The 48 kHz rate will automatically be used 
when playing back or overdubbing onto 

formatted ADAT tapes, but I recommend 

that you work at 44.1 when starting new 

sessions on an XT. This makes it easier to 

edit and master your tracks and eliminates 

any need to go through sample rate conver-

sion, which tends to degrade signal quality. 

If you need to directly import or export 
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digital audio data to or from the outside 

world (i.e. from a DAT, a digital mixer or 

keyboard), you can set the XT to operate at 

44.1 kHz and use Alesis' handy-dandy AI-

L which converts standard AES/EBU or 

S/PDIF digital signal into the proprietary 

Alesis fiber-optic format. 

I had a blast doing all sorts of recording 

on an XT—both it and the older ADAT in 

my studio performed flawlessly and deliv-

ered not only extraordinary sound quality 

but a boost to my musical creativity as well. 

If you've had any experience using a multi-

track tape deck, you'll be operating an XT 

like a pro within a couple of hours. If you 

already own one or more ADATs, adding an 

XT is a snap—all you have to do is hook up 

one sync cable and a couple of fiber-optic 

cables, and you've got the equivalent of a 16-

or-more-track digital recorder, with many of 

the advanced features of the XT automatical-

ly added. The bottom line, as Casey Stengel 

used to say: "Amazing, amazing, amazing." 

That is, amazing technology, amazing func-

tionality, and amazing price. 

Shameless Plug For Next Issue 

Department: Join us next month as Editor's 

Pick takes a closeup look (and listen) to two 

new exciting tube products specifically 

designed to enhance the ADAT and 

ADAT-XT. 

Special thanks to Jim Mack at Alesis and 

to Audiotechniques and Sam Ash Music for 

their assistance. 

WILLIE & DWIGHT 

[coned from page 3.3] melody and the chords 

are closer to Hoagy Carmichael than to tradi-

tional country. You must have been aware of 

that, too. 

NELSON: Yeah, I also knew that before I could 

get the audience to listen to that, I had to do 

something they knew and understood. When 

I was opening for Ray Price, for instance, I'd 

do Hank Williams and a few Little Jimmy 

Dickens jokes and a waltz—and then, 

"Funny How Time Slips Away." And I had a 

lot better shot. To get them to say, "Well, that 

guy is a pretty good country singer," and 

then say, "Here's something I wrote." 

YOAKAM: One of your great songs was "Me 

and Paul"—chronicling that moment. Many 

times I've been in bars playing and I'd think 

about that legacy, and that experience for 

you. I think it serves as an inspiration for 

people to persevere, persist, be tenacious. 

And the irony is, you were already in the 

business, and still having brick walls thrown 

up in front of you. 

MUSICIAN: You'd already made it as a song-

writer in Nashville by then, so you weren't an 

outsider. 

NELSON: Yeah, because the song was the 

thing. I guess it still is, you know. So if they 

had a writer, whether he sold records or 

not, if he had songs, they'd pay for him to 

go in and make an album and they'd press 

up a few. 

YOAKAM: Which makes it more insidious, in a 

way. 
NELSON: They're capturing you for your 

YOAKAM: \ I most like being made prisoner. 

NELSON: 1 ou're in prison, yeah. You've 

accepted money, you've set up a budget, and 

now you're fucked, more or less... 

YOAKAM: Exactly! [laughter] 

MUSICIAM Did you suspect that Red Headed 

Stranger might be different, might finally 

give you the success that it ultimately 

achieved? 

NELSON: Well, it was something I thought 

would sell to the people I was working for. 

But it was difficult to sell to the people I was 

recording for. It was difficult because when 

you're sitting behind a desk in Nashville, you 

don't have any idea what's going on at 

Armadillo World Headquarters in Austin. 

But if you don't know, you shouldn't be sit-

tin' at that desk. 

YOAKAM: Then they'll always chase what is 

happening—after the fact. They'll try to find 

four more, and you know what? That exit on 

the highway has already been passed. 

NELSON: It's the same kind of situation today. 

Plus if you're over 40, you don't get any air-

play. So the challenge is even greater today 

than it ever has been. At least back then, there 

was a country station you could count on to 

play you. Now they'd all be glad to see us go 

to pasture. Makes more room at the top, you 

know, if we would decide to let these young 

flatbedders run us out of business. 

But the people are still coming. We just 

did a tour where we turned them away at 

every show, and it wasn't all old people 

either, you know; there was a lot of kids. So 

I know the crowd is there. You've got 300 

radio stations controlled by a couple of 

folks, but those couple of folks won't be 

around forever either. [laughs] We can out-

last them, too. 
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Unplug Yourself In 
The legacy of MTV: 

acoustic (!!) guitars. 

by E.D. Menasché 

ntil recently, capturing any kind of 

decent acoustic guitar sound on stage 

meant lugging a RA. system to gigs— 

or praying that the house system and 

its operator had the wherewithal to divine 

your personal tone from a direct feed or 

microphone (in many cases, a major act of 

faith). Traditional electric guitar amps, with 

their strong midrange and rolled-off-the-

table high end, just didn't make it. Enter the 

self-contained acoustic guitar amp. 

As the novelty of the first wave of 

portable acoustic sound reproduction has 

worn off, manufacturers are looking for 

unique concepts of what an acoustic amp 

should be. While all four units tested here 

share the similarity of wide frequency 

response and clean reproduction, they're 

more notable for their differences—in tone, 

power, features, size—a much wider gap 

than would exist in a similar collection of 

electric guitar amps. It's imperative to test an 

acoustic amp with all the instruments you 

plan on playing through it—the conclusions 

you draw from plugging in an 

Ovation might be very 

different from those 

you'd reach with a 

less " electric" 

acoustic/electric. 

Jarrod Lee: HKR 

Hooker 

Tube amps are the 

electric-guitar standard, 

of course, but seeing an 

acoustic amp sporting those 

glowing bulbs is something of 

a novelty. Jarrod Lee's expensive 

($2250) but impressive Hooker should serve 

amplifiers for 

notice to those who think 

tubes are only good for over-

drive: this combo delivers a 

breathtaking blend of clarity, 

presence and punch. 

The Hooker resembles a 

compact electric amp on first 

appearance, with a single row of con-

trols, angled cabinet and 
Trace's Acoustic 

front panel 1/4" inputs. 

Though small, the 40-pound Hooker is 

somewhat heavier than the others tested. 

The cabinet has side-mounted recessed han-

dles, so it's easy to grip, but carrying it is 

definitely a two-hand job. 

Both channels have their own gain and 

tone controls; master volume governs over-

all level. Digital effects are provided, with 

128 presets including reverb and delay, 

though switching between them is less intu-

itive than one might wish. Like most tube 

amps, the EQ is interactive: treble settings 

will affect the range of the bass control, and 

so on. Dialing in your tone takes some 

care—high treble settings can be blindingly 

bright—but patience is rewarded. The 

Hooker offers no dedicated notch-filter for 

feedback control; instead, a rear-mounted 

phase switch can reduce 

howl without 

chopping the 

meat out of the 

Cube> 

heavily 

strummed chord, 

the Lee will com-

press the latter 

ever so slightly, 

enough to keep the level jump from decapi-

tating the front row, but not so much that 

the sound will become pureed squash. 

Though high gain levels can result in over-

drive, there's ample headroom to get both 

channels loud and clean. 

Due to the tubes and the internal fan 

needed to cool them, the Lee creates slightly 

more ambient noise than a solid-state amp. 

For added flexibility, it can be connected to 

external speaker cabinets, though the custom 

Radians on board respond to transients 

exceptionally well. It might be overkill if 

you pick in a supporting role, but if you're 

looking for an amp that can handle a full 

range of technique, the Hooker Series is 

worth serious consideration. 

Jarrod Lee's Hooker 

tone. 

The 

Hooker is 

loud, dynamic 

and dramatic. 

There's ample 

high end, and low 

notes speak with authority, but 

the real story lies in the smooth midrange. If 

you play a complex fingerstyle arpeggio 

with a strong, full tone, then jump on a 

Fishman: Acoustic 

Performance Pro 

Fishman's Acoustic Performance Pro 

($1995) is less combo amp than compact, 

self-contained, bi-amped RA. system, with 

230 watts feeding an 8" woofer and 30 watts 

a one-inch tweeter. The musical payoff is 

startling: vivid high frequencies and natural 

response to pick/finger attack. Tone is near 

your face, but never actually in it. It also gets 

quite loud. 

With rear-mounted inputs and outputs 
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tenor sax, for instance—with frantic busy-

work on the pitchwheel, mod wheels, and 

whatever footpedals you may have attached. 

Yamaha has introduced a few updates 

designed to make the VL7 more responsive 

when you skip the breath controller and 

play it only with the keyboard. Still, I think 

its ultimate usefulness remains limited. 

No wonder other companies took a sim-

pler approach. Roland, for instance, has its 

VG-8, which models a wide range of gui-

tars—and is controlled from a guitar, so any 

guitarist can use it. Korg, similarly, came out 

with the WaveDrum, which imitates a vast 

battery of percussion. Its performing inter-

face is simply a drumhead, so any drummer 

can sit down and play it. And now Korg has 

released the $1599 Prophecy, a three-octave 

solo keyboard that—in a brilliant conceptu-

al stroke—models analog synths. Or, more 

precisely, it models the way analog synths 

work, the way you can generate waveforms 

from built-in oscillators, then tweak the 

resulting sound. 

And can you tweak on the Prophecy! 

The thing has, just for instance, 29 shapes of 

LFO. Plus, you get an overflowing candy-

store of real-time controls—the best being a 

touch-sensitive ribbon that rolls up and 

down, functioning like a second mod 

wheel, while producing a subversive array 

of programmable sonic disruptions. 

