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M51202-VLZ 12- CH • MSI402-VLZ 14- CH • CEILLECT EM • TRADE ' EM WITH Y 
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VLZ MICROSERIES: SMALL 
IT TAKES TO HANDLE 

BOTH MODELS HAVE: 
Studio-grade mic 

preamps with discrete 
circuitry for high 

headroom low noise (-129.5 
dbm E.I.N.) and wide 

frequency response (over 
300kHz!). 

In Low Cut filters (1F3d5/ 
oct. 075Hz) on mono 

mic/line channels 
allow use of low- frequency 

EQ on vocals without 
boosting room rumble, mid 
thumps, P-pops and wind 

noise. 

Trim Controls on mono 
channels have 60dE3 total 

gain range for boosting weak 
sound sources and a 10d5 
"virtual pad" for taming 
hot digital multitrack 

outputs. — 

2 Aux Sends per channel - 
(one globally switchable 

pre/post, one post-
fader), each with 15d5 of 
gain above Unity to boost 

weak effects. 

3- band equalization 
with 12kHz High 

shelving EQ, 
broadband musical 

2.5 kHz peaking Midrange 
& .50Hz Low shelving EQ. 

Constant loudness pan 
controls. 

Stereo in- place Solo. 

Mute button routes 
signal to "bonus" 
Alt 3-4 stereo bus 

out & Control Room 
matrix. Handy for both 

recording and live 
applications. 

fl MSI402-VLZ ONLY: 
BOmm logarithmic-
taper faders based 

on our exclusive .5.5us 
design. Long-wearing wiper 

material and tight 
polymer lip seals to 

protect against dust & 
other crud. 

113 Built-in power 
supplies — no 

outlet-eating wall 
warts or hum-inducing line 

lumps. 

Phantom power 50 you can 
use high quality Control Room outputs feed 

condenser microphones. monitor akers without 

XLR outputs with mic-line — tying up the kieaciPhone 
level switch (along with l/4" jack. 

IRS outputs on top 
panel). 

MIXERS 
SERIOUS 

MS1202-VLZ • 12x2 • 4 MIC PREAMPS 

e 

1151402-1111 • 14x2 • MIC F'REAMPS 

Al: inputs outputs 
are balanced' to cut 
hum 8. allow extra-

long cable runs, but can — 
also be used with 
unbalanced electronics. 
I except P.CA tape jacks, 
hea phone jack á inserts. 

01194 HACKIE DESIGNS INC 
All RIGHTS RESERVED 

s() 

rai 

VIZ (Very Low 
Impedance) 
cirouitryfrr.st 

r-- developed for our 8•5us 
consofe series dramatically 

, reduces thermal noise & 
crosstalk crrtical areas. 

DUR FRIENDS 

WITH WHAT 
PROJECTS. 

BOTH MODELS HAVE: 
Radio Frequency 
Interference protection 

— via metal jacks & 
washers plus internal 
shunting capacitors. 

  High-output headphone 
amp can drive virtually 

  any set of phones to [levels even a drummer can 
appreciate. 

Aux I Master level control & pr-r/ 
post switch. 

— Effects Return to Monitor 
switch folds Aux 
Return 1 effects into a 
stage monitor mix via Aux 
Return 2 level control. 

RCA-type tape inputs E outputs. 

- Peak-reading LEO meters 
with Level Set LED 
combined with In-Place 
Solo allows fast, accurate 
setting of channel 
operating levels for 
maximum headroom and 
lowest noise floor. 

— Control Room/ 
Phones Matrix adds 
monitoring, 
mixdown & metering 
flexibility. Select any 
combination of Main Mix, 
Tape In and Alt 3-4 signals 
for routing to phones, 
Control Room outputs 
and meters. Can be used 
as extra monitor or 
headphone mix, tape 
monitor, or separate 
submix. Way cool. 

Tape Assign To Main Mix 
assigns unbalanced RCA 
tape inputs to main mix. 
E3esides its obvious use as 
a tape monitor, it can also 
add an extra stereo tape 
or CD feed into a mix or 
play music during a break. 

MSI402-VU only: Global 
Solo Mode selects PFL or 
AFL solo modes. 

Solid steel chassis (S‘ thick 
fiberglass internal circuit 
boards resist abuse. 

Channel inserts on mono 
channels. 

Wsodinville '8 WA • USA • 98072 t. 800/898-3211 2[16/487-4337 • e 
Outside thm USA t.. 206/487-4333 t„; 206/485-1152 • Represented in Canada by S.F. 

at every 
production project 
requires dozens if input 
channels and boatloads 
of buses. 