On top of everything else, the Prophecy 

models a handful of acoustic instruments— 

reeds and brass mostly, though there's a generic 

"pluck" generator that can imitate basses and 

guitars. These aren't really what the instrument 

is about, and they don't sound as rich as 

Yamaha's; the trumpet, for instance, seems a bit 

thin. But they do behave in lifelike ways. 

What you want to do, though, is play 

around with these presets. That's yet another 

benefit of modeling—if you don't like the 

instrument the math describes, why not vary 

the math and build a different one? So you 

take that high, harsh trumpet ... paging 

through the complex menus, you relax the 

lip on the mouthpiece... reduce the blare of 

the sound ... oh, yeah, and add some more 

breath noise ... now you've got a more inti-

mate, even troubled kind of trumpet, a patch 

I'd call Miles Davis at 4 A.M. (on lots of 

drugs). That's the rule on the Prophecy; 

tweak everything, and make it your own. 

As for Technics, they've taken yet anoth-

er approach. After years of success with 

home keyboards, they're entering the pro 

market, and wanted to make an impression. 

So they've used modeling to create a full 

range of pop and orchestral sounds in their 

elegant SX-WSA1 workstation, which comes 

complete with 64-note polyphony, a 

sequencer, a disk drive, two joysticks that 

function as real-time controllers, and a luxu-

rious 4"x 5" display. 

Now, if the monophonic VL7 costs 

$2995, this ought to cost, what ... 64 times 

as much? But you can buy one for $3395 (or 

$2995 for the SX-WSA1R rack module, 

with no keyboard). Why? Because the 

sounds aren't modeled from scratch. 

Technics takes sampled sounds and models 

how they behave in performance. Their 

engineers would study, let's say, a clarinet 
sound, and extract a characteristic part of its 

essence. Then they'd store that as a sampled 

clarinet " driver," which (in the guts of the 

SX-WSA) gets shaped by a more generic 

woodwind " resonator," the same one that's 

used for a flute. 

Advantages? Practicality, along with a 

smoothness and consistency you don't 

always hear from sampling alone. 

Disadvantage? Not all the modeled instru-

ments behave like real ones. I didn't get 

breath without tone when I played flute 

sounds lightly. And I couldn't refashion the 

trumpet the way I could on the Prophecy 

and VL7. All I got were shadings that 

sounded like some new kind of filter, not 

like a change in the trumpet itself. 

The same is true when you match a gui-

tar driver with, let's say, a reed resonator— 

when, as Technics boasts in their advertising, 

you "strum a sax" or "tongue a drum." 

Again, you haven't really made a mutant 

new instrument. But that doesn't mean 

you're not having fun. Let a crash cymbal 

vibrate like a violin string, for instance, and it 

sounds like you'd bowed it. Bounce human 

voices off a drum membrane, and they dry 

out, turning into fascinating whispers. 

Try this for a while, and you realize one 

strength of the SX-WSA—it's great for 

making pads. You can filter them through 

any resonator, then fine-tune the result by 

adjusting modeling parameters, until you 

find just the color you're looking for. 

Orchestral patches are another strength, on 

balance equal to the current synthesizer 

standard, E-mu's Proteus. And then we get 

endless fine details—a beautifully sensitive 

keyboard, three flavors of saxophone breath 

effects, and a deep simulation of organ 

drawbars and Leslie. 

You could argue that the SX-WSA I 

doesn't really offer full modeling. But then 

Technics deliberately compromised, con-

cluding that full modeling isn't yet ready for 

affordable prime-time use. What they've 

done in the meantime is give us an elegant, 

musical workstation. And just by mention-

ing modeling and 64-note polyphony in the 

same breath, they've subtly raised the 

stakes—and maybe brought the day closer 

when we'll find this promising technology in 

every new synth. 

WHITLLY 

[coned from page 17] there as quickly 

as possible. Forget the meet-and-greet deal, 

as you find it very difficult to breathe, let 

alone talk. And why is it that so many of 

these gigs have the worst sound gear ever? 

Still, there's no doubt that the residency 

format works. The free days give you time 

to do radio, interviews, in-stores, etc., and 

spread the word about your band. By the 

third night we'd won over lots of people 

who normally wouldn't have been accom-

modated in a one-night stand. (And of 

course, true fans come every night.) 

Residencies really do help to establish a fan 

network in each town. And just ask a group 

like the Grateful Dead how valuable those 

networks can be. 

Over his nearly 30-year career, Stuart 

"Dinky" Dawson has mixed artists including 

Fleetwood Mac, the Kinks, Lou Reed, Jeff 

Beck and Steely Dan. 
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KNOWN TO his close personal friends as 

'Scoe, known to his less personal friends as 

Roscoe, known to listeners of WFMU in the 

New York area as the guy who does those hilar-

iously free-associated "State of the Vibe 

Reports," Eric Ambel has accumulated a classic 

live-by-my-art-or-starve résumé: lead guitar for 

Joan Jett, the Del Lords, Roscoe's Gang and the 

Yayhoos; production for Nils Lofgren, Blue 

Mountain, Bottle Rockets, Blood Oranges, Go 

to Blazes, Cheri Knight, Greg Trooper and Los 

Dudes; plus lots of songwriting, publishing 

demos, movie soundtracks, masters and pre-pro-

duction in his Dog With Nose In Wind Towards 

River Home Studio. 

Stuffed into a space larger than a closet 

but smaller than a bedroom, the DWNI-

WTRHS has that unmistakable 8'x16' 

ambience that makes Manhattan such a 

wonderfully intimate place to live. Two can 

sit there and play guitar, but must remain 

cognizant of where their headstocks and 

elbows are located in all 26 dimensions of 

time and space, lest they bash some of 

Ambel's cool equipment. 

"The studio just took a big step forward 

with two new additions," says Eric/Roscoe, 

who was wearing Foot Joy golf shoes (not 

pictured) for all his recording long before 

VH1 started broadcasting celebrity tourna-

ments. " I got this big microphone, an Technica Audio4050 e. It's the mike they gave to 
the oldest Ramone—Phil—and he liked it so 

much that he wouldn't give it back. I'm not 

going to give mine back either. It's a large-

diaphragm condenser, which is great for voice 

and acoustic guitar. You could use it as an 

overhead, too. 

"My other recent addition is an ART 

Tube MP preamp e , which has phantom 
power. These big microphones need elec-

tricity sent to them. It's got a tube in it, 

which warms up the sound, and it's real 

cheap. I got mine for $ 110." 

BY CHARLES M. YOUNG 

14USICIANS 1INS' I IE 

NOME STUDIO PRESENTED BY 

THE MUSICIANS INSTITUTE, HOLLYWOOD, CA. 
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For compression, Eric goes both low and high-

end. If you're on a tight budget, he recommends 

his Abele Micro Limiter e, "a great stereo 
compressor that they don't make anymore. You 

can buy it for $100 in a pawnshop. It's very sim-

ple to operate with just input, release and out 

put. It actually works a lot like this Manley 

Electro-Optical Stereo Leveling Amplifier 

O , a hand-made tube recreation of the LA-2A, 

which was the classic compressor but isn't made 

anymore. Everything Manley makes is super 

high-tolerance recreations of old equipment that 

can't be improved on. You can't get an original 

LA-2A anymore. Or if you do happen to find 

one, it has to be refurbished. I decided to buy 

my own stereo compressor because I was rent-

ing them whenever I recorded. Now I rent the 

Manley to myself and keep the money." 

When Eric got married a few years ago to 

sing-er/songwriter Mary Lee Kortes, they each 

sold their four-tracks and pooled their 

resources for an eight-track Tascain 688 

Midistudio O . "It's a combination tape 

machine, mixing board and sync box—especial-

ly good where space is at a premium. My tip to 

anyone with a cassette-based portastudio is to 

leave the van-speed wide open at the fastest 

speed for the best f lit \ " 

He finds th, Apple Macintosh Plus 

with Mark of the Unicorn Performer soft-

ware useful for songwriting. " 1 can put myself 

in the center of a band while I'm working on 

the song. I got the computer with a second-

hand copy of the software and learned how to 

use it without the manual. It says something 

about how easy it is to use that I could figure it 

out with no instructions." 

On his J.L Cooper Syncmaster e , he 
uses track 8 to fire the keyboard bass and 

drums, and the other seven channels to 

"indulge my guitar and vocal thing so when I 

go into the studio for real, I'll only need one or 

two tracks for guitar." 

When Eric produced Crooked Line for Nils 

Lofgren, they rented an EMT 250, a futuris-

tic- looking digital reverb that is both hard to 

find and expensive at around $5000. One 

night Eric sat down and calibrated the sound 

parameters on his Ideals Quadraverb 0 to 

the EMT 250. " It'll never sound exactly as 

good as the EMT 250, but it's close and it only 

cost $350. I like the Alesis because it's inex-

pensive and quiet." 

Renowned for his great guitar tones. Fric uses a 

'91 Gibson Montana Advanced Jumbo acoustic 

O. Paul Reed Smith McCarty model 0, '85 

ESP Strat cd by P. Michael Keane 0, '80s 

ESP Telecaster with Parsons-White B-Bender 

57 reissu, Fender Strut 0, and a '66 Fender 

Telecaster 0. He generally prefers anything with 

lower-output pickups on the grounds that then 

you get to hear more of the amp. The amp he most 

prefers for recording is an ancient eight-watt 

Sumo 606 0 with three tubes (power, rectifier 

and preamp) and an 8' Jensen speaker. He's mod-

ified it with a custom power amp out circuit, 

which he runs through a Hughes & Kettner Red 

Box MK Ill cabinet simulator 0 before going to 

the board. " It doesn't sound direct," he says, "and 

it's under a hundred dollars." 

If you don't want to hassle with pawn shops, 

Eric gives a strong endorsement to the Fender 

Pro Ardor O , an all-tube practice amp for under 

$250. "Fender has a couple of guys who know 

what they're doing now," he enthuses. " It's a 

recording miracle and it's a great second amp for 

live shows." 

For percussion, he prefers the Meals HR-16 

0—"the first good cheap drum machine." For 

bass, piano, organ and other digital sounds, he uses 

the Korg 3RW sound module e and the Korg 
DW-8000 keyboard O ("the Korg '80s knockoff 

of the DX7"). The Roland RE-ISO Space Echo 

ED he rates as "the classic tape delay." 

Eric does NOT tune up with his Peterson 

strobe tuner e haven't used it for years, hut 

anything with a cool light gets to stay. The Boss 

11.142-H e is the best tuner for me. It's chro-

matic and under a hundred dollars. It has the 

lights and the needle. I like the needle, 'cause you 

can cheat on the major third, and you can't do 

that with ones that just have lights. The major 

third can inherently conflict with the one and the 

five. It's just the way they designed Western 

music. I don't use the major third that much— 

it's the happy note—but you do need it with 

open tunings." 

Eric's favorite pedal is the BOSS PN-2 

Tremolo/Pan Q, which he calls "the high water 

mark of modem tremolo technology, a pedal so 

good they had to stop making it." So look for 

yours at the pawn shop. 

For equalization, he inherited an Ashley SC-66 

stereo parametric EQ e and has no plans to 

upgrade. "That's top-notch '70s technology. It was 

given to me by the guys at Coyote Studio. Their 

rack was full." 

Also pictured: NC RK-100 stereo receiver e 
("I know I need a real power amp"), Maestro 

PS-1A Phase Shifter e ("An absolute classic 
that a friend of mine from Wyoming gave me. It 

speeds up and slows down like a real Leslie"), 

Korg SDD-1200 dual digital delay e, Alesis 
Microgate Roland MT-32 sound module e, 
Sony DTC700 DAT machine 0, AIWA AD-1115 
cassette deck 0, Shure SM58 microphone e, 
Yamaha NS-10 monitors Q ("They're not the 

finest studio monitors, but they're indestructible 

and every studio has a pair, so you might as well 

get used to them"), and ProCo patch bays O. eb 

FILM SCORING 

[coned from page 41] "I know a lot of 

bands who've had hit records, played the 

Forum and never get over it for the rest of 

their lives," says Mothersbaugh. "When 

Devo did its last tour six years ago, we 

played sold-out houses all over Europe, 

but we were on the bus, traveling in some 

pattern that made no sense and I ended up 

watching Spinal Tap three times. Long 

before the third viewing, I realized, when 

we got back to L.A., it was time to set aside 

this era in my life. We had fun. We played 

in front of 100,000 people. We played 

Budokan and the Forum. But I feel like I'm 

in a nice part of my life right now. I can 

live a normal life, if I want to." 

While the worlds of pop music and 

soundtracks come ever closer, with 

albums like Friday, Dangerous Minds and 

Waiting To Exhale topping the charts and 

selling multi-platinum, it's left up to 

David Was to remind us there are still 

some differences. 

"The twain isn't supposed to meet. 

The communities are distinct for a rea-

son. The people who are good at making 

these little neutron bombs called pop 

songs 

from 

room 

scene 

are different kinds of characters 

the ones that want to sit in a dark 

wondering how to make a chase 

sound." 

Increasingly, though, those different 

characters can exist in a single musician. ID 

VIM MAY 1 9 9 6 MUSICIAN 



1 .. 1114ie t 

40 ree> 

• -- 

0*.-  itesnihAteitfr 
.1-

w s 

Musicians Institute 1655 McCadden Place Box \1U96-1 Hollywood. California 90028 Tel: ( 213) 462-1384 Fax: ( 213) 462-6978 

Music is 

everything. 

Music can dhange 

4S the world. 

Let it out. 

Music is your life... 

Live it now 

Study your usic 

at the worl s most 

innovative usic 

school. 

Call for yoi.r 

1996 catalo and a 

pass for a f ee day 

of classes a MI. 

Your future 

here... 

starts 

1-800-255-PLAY 
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Our all-new products guide lists the equipment and page number where the players talk about the 
gear they use. Feel free to call the manufacturers listed below for specific info on what the best 
players play. 
ACOUSTIC SYSTEMS, 415 E St. Elmo Rd.. 
Austin. TX. 78745. (512) 444-1961: 340s, 102 
ALEStS, 3630 Holdredge Ave.. Los Angeles, CA. 
90016. (310) 558-4530: 04, 88; ADAM', 68; 
ADAT-XT, 72; AH, 74; Mkro Urniter, 86; 
Quadravera 114; AR-16, 811; Microdots, 86 
AMP», 1400 Ferguson Ave.. St. Louis. MO, 
63133, (314) 7274512: IIVT, 17; SVT 62; V-
4, 6Z V-22, SZ SifT, 64; SVT, SS; F2S, 102; 
SVT, 102; SVT 300, 102 
AQUAltIAN, 1140 N. Tustin Ave.. Anaheim. CA. 
92631, ( 714) 632-0230: heads, 64 
AIRILY AUDIO, 847 Holt Rd., Webster. NY, 
145809103, ( 716) 872-0010: SC-66, 86 
AUDIOTECIINICA, 1221 Commerce Dr., Stow. 
OH. 44224. (216) 686-2600: 4060,86 
AUDIX, 29103 SW Kinsman. WilsonvIlle, OR, 
97070. (800) 966-8261: 0M-7, 82; 0M-7, le 
D-3, 84 
AVM» ZILDJIAN CO., 22 Longwater Drive. 
Norwell, MA, 02061, (617) 871-2200: cym-
bals, Sih cymbals, N; cymbals, 102 
SEYERDYNAMIC, 56 Central Ave.. Farmingdale. 
NY, 11735-6906,1516) 293-3200: ribbon 
microphone, 28; M-88, 42; microphones, 64; 
M88, 68; 201,102 
BOSS, 7200 Dominion Co.. Los Angeles. CA. 
90040, (213) 685-5141: SE-70, 80; 0C-2, 
50; MA-1 Mascot, 50; CE-1, 80; CH-1, SO; 
DO-3, SO; PN-2, SO; NS-1, 80; DIS-1, 82; 
TU-1241, SS; PN-2, 88 
CELESTKIN, 89 Doug Brown Way. Holliston, MA, 
01746.1508) 429 6706: Vintage 30s, 62; 
speakers, 84 
COUNTRYMAN ASSOCIATES, 417 Stamford 
Ave.. Redwood City, CA. 94063. (415) 364-
9988: FET-86 DI, 102 
CREST AUDIO, 100 Eisenhower Dr.. Paramus. 
NJ. 07652.(201) 909-8700: 9001, OS; 7001, 
SI 
CUSTOM AUDIO ELECTRONICS, 10648 
Magnolia Blvd.. N. Hollywood. CA. 91601. (818) 
763-8898 Super Tremolo, 80; Amp Selector, 
110; RS-10 MIDI toot controller. 60: Custom 
Amp Splitter, 60 
D'ADDARIO, 595 Snien Fiirmineale. NY, 
11735. ( 516) 391-5400. strings, ING XL 
strings, 54 
Mx, 8760 S. Sandy Pkwy.. Sandy, UT. 84070, 
1801) 5687660: 900 compressor, MI 
DEAN MARKLEY, 3350 Scott Blvd., Ste 29. 
Santa Clara, CA, 95051. (409) 988-2456: Blue 
Steel strings, NS 
DIGITAL MUSIC, 5312.1 Derry Ave., Agoura 
Hills, CA, 91301. (818) 991.3881: MX-3, 8, 
60 
DIGITICH, 8760 South Sandy Pkwy., Sandy. UT, 
84070, (801) 566-8919: PMC-10 MIDI foot 
controller, 80; OSP-1, 
DRUM WORKSHOP, 101 Bernoulli Co., Oxnard. 
CA, 93030, (805) 485-6999: bass pedal, SZ 
hardware, 68 
DUNLOP WO, P.O. Box 846. Benicla. CA. 
94510. i800) 722-3434: Crybaby Wall, 60; 
Rotovlbe, 80; MXR Phase 100, 50; MXR 
Blue Box, 50; Distortion Plus, 50; 
Drier:onus, 80; Phase 90, 110; Medium 
strings, SZ MXR Ranger, 116 
E-MU, 1600 Green Hills Rd., Scotts Valley, CA. 
95066.1408) 438-1921: Emus II, 60; 
60; Protrusion, SIB 
EASTON, 7800 Haskell Ave.. Van Nuys. CA. 
91406-1999: Ahead Dynamic 700 Series, 84 
ELECTINHARMONIX, 20 Cooper Square, 4th 
Floor, New York. NY. 10003. i212) 5290466: 
Soul Preacher, 60: Electric Mistress, 60: 
Deluxe Electric Mistress, 60; Black Finger, 
60 
ELECTRO-VOICE, 600 Cecil St., Buchanan. MI, 
49107.1800) 234-6831: RE-20, SS; 121, 66; 
RE-1000, 71; RE-20, 102 
EPIPHONE, 1818 Elm Hill Pike, Nashville. TN, 
372103781,1615) 871-4500: Canino, lith 
Sorrento*, 40 
ERNIE BALL, 151 Suburban Rd.. P.O. Box 
4117. San Luis Opispo, CA, 93an'i. (800) 543-
2255; volume pedal, 60; strings, ISZ 
Regular Slinky', SZ Super Slinky, 64 
ESP, 7561 Sunset Blvd., # 2) CA. 
90046. (213) 969-0877: Les Paul copy, 66; 
'86 Stratocaster copy, 114; '80s Telecaster 
copy, 86 
EVENTIDE, 1 Alsan Way. Little Ferry, NJ. 07643. 
(2011641-1200: H3000SE, 86 
FENDER MUSICAL INSTRUMENTS, 7975 N. 
Hayden Rd., Scoi••• i • 85258.1602) 596-
9690 Telecaster, 28: Vibro King. 28: reis-
sue, '69 Stratocaster, 60: Telecaster Custom, 
60; Twin Reverb, 60: Supers, 60: Deluxes. 60: 
reverb, 60: '65. '94 Stratocasters, 60: '65, 
'94 Telecasters; Dual Showman, 60; Tremolux 
Combo, 60: Super Champ, 60: 2,15 cabinet, 
60: spring revert., 60: Pro Reverb. 60; '64 
Precision, 102: '66 Noz, 102: Precision, 62; 

Jazzmaster, 62; Mustang, 62: Precision, 64; 
Stratocaster, 66; Telecaster, 66: '78 
Precision, 66: '57 reissue Stratocaster, 86; 
'66 Telecaster. 86: Pro Junior, 86: Guild F40 
acoustic, 60; Guild ST, 60; Guild D-35 
acoustic, 60 
KSIIMAN TRANSDUCERS, 340-D Fordham Rd., 
WIPTIngton. MA. 01887-2113. (508) 988-9199: 
Acoustic Performance Pro, 78; Acoustic 
Monitor Pro, 78 
FURMAN SOUND, 30 Rich St.. Greenbrae, CA, 
94904.1415) 927-1225: AR117, 60 
OALLIEN-KRUNER, 2240 Paragon Dr.. San 
Jose, CA. 95131.-1306. (408) 441-7970: 800, 
12 
SENELEC, Olvitie 5, 'salmi, Finland, 74100. 
(358) 771-3311: monitors, 44 
OHS, 2813 Wilber Ave.. P.O. Box 136. Battle 
Crock. MI. 49015. (800) 388-4447: heavy 
strings, 62 
GIBSON, (341 Massrnan Drive. Nashville, TN. 
1/110. (800) 2837135, strIngs, 28; reissue. 
'58 gold4op, '69, 59 black custom Les 
Paul., 60; Explorer reissue, 60: reissue, '68, 
'70 Flying Vs, 60; J-200 acoustic, 60; 6/12 
doubleneck, 60; ' 55, '91. '93 Les Pauls, 60: 
SG. 60: '58 Les Paul Special TV, 60: Flying V, 
62: '84 SG, 64; strings, 64; Les Paul, 66; '71 
SG, 66; '90 Les Paul Standard, 66 
GIBSON MONTANA, 1894 Or ville Wrly 
Bozeman. NIT. 59715.1406) 587-4117: 
Advanced Jumbo, SS 
06E7601, P.O. Box 2468. Savannah, GA, 
31402. (912) 748-1101: TIMMIellelle, '83 Jet 
are Bird, I* '50s and '70s trams, 102 
IS-WATT, 71.426 Shimoochiai Shiniuku. Tokyo, 
Japan. (339) 508141: '60s Bulldog combo, 66 
NOISIER, 10223 Sycamore Dr.. Ashland, VA, 
23005.1804) 550-2700: Clarinet, SO 
NOSHINO, 1726 Winchester Rd., Bensalem, PA. 
19020-0086. (800) 669-8262: Ibanez TS-9 
Tube Screamer, 50; Ibanez guitar, 84 
HUGHES S KERNER, 1848 S. Elmhurst Rd.. 
Mt. Prospect, IL. 60056. (800) 452-6771: Red 
Box Mk III, 86 
LL COOPER ELECTRONICS, 12500 Beatnce 
St.. Los Angeles. CA. 90066. (310) 306-4131: 
Syncniaster, 86 
JARROD LEE AMPURCATION, 2411 Fifth Ave.. 
Los Angeles, CA. 90018. (213) 733-3796: NKR 
Hooker, 78 
JBL PROFESSIONAL, 8500 Balboa Blvd.. 
Northridge. CA. 91329. (818) 894-8850: AKO 
SX 10/11, 60; ARO I/112, 86; AGO D112, 
102; ARO C414, 102; ARO C408, 102 
JVC PROFESSIONAL PRODUCTS, 41 Slater 
Dr., Elmwood Park, NJ, 07407. (201) 794-3900: 
RI(400, 
KLARIINKNIK, 448 Post Rd., Buchanan. MI. 
49107. (800) 695-1010: 380 EP, 85; Df1544, 
SS 
KORO, 89 Frost St.. Westbury. NY. 11590. 
(800) 645-3188: Prophecy, 50; 3RW, 86; DW-
5000, 84; SDD-1200, 66 
KURZWEIL, 13336 Alondra Blvd., Cerritos. CA. 
90703-2245. (310) 926-3200: MkroPtiono, SO 
KUSTOM, 415 Greenwell Ave.. Cincinnati. OH. 
45238, (513) 451-5000: cabinet, 82 
L 80SENDORFER KLAVIERFAIMIK. C/O 
Kimball Piano, P.O. Box 432, French Lick. IN. 
47432, (8121936-4522: grand piano, 44 
MANLEY LABORATORIES, 13880 Magnollri 
Ave., Chino, CA, 91710.1909) 627-4256, 
ElectroOptical Stereo Leveling Amplifier, 
OS 
MAPEX DRUMS, 255 Corporate Woods 
Pkwy., Vernon Hills, IL, 60061. ( 708) 913-
5511: drums, SS 
MARK OF THE UNICORN, 1280 Massachusetts 
Ave.. Cambridge. MA. 02138. (617) 576-2760: 
Dhytal Performer Software, 71; Performer, 
86 
MARSHALL AMPUFTERS, 89 Frost St.. 
Westbury, NY, 11590, (516) 333-9100: 50-
watt, 100-watt heads, 80; Park, 50; 1960 TV 
4x12, 60; 50-watt plexIglass heads, (10; 
1980 TV cabinets, 60: SIP 59, 64; '70 100-
watt heads, 66: 4812 slant cabinets, 66; 
1MP-100 heads, 66; ASIIOR Acoustic Soloist, 
78 
MARTIN, 510 Sycamore St.. P.O. Box 329. 
Nazareth. PA. 18064. (800) 345-3103: guitar, 
38; D-28, 28; D-41, 28; '71 acoustic =-
string, 80 
MATCHLESS, 9830 Alburtis Ave., Santa Fe 
Springs, CA, 90670. (310) 801-4840: D/C-30 
combo 
MESA MONKERY* 1317 Ross St., 
Petaluma, CA. 94954.17071 778-6565: Dual 
Rectifiers, 66; Triple Rectifiers, 66; 4812 
cabinets, 66; 400-e, 66 
MIDUAAN, 236 W Mountain St., 8108, 
Pasadena, CA, 911032967. (818) 449-8838: 
1x4 lieu box, 80 

MOSES, 32591 Fox Hollow Rd., Eugene. OR, 
97405, ( 503) 484-6068: KP Sedes, 70 
NEUMANN USA, 6 Vista Drive. Old Lyme. CT. 
06371.1203) 434-5220: microphone,* U-
87, 49; U-87, 102 
ORANGE AMPLIFIERS, 1818 Elm Hill Pike, 
Nashville, TN, 37210-3781. (615) 871,1500: 
Medan* 62 
OTARI, 378 Vintage Park Dr., Foster City CA. 
94404. (415) 341-5900: MA050, 80 
PAISTE, 460 Atlas St., Brea, CA, 92621,1800) 
472-4783: Soundforms, 64; Signature, 84; 
2002,84 
PAUL REED SMITH, 1812 Virginia Ave.. Annapolis, 
MD. 21401, (410) 2632701: guitar, 66; 
McCarty, 86 
PEARL, 549 Metroplex Dr.. Nashville. TN. 
37211. (615) 833-4477: M-1946 snare drum, 
70 
PEAVEY ELECTRONICS, 711 A St., Meridian. MS, 
39301. (601) 4835365: EVII Wolfgang, 70 
PETERSON ELECTII041MCAL PRODUCTS, 
11601 Mayfield Ave.. Worth. IL, 60482-2176. 
(708) 388-3311: StroboTuner, 
POLYTONE. 6865 Vineland Ave.. N. Hollywood. 
CA. 91605-6410. (818) 760.2300: trends 
Brute, 62 
PRO CO SOUND, 135 E Kalamazoo Ave.. 
Kalamazoo, MI, 49007. (616) 388-9675: Rat 
box, SS; patch bays, IN 
RAPCO INTL, 3581 Larch Le., Jackson, MO. 
63755. (314) 2431433: AB-100, 80 
REMO, 12804 Raymer St., N. Hollywood. CA, 
91605, (81819832600: Ambassador, IS:4 
Coated Ambassador beads, 55 
ROLAND, 7200 Dominion Cir., Los Angeles, CA, 
90040.1213) 685-5141: PC-200, 80; D40, 
88; FP-1, 80; PC-150, 60; '73 Rickenbacker 
4001,1* VOS, 62; RE-150, 88; SIT-32, 8S 
SELMER, P.O. Box 310. Elkhart, IN, 46515, 
1800) 348-7426: Ludwig Supra-Phonic 400, 
8; '80s and '70s drums, 102; WM/ 402, 
1i* Luwig Vistalites, 62 
SENNHEISER, 6 Vista Dr., P.O. Box 987. Old 
Lyme. CT. 06371. (203) 4349190: MD-421, 
82; MD441, 102; MD421, 102; MD409, 102 

SEYMOUR DUNCAN, 5427 Hollister Ave.. 
Santa Barbara. CA, 93111-2345, (805) 964-
9610: Alnico II, 1111 
SHURE BROTHERS, 222 Hartrey Ave.. 
Evanston, IL. 60202. (80(1) 257-4873: SM47, 
52; SM-81, 62: SM57, 56; Meta 58, EL 
SM91, 102; SM57, 104% MSS, 102; Bata 87, 
102: SMSS, 86 
SONOR, 10223 Sycamore Dr.. Ashland. VA. 
23005. (804) 550-2700: shells, 84 
SONY ELECTRONICS, I Sony Dr., Park Ridge, 
NJ. 07656. (201) 222-7669: dP5tal four-
track, 49; DTC700, I18 
SWR ENOINEERINO, 12823 Foothill Blvd.. Unit 
B. Sylmar, CA, 91342, 1818) 898-3355: 
Interstellar Overdrive preemie, 102 
TAMA, 1726 Winchester Rd.. Bensalem, PA, 
19020-0886. (215) 638-81670: hiNt stands, 

TASCAM, 7733 Telegraph Rd., Montebello, CA. 
90640.(213) 7260303: DA-l8, 49; 888 
Mistretta 118 
TC ELECTRONICS, 705-A lakefield Rd.. 
Westlake Village, CA. 91361, (805) 373-1828: 
2290 digital delay, 64 
TECHNICS, 1 Panasonic Way ( 1C-8), Secaucus. 
NJ. 07094, (201) 392-6140: SX-INSA1,110 
TRACE ELLIOTT, P.O. Box 507, Bloomfield, CT, 
06002-0507. (800) 647-2244: Acoustic 
Cube/Power Cube, 78 
ME WORKS, 8201 E PifIc PI., Denver, CO. 
80231.13031750-3801: MV-942, 80 
UPTOWN AUTOMATION, 6205 Lookout Rd.. 
Unit G. Boulder. CO. 80301.. (303) 581.0400: 
System One, 71 
VIC FIRTH, 65 Commerce Way. Dedham. MA. 
02026.(617) 326-3455: Anton Fig model 
Mides, 52; Classic Metal sticks, SS 
VOX, 89 Frost St.. Westbury, NY. 11590. (800) 
645-3188: pedal, 80 
WHIRLWIND, 99 Ling Rd., Rochester. NY, 
14612.1716) 663-8820: A/5 box, 60 
YAMAHA, 6600 Orangethrape Blvd.. Buena 
Park. CA. 90627 ( 714) 5229011: Ruin 
60; cabinet, SZ SPX900, 68; Rev 7, 54; PM-
3500, 66; VL7, 80; NS-l0, 

ad index 
ABG mgt. - 1107 S Mountain Ave, Monrovia. CA 91016 (818) 932-1488 85 
Alesis 30 Holdredge Ave., Los Angeles, CA 90016 (310) 5584530  51 
Alligator Records--P.O. Box 60234. Chicago. IL 60660 90 
Arista Records - 7 Music Circle North. Nashville, TN 37203 48 
Asylum Records-1906 Acken Avenue. Nashville, TN 37212 13 
BBE Sound Inc.-5381 Production Dr., Huntington Beach, CA 92649 (714) 897-6766 55 
Blue Note -1290 Avenue of the Americas, New York, NY 10036 (212) 492-5300 10 
Cakewalk PO Box 760, Watertown, MA 02272 (617) 926-2480 
Capitol Records-1750 N. Vine, Hollywood. CA 90028 (213) 462-6252 
Caroline Records-114 West 26 St., New York, NY 10001 49 
Columbia Records-550 Madison Ave.. New York, NY 10022 (212) 833-8000 so 
D'Addario -595 Smith St., Farmingdale, NY 11735 (516) 391-5400 59 
Electro-Voice-600 Cecil St., Buchanan, MI 49107 (616) 695-6831 45 
Elektra Entertainment-75 Rockefeller Plaza. New York, NY 10019 (212) 2754000 22 
Ensoniq Corp.—P.O. Box 3035, Malvern, PA 19355 (610) 647-3930 47 
Full Sail 3300 University Blvd., Winter Park, FL 32792 (407) 679-0100 74 
Furman Sound-30 Rich St.. Greenbrae, CA 94904 (415) 927-1225 3 
GHS- -2813 Wilber Ave., Battle Creek, MI 49015 (616) 968-3351 Ra 
High Street Records—P.O. Box 9388, Stanford, CA 94309 49, 101 
JBL —8500 Balboa Blvd., Northridge, CA 91329 (8181893-8411 19 
Lexicon, Inc.-100 Beaver St., Waltham, MA 02154 (617) 891-6790 57 
4M3acide 33 Designs, Inc.-16220 Wood-Red Rd. N.E., Woodinville, WA 98072 (206) 487- 
 27 

Mark of the Unicorn-1280 Massachusetts Ave.. Cambridge, MA 02138 (617) 576-
2760 £4 
Martin Oultar Co.—Box 329. Nazareth, PA 18064 (610) 759-2837 77 
Musicians Institute-1655 McCadden Pl.. Hollywood. CA 90028 (213) 462-1384 87 
Passport 100 Stone Pine Rd., Half Moon Bay, CA 94019 (415) 726-0280 81 
Peavey ill A St., Meridian, MS 39301 (601) 483-5365 144.8, 4041 
PG Music Inc-32 Hess St., 5, Hamilton, Ontario, Canada L8P 3N1 87 
Private Music-8750 Wilshire Blvd. Beverly Hills, CA 90210 .23 
Remo ; »804 Rayner St., North Hollywood, CA 91605 (818) 983-2600  
Roland 7200 Dominion Circle, Los Angeles, CA 90040 (213) 685-5141 4 
Rykodisc Shetland Park, 27 Congress St.. Salem. MA 01970 ao 
Sennheiser —Box 987. Old Lyme, CT 06371 (203) 434-9190 
Shure . 2 Hartrey Ave., Evanston. IL 60202 (708) 866-2200 
Sony Business and Professional Products Group-3 Paragon Dr.. Montvale. NJ 07645 

• •  9647 
Soundscape Digital Technology-4478 Market St., Ste. 704. Ventura CA 93003 (805) 
495-7375 55 
SwItchcraft-5555 N. Elston Ave., Chicago, IL 60630 (312) 792-2700 63 
Tascam-7733 Telegraph Rd., Montebello, CA 90640 (213) 726-0303 34-35 
Taylor Guitars-1940 Gillespie Way, El Cajon, CA 92020 (619) 258-1207 65-69 
Trace Acoustic—P.O. Box 507, Bloomfield, CT 06002 (203) 243-7941 29 
TON-12 Harbor Park Dr., Port Washington, NY 11050 (516) 625-0100 39 
Verve Records-825 8th Avenue, 26th FL. New York 10019 99 
Washburn Intl 255 Corporate Woods Pkwy., Vernon Hills, IL 60061 (708) 913-5511  C2 
Whirlwind ; ; rig Rd., Rochester, NY 14612 6 
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MUSICIAN MAGAIIES 
1906 DES! UNSIGNED BAND COMPEI111011 

memos% 
ROUND 2 

Our diligent judges are wearing their fingers to the bone and our cassette decks are gasping for air. 

But it's ail in the name of finding some of the best unsigned bands and artists out there, so on we go. Keep in mind, 

this is only the second round of semi-finalists (we're going as fast as we can, man). So,if you don't see your band 
listed here, be sure to check out the June issue of Musician for Round 3. (Round I appeared, in the April 1996 issue, 

in case you missed it). In the meantime, let's have another hearty round for the following semi-finalists: 

No Such Animal, MI 
Elderberry Jam, ME 
Amos, MI 
Plastik Monday, WA 
Jake, AZ 
Agona Hardison Band, MA 
Black Male Faces, SC 
The Wackers. IL 
Bonghi, SC 
Soda, ME 
America UK, IL 
Chris Schrader/Joan Bull, MD 
Fall From Grace, NY 
Breakwater, NJ 
Seven Harkey and The Lomaxes, CA 

"77) DISC MAKERS 

Laine Henderson, MA 
Word Bongo., IL 
Iris Anvil, KS 
The Unbaatables, ONT 
Everything, CA 
The Daily Blues, NE 
Ivan R.G., NY 
Freddie Catalfo, NH 
Green Eden, FL 
Champion Bubblers, OH 
Squirrel's...GONE!, MA 
Leslie Nuchow, NY 
Two Worlds Collide, FL 
Emily's Porch, NC 
Stuck On Crnelsea, IL 

Marc n' Jeff, NM 
Sugardaddy, FL 
Mirkhouse, MI 
Wellcurbs, NJ 
Lemon James, MI 
PLOW., NC 
Apocalypse, MI 
Ted 302, CA 
Drop, CA 
Broken, PA 
Bongo Fury, MD 
Next Big Nothing, MI 
Mel Graziano, LA 
Karen Monster Band, MI 
Rootiock, MA 

EIPMriek 

BOOK 
YOUR 
WN 

TOUR 

GET 
AIR-
PLAY 

THOUSANDS OF MUSIC INDUSTRY CONTACTS 

vECTOICIES 
Ltd> 

MUSICIANS 
GUIDE 

TOURING 
PROMOTION 

GET 
PRESS 

DO 
IT 
YOUR 
SELF 

Trust the original Musician's Guide to bring you 

the most thorough, detailed and accurate information, 

researched entirely by working musicians. The 

Winter/Spring Edition contains thousands of music 

industry contacts, features all-new expanded 

sections and has been completely updated for ' 96. 

Order today and start getting your music heard 

ORDER YOURS TODAY' 

Please send me   

copy/cDpies of The 
Musicians Guide To 

Touring and Promotion 
(Winter/Spring 1996 
Edition). Enclosed 

is check/money order 
for $8.95 each ($ 9.95 

in Carada, $ 10. 95 
overseas). Price 
includes all shipping 
and handling! 

Name 

Address 

City, State, Zip  

Send To: Musicians Guide 
PC Box 2163, Marion, OH 
43305-2163 

MUSICIel 
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records 

Happy, Happy, Joy, Joy 
epression. Resignation. Lonely brood-

ing. Abject misery. These are the things 

we've come te expect from Mark Eitzel. 

Over the course of six albums with his 

band American Music Club, Eitzel pre-

seined a worldview nearly unrelenting 

in its gloom; he may not have been en-

tirely original in doing this, but al ?east 

you never doubted his sincerity. 60 Watt Silver Lining 

is his first release since breaking up the Club (two oth-

er AMCers, Bruce Kaphan and Daniel Pearson, help 

out), and its message is pretty much the same as al-
ways: Life is a loser's game, with only a few brief, rela-

tively cheerful moments to keep us going through the 

muck. As Eitzel puts it himself on one of the songs 

here, "Your love is all I'll have to take with me/When 

my plane finally goes down." 

The thing is, such sentiments take on a slightly 

Mark Eitzel 
60 Watt Silver Lining 

(Warner Bros. 

different nature when they're coupled with delicate, 

graceful music of the sort on offer here. Sure, the 

overall mood of 60 Watt is somber, heavy on the pi-

ano and acoustic guitar, with strategic use of Mark 

lsham's trumpet for late-night film-noir ambience. 

But in truth, it's hard to feel down for long while lis-

tening to these songs. A couple tunes could even be 

called happy, if you ignore lyrics: "Cleopatra Jones" 

skips along with ease, while the loping groove and 

catchy horn parts of "South End" are decidedly up-

beat. Depression has rarely sounded so inspired, or 

so inspirational. 

Then there's Eitzel's voice. Whenever he raises it 

abo‘c a whisper, two major influences shine out: 

Elvis Costello and Van Morrison. Like Costello, 

Eitzel has a fondness for belting out tough melodies, 

doesn't quite have the pipes for it, but doesn't care. It 

is that refusal to shy away from risk that makes his 

singing so thrilling—listen to the seasick slides be-

tween notes on " Mission Rock" for proof. Van the 

Man's presence is felt most strongly on "Wiid Sea," a 

two-chord song (except for a brief instrumental in-

terlude) over which Eitzel ruminates about nature, 

human and otherwise. As the music builds, Eitzel be-

gins repeating choice words and phrases oves and 

over with Morrisonesque intensity; by the time he's 

gotten to the part about " the source of your heart in 

the undertow," he's pretty worked up. h's a bravura 

performance, and the rest of 60 Watt isn't far behind. 

Listen to it alone if at all possible. If not, check it out 

with your favorite fellow loser(s).—Mx Randall J
a
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Lee Morgan 
The Complete Blue Note 

Lee Morgan Fifties Sessions 

(Mosaic Records) 

p
hiladelphia in the '50s teemed with jazz talent. 
McCoy Tyner, Kenny and Bill Barron, Ray 

Bryant, Hank Mobley, John Coltrane, Benny 

Golson, PhiIly Joe Jones, Reggie Workman, the 

Heath brothers, the Dockery brothers—and Lee 

Morgan. As a teenaged trumpet virtuoso, Morgan 

had already made a splash in Dizzy Gillespie's big 

band when the music in this boxed set was record-

ed. Representing seven sessions between 1956 and 

1958, by which time Morgan was still only 19, they 

present incontrovertible evidence that the "young 

lion" phenomenon is far from new. They also bear 

witness to a talent that has rarely been surpassed 

on trumpet by anyone. 

Jazz luminaries surround Morgan on these 

dates—Paul Chambers, Horace Silver, Wynton Kel-

ly—and the music they create together retains a vi-

tality that swings as hard in 1996 as it did four 

decades past. On Disc I, we are privy to some 

rough edges, and a tumble of youthful ideas as they 

pour out of Morgan's trumpet—he quotes " Pop 

Goes the Weasel" while soloing on the debut 

recording of " Whisper Not"—along with a 

straightforwardness of performance that points up 

the distinction between improvising and noodling. 

Horace Silver's " Roccus," spare on the surface, 

shifts shape throughout; on PhiIly composer Owen 

Marshall's "The Lady," Morgan's early promise as a 

champion of the ballad is glimpsed. 

Gerry Mulligan 
1927-96 

[The death of Gerry Mulligan closes an important 

chapter in the annals of jazz saxophone. More 

than a unique stylist on baritone sax, Mulligan was 

a driving force in the "cool" movement pioneered 

by Miles Davis in the late '40s. Many of his exper-

iments, including charts written for his pianoless 

quartet of the early '50s, helped bring jazz writing 

and improvisation to an unprecedented level of 

sophistication for smaller groups. Here, a modern 

giant of jazz saxophone, Blue Note artist Joe 

Lovano, offers his appreciation of Mulligan.] 

I was first drawn to the music of Gerry Mulligan 

on recordings that my Dad had. The things he did 

with Paul Desmond, Bob Brookmeyer, Art Farmer, 

Stan Getz and Chet Baker—those two-horn front 

lines and pianoless groups—were incredible in 

how they showed how to shape lines and create 

music together. His beautiful sound and expan-

sive concepts of interplay and dialogue with other 

horn players were so influential to me as a young 

player. Some of the groups I play in today have 

two or three horns and no piano, and I still think 

of Gerry as we accompany each other— not just 

standing up and playing a solo but playing things 

within the ensemble that lead and accompany at 

the same time. 

Disc II might well be subtitled "The Benny 

Golson Story," featuring eight compositions 

that typically, for Golson, are arranged to 

showcase intricate ensemble playing. " Mesabi 

Chant" provides a vehicle for Morgan to exhib-

it fleetness of execution and a lustrous tone, 

while the peerless Chambers anchors the 

rhythm section(s) throughout playing not just 

the right notes, but the best notes, and swinging 

like nobody's business. 

By Disc III, Morgan's growth and increasing 

confidence are audible. His solo on "Just One of 

Those Things" is an astonishment—you'll be 

pressing the rewind button to make sure you real-

ly heard what you did. While an alternate take ex-

emplifies the high level of musicianship sustained 

throughout these sessions, what set Morgan apart 

was the emotional content of his solos, the way he 

riveted the ear by grabbing the heart. 

The closing chapter here includes Morgan's Can-

dy album, a quartet recording with Sonny Clarke, 

Doug Watkins and Art Taylor that is a gem in it-

self and a precursor of killer albums to follow. " All 

the Way" houses one of the more brilliant illustra-

tions of lyric interpretation wrought by an instru-

mentalist, as Morgan's phrasing of "taller than the 

tallest tree is" mirrors the undulating fall of a leaf. 

Taken together, this collection comprises a dense 

chunk of jazz history; it also documents fourteen 

months in the too-brief career of one of the greatest 

trumpet players who ever lived. (Mail order only; 1-

203- 327-7111.)—Karen O tt 

1111. 1111, 

o Stone Unturned: Ivan Neville's Reverie With Keith Richards 
New Orleans lies somewhere past the snow-

dusted hills and woods that stretch to the edge 
of Keith Richards' house in upstate New York. 

But here is where we find Ivan Neville. pedigreed 

singer and multi-instrumentalist, mo 

ments after being roused from the 

couch in the basement den where he 

and Keith passed most of the night 

talking—what else?—music. 

Ivan is in the neighborhood while 

finishinp, up his next solo album, untk 

tied as we went to press. It's supposed 

to hit the stores by the first week of May 

on Iguana. distributed by Alliance. 

The rough mixes we heard that 

day were raw and spirited, with low-key 

but steaming bass and funky fills from 

a Wurlitzer electric piano that turns out 

to be a tweaked Old EP patch on a 

Korg 01/W, played through a serious-

ly overdriven Fender Vibroverb amp. 

Neville laid down the band parts him-

self, although there was room for 

some guitar from that wild-haired. 

headbanded gent refilling our coffee Cu 

Keith is unfazed at adding his parts before 

Steve Jordan and Steve Williams come in to play 

over the Korg 01/W sequencer's reference 

rhythm. "The difference is, you oon't get those 

accidents when you look that drummer in the eye, 

and they go 'Oh, boy!' and make a sudden move." 

he admits. "At the same time, it can be good 

practice to work with something 

impersonal that just goes duh-duh-

duh, because you can hear the moves 

that need to be made. 

"Some guys are better than oth-

ers at being able to play to drum 

machines," he adds. ' Ivan is very 

natural with it." 

"When I'm writing stuff by myself 

in the studio. I tend to play with an 

imperfection thing," Neville explains. 

"Especially on the bass. It comes 

out a little bit more h Jman if I play 

behind the beat instead of trying to 

be precise." 

"He's got the feel," Keith insists. 

"He's always had it. So have I.  He 

laughs, a cigarettes-and-whiskey chor-

tle. "And we're arguing about who has 

more."—Robert L. Doerschuk 
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Gerry wasn't a typical baritone saxophonist. He came 

from a Lester Young/Ben Webster approach, in terms 

of sound and melody. He could play heatedly too. His 
work with Stan Getz was really exciting in the intensity 

of the melody and the rhythm and the attitude. That 

dialogue among horn players, of challenging each 

other melodically and harmonically without beating 

each other over the head, helps you learn to play with 

piano players, drummers and bass players at a differ-

ent level too. But it was as a lyrical player that he real-

ly transcended his instrument. That's the key; once 

you develop to a certain point, you leave the technical 
things behind. Gerry never played like a technical wiz-

ard; he played beyond technique, like a beautiful song-
bird —Joe Lovano 

Trey Anastasio 
Surrender to the Air 

(Elektra) 

Warren Cuccurullo 
Thanks to Frank 

(Imago) 

F
rom the jarring blasts of dissonance that introduce 
both of these records, you'd get the impression that 

Warren Cuccurullo and Trey Anastasio had been in 

catharsis withdrawal for quite some time. Probably War-

ren more so than Trey; as an improviser, he hasn't been 

put to the wall since spending the start of his twenties 

with Frank Zappa (in the years since, he's been part of 

Missing Persons and Duran Duran). You can never pre-
dict what happens to a young man who leaves his roots 

that far behind. 

The even younger Anastasio gets to do pretty much 

whatever he likes with Phish, which makes the major-la-

bel release of his Surrender to the Air seem downright 

nihilistic. Or, perhaps, even more like the gig of a rich 
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lins dreams: Trey set up instruments at Electric Lady 

Studios and invited some friends and heroes to extem-

porize for two days, asking only that they observe a few 

of his prepared transitional motifs. He captured some 

profound stuff, bouncing off manic guitarist Marc Ribot 

and keyboardist John Medeski while Sun Ra trumpeter 

Michael Ray and saxist Marshall Allen turned the trip 

into a free-jazz free-for-all, with admirably fluctuating 
levels of adrenaline. But because he lays back, or even 

out, in that tasteful way dictated by the improvisation-

al democracy he's striving for here, Trey assumes a Teo 

Macero role over a consistently perceptible voice. At 
times, the music sounds so much like A Tribute to Jack 

Johnson, you'd swear this was a tribute album to his an-

archic heroes past, present, and present in the studio. Is 

it? Absolutely, and at that, Sun Ra, Frank Zappa, even 

Miles, would have smiled. 

As befits someone committed to a public life in pop, 

Cuccurullo privately favors huge, grinding vamps, har-

monically dark and usually at a bone-crunching mid-

tempo, which on Thanks To Frank are pumped along by 

drum genius (and Zappa vet) Vinnie Colaiuta and fret-

less virtuoso bassist Pino Palladino. Coming from the 

same global space—and I don't simply mean the New 

York City boroughs—as Joe Satriani and Steve Vai, Cuc-

curullo fashions solos with a wet but tightly processed 

sound, with the Indianish " Hey Zawinul" and lovely 

"Tardiiiha" serving as breathers, and allowing Pino his 

deserved space. It sounds 

like Warren shook off the 

sideman arthritis as the 

session progressed, find-

ing his liquidity in the 

wickedly mistitled 

"Low-Speed Chase" and 

the obligingly titled title 

track, which closes this 

set of first or close-to-first 

takes. There, on a concert 

piece whch vacillates be-

tween two chords, the 

guitarist goes gently, then 

assumes a recklessness 

condoned mostly by the 

same cats who, sadly, 

aren't around to hear 

what they've wrought. 

Somewhere in their cry 

lies a clearly articulated 

statement about creative 

energy unhinged, and at 

that, Frank, Miles and 

Mr. Ra would have 

smiled.—Matt gasoleo/I 

Los Lobos 
Colossal Head 

(Warner Bros.) 

F
ans of Los Lobos can be expected to wonder what 
the band's first studio release in over three years 

might sound like. Will it harken to the catchy guitar 

pop of early albums like Will the Wolf Survive? or the 

more ethereal textures of Kiko? The classic Chicago 

blues that is Cesar Rosas' forte or the Beefheartian son-

ic pastiche of '94's Latin Playboys CD, courtesy of David 

Hidalgo and Louis Perez, with help from Tchad Blake 
and Mitchell Froom? 

The answer is all of the above, sort of. While the 

Latin Playboys sound is the most obvious touchstone 

here (Blake and Froom co-produce with the band), this 
is very much a Los Lobos record, proffering a polyglot 

of familiar roots music in unpredictable and frequently 

thrilling combinations, from a New Orleans funeral 

march to a hip-hop street party. You'll hear fuzz-toned 
field chants (in " Manny's Bones"), a vamping jazz flute 

("Can't Stop the Rain") and an east/west techno vibe 

through " Little Japan," replete with wah-wah effects and 

a cheesy synth line that pokes fun at its own theme. 

From the jagged, avant-funk of "Revolution" and the 

Santana- meets-U2 attack of "Mas Y Mas," the band 

segues smoothly into the sentimental swaying rumba of 
"Maricela," and an updated slice of delta blues, " Every-

body Loves a Train." By the time Hidalgo channels T-

Bone Walker on the closing instrumental, "Buddy Ebsen 

Loves the Night lime," the album has taken on the qual-

ities of an aural dreamscape—or a trip through the 

Smithsonian on hallucinogens. 

Fans of the group's more familiar, melodic pop-rock 
may not embrace this brave new world of funky collage 

music, but that's their loss. Los Lobos has managed to 

straddle several borders at once, from language to culture 

to musical genres—not to mention the trick of trying 

something new after 20 years together. They're a great 

American band, but you already knew that. More to the 

point, they're a great American band that's still grow-
ing.—Roy Trakin 

Afghan Whigs 
Black Love 

(Elektra) 

s
ome cult faves take notoriety as a license to coast, but 
Afghan Whigs bossman Greg Dulli has bravely done 

the opposite, seeking new and inventive ways to de-

pict a soul on fire. On Black Love, he portrays lust, re-

venge, anger and other juicy stuff with his usual impres-

sive fervor; at the same time, he burdens these tales of 
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passion with so many pretensions that the project even-

tually buckles under its own weight. While never boring, 

thanks to Dulles relentlessness, this album seems oddly 

static, deprived of vitality by too much contrivance. 

DuIli's electrifying contributions to the soundtrack 

of Backbeat, portraying John Lennon on killer versions 

of golden oldies, showed that he understands the value 
of directness. But here, aspiring to nothing less than a 

profound masterpiece, Dulli delivers a sprawling melo-
drama that sputters as often as it sizzles. 

The Whigs grind out uneasy chords, starting softly 

and building to a stormy crescendo in the familiar man-

ner of other hip bands, as the singer groans and howls, 

the epitome of swaggering desperation. Kicking off with 

"Crime Scene Part One," a hushed farewell to friends 

and foes, Dulli lays out themes he revisits repeatedly, 

pondering truth versus lies, ignorance versus under-

standing, and tenderness versus suspicion. 

Avoiding specifics, Dulli obliquely depicts restless 

lovers searching for ... well, something important. He 

faces adversaries in "My Enemy" and "Honky's Lad-

der," succumbs to jealousy on "Double Day," admits 

weakness in " Blame, Etc.," and tries to decipher the cos-

mos throughout. Bryan Ferry trod similar existential 

turf in a different vein, and was a lot more fun. 

Subordinated to Dulli's grand ambitions, the other 

Whigs resemble hired hands rather than a genuine unit. 

In fact, the most distinctive noises come from non-Whig 

Harold Chichester's keyboards, not Rick McCollum's 

axe. The tantalizing blend of Clavinet, wah-wah guitar, 

congas and strings that opens " Blame, Etc." recalls the 

freewheeling spirit of " Shaft." Unhappily, it's a spirit 

sorely lacking elsewhere.—Jon Young 

sting 
Mercury Falling 

(A&M) What, no polkas or Irish aires? Sting's sixth solo al-
bum, and his first of new material in three years, 

boasts just about every other genre. He not only 

dabbles in country, soul, jazz and gospel but detours 

into French bossa nova ("La Belle Dame Sans Regret") 

and eerie Celtic music ("Valparaiso"). Such rampant 

genre-hopping can often sink an album, but not here. 

Sting hopscotches comfortably across these varied 

styles, even the gospel lite of the warm, uplifting " Let 

Your Soul Be Your Pilot." Where you'd expect him to 

stumble—on the soulful "All Four Seasons," featuring 

the punchy underlining of the Memphis Horns—he 

cruises along smoothly in low gear, sounding like Mar-

vin Gaye at half speed. 

Mostly moody and subdued, Mercury Falling rarely 

rocks. Deep into his introspective troubadour mode, 

Sting wails of lost loves, assorted heartbreaks and bitter 

twists of fate. On past albums, his poetic tendencies have 

sometimes careened over the top, sounding annoyingly 

pompous or at least self-consciously arty, but lyric im-

agery is more subtle here. There's a grim tale of mur-

der, " t Hung My Head," but unlike the songs on Ten 

Summoners Tales, he's mostly kept the celebrated angst 

in check. 

Co-produced with Hugh Padghatn, Mercury Falling 

does have something in common with Sting's other solo 

works—brilliant instrumentation. Strip away the narra-

tives and you discover that his starkly arranged instru-

mental passages featuring guitarist Dominic Miller, key-

boardist Kenny Kirkland, drumnserVinnie Colaiuta and 

himself on bass, could stand on theirown.—Donnin Hunt 

Victor Wooten 
A Show of Hands 

(Compass) 

Far be it from me to rail against prevailing humanis-
tic tenets, but Victor Wooten is proof that all men 

are not created equal. Wooten is a bass guitar hero 

for the '90s, pushing the instrumen:al envelope forward 

much as James Jamerson, Jaco Pastorius and Jamaladeen 

Tacuma did in past decades. Whether its a product of 

practice, providential genetics or plain old soul, A Show 

of Hands provides a strikingly original showcase for the 

solo bass guitar—with a master's class in duh groove. 

Think I'm jiving? Sure, many contemporary bassists 

are capable of complex thumb-stapped syncopations 

and sweltering waves of harmonics—so long as there's 

only a single chord or tonal centea But on the title cut, 

Wooten modulates rhythmically and harmonically with 

such dizzying élan, he suggests numerous possible di-

rections for futuristic groove musics. 

A Show of Hands is a live-to -ADAT production: 

That is to say, no overdubs Jim, iust him, on either a 

regular four-string bass guitar or the brighter tenor bass 

guitar (tuned A-D-G-C). There are odd bits of aural 

sweetening, and verbal interludes which speak to mat-

ters of plain ol' fun, peace, justice and human potential. 

"Médley" showcases some remarkable jazz variations 

(particularly on "A Night in Tunisia"), which Wooten 

accomplishes by tapping away rhythmically á la Stanley 

Jordan, while the harpsichord-like flurries of " Classi-

cal Thump" are the product of an elaborate hammer-

on/hammer-off technique. 

But Wooten also shines in more tightly focused set-

tings—check out the graceful accumulation of octaves, 

harmonics, moving bass and chord-nielody passages on 

"The Vision" and "Overjoyed"—while "More Love" 

is an affectionate slice of reggae twang. Wooten is oven-

ready for tlic 21st century, and A Show 

of Hands is his witty, inspiring calling 

card — Chip Stern 

Various Artists 
Cocktail Mix: Bachelor's Guide 

to the Galaxy/Swingm' 

Singles/Martini Madness 

(Rhino) 

rink up! There is sudsy, urbane 

kitsch aplenty on Rhino's new 

three-CD series, following hot on 

the heels of Esquivel-mania. In retro-
spect, "easy listening" is one of the mis-

nomers tossed at this branch of "back-

ground" music. In an era when the 

genuine inanities of new age and con-

temporary jazz—abrasively "easy" lis-

tening—accost us where we live, this 

music sounds positively vibrant and 

e ear-tweaking by comparison. 

Due attention is paid to the atmosphere of the swank 

'n' suave on the Rhino set, but, beyond the party favor 

credentials of the package, there are history lessons to be 

learned here. Taken from the late '50s/early '60s, these 

tracks represent checzy Americana richly deserving wider 

recognition, a secret cultural cachet hiding in plain sight. 

Much as it's a gas to hear the vocal charms of Miss 

Ann-Margret singing "Thirteen Men" and the likes 

of Dean Martin, Mel Tormé, and Robert Mitchum's 

swizzle- sticky, mock-tropical " Not Me," the best 

tracks are instrumental, mostly on the Bachelor's 

Guide to the Galaxy CD. From the splinkery wit of 

"Will You Still Be Mine," by Dean Elliott & His 

Swinging Big, Big Band, to Lenny Dee's organ-ad-
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Gregg Rubin, Engineer 
After several platinum 
and gold CDs, and an 
Emmy, he has an ear 
for sound. 

lib 



SONY 

-:ON Y 

l'APS-116 

He listens. lialf the year in the 

studio. The other half on the 

road as a live sound mixer. For 

Gregg Rubin the challenge is to 

capture the immediacy of music. 

After hundreds of live perfor-

mances and countless hours in the 

studio, he knows what music really 

sounds like. What goes in his ear 

is what gets laid down on Sony 

Digital Audio Recording Media. 

"It doesn't matter if a perfor-

mance is great if the tape 

you're recording it on, isn't. That's 

why I trust Sony DAT tape for my 

live and 2-track masters. In the 

studio, I prefer Sony DASH tape. 

It's so precise, and I can punch 

as many times as I want without 

compromising the quality of the 

recording. And for live multi-

track recording, I've discovered 

the DARS series for 8mm MDMS 

— it's performed flawlessly. The 

bottom line is that I know every-

thing I'm putting down is safe — 

so the sound I hear the day of the 

recording is exactly the sound 

I hear the day of the mix." 

Whether you're working in the 

control room, on location or in 

your basement, make the most 

of every note. Sony Digital 

Audio. Afte- all, sound that 

inspires is not a luxury, it's a 

necessity. For a brochure call 

1-800-955-SONY. 

SONY 
Converting the industry bit by bit.'" 
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Eff 

f you dressed Cindy Crawford in 

shredded jeans and a tattered black 

leather jacket. dyed her hair black and 

hung some round purple sunglasses 

from her nose, she could play Joey in 

The Ramones Story." Long of limb, minimal 

of muscle, minuscule of ass, they both per-

ambulate with a certain arachnoid grace. And 

with Cindy singing lead. the Ramones might 

finally get some exposure on MTV. 

Back in the late ' 70s. I was thrilled when 

Elton John announced his retirement. I'd 

always hated the guy's music, and then was 

deeply annoyed to discover that every gossip 

column for the next four years had an item 

about Elton John coming out of retirement to 

play "Crocodile Rock" one more time with 

whomever happened to be playing the lounge 

at whatever hotel whose honeymoon suite 

Elton was occupying. As all rock stars discov-

er in the dark of night off the road, the desire 

to be looked at doesn't retire until 

death do you part. 

If I were a Las Vegas bookie, I'd 

put the over/under for a Ramones 

reunion concert at three years 

from the last date of their Adios 

Amigos tour. If I were betting. I'd take the 

under if Johnny Ramone makes some bad 

investments, over if Joey Ramones purported 
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career as a nightclub impresario goes big-

time. Whenever the Ramones weren't them-

selves on the road. Joey's been singing " I 

Wanna Be Sedated" and " Blitzkrieg Bop" for 

the encore of every band that has played New 

York since 1985. Which is only fitting, 

because, with the possible exception of the 

Rolling Stones, every band in the world start-

ed out playing Ramones songs in the base-

ment. If anyone has the right to do the Elton-

style non-retirement, it's Joey Ramone. 

I predict that Joey's solo career will follow 

a pattern similar to Sting's. Once he ditches 

the rock ' n' roll band, we're not going to hear 

a lot of rock ' n' roll from him, unless he's 

singing somebody else's encore. It'll be stan-

dards and love songs. That's the kind of stuff 
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he wrote in the Ramones. 

Dee Dee wrote most of the strange aggres-

sive stuff that resonated with wounded mas-

culinity. His songs were astonishing for their 

honesty and specificity, especially in the con-

text of New York, the City of Big Lies. 

The last time I met Dee Dee was a few years 

ago in an editor's office. He'd written a book 

that resonated with wounded masculinity, 

astonishing for its honesty but lacking in speci-

ficity. Sort of a cross between Friedrich 

Nietzsche and Tony Danza, it was mostly phi-

losophizing and ranting. I tried to tell him that 

the book needed more aneodotes, and he did-

n't take it well. 

He'd clearly been through everything, but he 

still spoke like a nine-year-old boy desperate to 

prove himself. This was, I think, the source of all 

the confusion about the Ramones. Dee Dee was 

not an idiot savant, he was a pure savant, a vision-

ary genius of boyhood. Unlike Michael Jackson, 

Dee Dee wanted to be a man and never 
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would have named his estate 

Neverland if he'd made big money. 

As Malcolm McLaren once told me, 

they invented MTV to sell socks. In 

this, the Ramones were far more suc-

cessful than Cindy Crawford. Besides inspiring 

thousands of punk bands, they sold millions of 

"m.c. jackets" ( m.c. for motorcycle), as black 

leather jackets are called in the garment trade. 

The Ramones' fashion influence has been evi-

dent at virtually every rock concert I've attend-

ed since the late ' 70s, and will live on into the 

foreseeable future. In the ultimate scheme of 

things, in this country, we're all just salesmen 

anyway. At least the Ramones had something 

unique to sell. 

I first saw the Ramones in the summer of 

1975 at CBGB. Talking Heads opened. They 

were such obvious art students that I found 

them annoying. Then the Ramones came out 

and did one of their legendary six-songs-in-

twelve-minute sets. It was certainly the fastest 

and probably the funniest thing I'd ever seen on 

a stage. It was the birth of punk as a subculture, 

and it put a whole generation of geeks on a new 

Road to Ruin. Much as I've wanted to be sedat-

ed over the past couple of decades, I am, on 1. 
o 

balance, grateful for all the laughs and exhilara-

tion.—Charles M. Young 
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With Sennheiser headphones. 
all you need to do is listen. 
The experience will take you 
wherever the music goes. 

Startling realism and fast. 
smooth response are 

Sennheiser's trademarks. 

For casual listening Sennheiser 
headphones are simply the best. 

For your creative impulses. 
imagine the possibilities 
that can result from the 

accurately referenced imaging 
that Sennheiser headphones 

can provide. 

Available from your dealer, or 
give us a call. 

6 VISTA DRIVE, P.O. BOX 987, 34-9190 FAX: 860 434-1759 • CALIFORNIA: 4116 WEST MAGNOLIA BLVD.SUITE 100BURBANK, CA 91505 TEL. 818 845 / 11,6 FAX. 818 845 7140 
MEXICO: PALENQUE NO.663, COL. NARVARTE, 03600 MEXICO, D.F. MEXICO • TEL:525-605-7686 FAX: 525-605- 6473 • CANADA: 221 LABROSSE AVE., PTE CLAIRE, PQ H9R 1A3 • TEL: 514-426-3013 FAX: 514-426-3953 

http://www.sennheiserusa.com • Manufacturing Plant: Am Labor 1, 30900 Wedemark, Germany 
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Get FreeStyle Today. 
du, WriteYour Song Tonight. 
Since its debut, FreeStyle has caught the attention of the 

music software world. Experienced users, magazine reviewers, 

educators and beginners alike are floored by FreeStyle's 

innovative design and impressive technical specifications. 

FreeStyle gives you state-of-the-art sequencer technology, 

like 960 ppq timing resolution and the 

best real-time notation transcription you 

"Its automated 

transcription abilities are 

the best we've ever seen." 
- Keyboard Magazine 

"The step in sequencer 
technology a lot of people 

have been waiting for." 
— Future Music 

have the title of intuitive' bestowed upon it." FreeStyle gives 

you everything you need to record your musical ideas quickly 

and naturally — without sticking a lot of technical nonsense 

in your face. Want to try the bass part again? Just hit the 

'New Take' command. Need another instrument? Then add 

another player. Want to arrange the 

sections in your song? Simply type 
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Most noose,. MUSIC SOltWare MIIIIIMerla Product 

can get, presented in perhaps the most A-B-B-A. So put your mind at ease and 

musical and intuitive song-writing environment ever delivered get ready to make some music. If you want the latest in 

to the Macintosh and PC desktop. Keyboard Magazine says, sequencing technology combined with a musical 

"FreeStyle is the first program we've seen that deserves to environment, there really is only one choice: FreeStyle. 

And get started quickly with these plug-and-play MIDI interfaces 

FastLane the 

economical way to add MIDI to 

your Macintosh. Pastime can be 

installed in seconds and opens 

your Mac to the world of MIDI, 

music and FreeStyle. It even has 

a unique MIDI THRU button that allows you to play your MIDI gear 

even when the computer is turned off —without hming to disconnect 

cables. No other lx3 Mac interface offers this important feature. 

PC-MIDI Flyer 
affordable new :; 2-channel MIDI interface 

for your notebook, laptop, & desktop PC 

with more features for less money. We've 
been making interfaces for years, and our 

experience makes this great value available 

to you at an amazing price. You get 2 MIDI INs, 2 MIDI OUTs, and 

32 MIDI channels. No chunky power supply is needed. You can even 
use it as a thru box when the computer is turned off. 
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