But doing ANY audio 
job well requires a 
mixer with superb 
specs...and the right 
combination of useful 
features. 
Our klicroSeries 

1202-VU arid 1402-Vil 
might have small 
footprints, hut when it 
comes to performance, 
they walk very toll. 

Since both are 
basically chbs off our 
blockbuster Beaus 
Series consoles, they 
have big-board specs: 

greater than 
90d6u signal to 

noise ratio, IESS than 
1005% disto-tion, 
more dynamic range 
than compact discs 2nd 
frequency response 
that's only down 11] at 
60,1100 Hz. 
Why own an imitation 

when you can own the 
brand of compact mixer 
that serious pros 
prefer. Call for info 
today. 

mail tQq sales a mackie cum 
arketing t.. 800/363-8855 



His favorite guitar was made in 1954. 
Fortunately tor us... 

He prefers new strings. 
(MN vintage fas its kids) 

Eric Johnson 
GHS strings. 

11/ r 
à 

str„,„ 
Check out Eric's latest release 'Venus Isle' on Capitol Records. 

GHS Web Site: http://www.ghsstrings.com 
Telephone: 800/388-4447 • 616(968-3351 

Fax: 800!860-69'3 • 616/968-6913 

Mfg. by GHS Corp., 2813 Wilbur Ave., Battle Creek, MI 4+9015 USA 

Photo by Max Cr.ice 



How do you change 
your thinking about recording? 

Just UNDO it. 
We knew musicians would need 
a lot of reasons to consider 
changing their attitudes about 
the way they made music. So 
we started with 999 levels of 
undo and kept on going. 

As a recorder. the VS-880 
has everything you need.With 
64 virtual tracks to play with. 
you can record multiple takes. 
choose, edit and compile the 
best parts to create the perfect 
track. Of these 64 instantly 
accessible tracks, you can 
choose eight for final mixdown. 

With non-destructive editing. 
you can copy, move, exchange. 
insert, cut and erase tracks with 
the press of a button. If you're 
not satisfied with that edit, just 
undo it to return it to its original 

With 64 virtual tracks, you'll never 
run out of room for creative input. 
Record a solo multiple times, keep 
tracks you bounce for re- mixing 
later, edit several versions of vocal 
tracks for instant comparisons, or 
keep a "dry" version of your guitar 
part for adding different effects later. 

state. Locators, markers 
and advanced editing 
functions like Scrub Preview, 
Time Compression or Time 
Stretch take full advantage of 
the VS- 880's power. 

In addition to all of these 
editing features. the VS-880 
comes with a 14- channel digital 
mixer that's fully automatable 
via MIDI. And a VS8F-1 Effect 
Expansion Board can be easily 

Measures, beats, time readouts, 
play lists, fader/ pan positions, wave 
forms. EC) curves, and more can be 
viewed on the VS-880 display to give 
you a comprehensive look at your 
work in progress. 

Just a few of the 
can be added during 
ing, bouncing or during ft 
mix in realtime are reverb. 
30 RSS' stereo delay, chorus, 
flanging, phase shifting. 
Roland's COSM-based 
distortion/overdrive and guitar 
amp emulation, vocoder, 
pitch shifter and more. 

E rirr. 

Qt TRACK 

sv, 
\eh:, 
meet 

• i'ut 
• Fie., 

1.1re Cet,r • t 

Du things that are impractical with 
tape-based digital recorders. Move 
percussion parts instantly. Exchange. 
copy and paste multiple guitar solos. 
Erase and insert new endings. And 
just about anything else. 

user- installed, giving you two 
totally independent stereo multi-
effects processors. 

There are several ways to get 
to know more about the VS-880. 
You can try it at your Roland 
dealer. You can call ( 213)685-
5141, ext.798 to order a free 
demo video. You can visit one 
of our online sites or use our 
fax- back number. But don't wait, 
because this is one decision 
you won't 
change your 
mind about. It) 

VS-880 Digital 
Studio Workstation 
Roland Corpu uuc Uà ,-2üù Liuminittn L.LiLle 
Los Angeles, CA 90040 (213)685-5141 
Poland Canada Musc Ltd . 5480 Parkwood Way. 
Rtchmond, B.C. V6V 2M4 (604)270-6626 
Fax-Back Information: (213) 685-5141, ext. 271 
CONIPUSERVE". GO ROLAND A 
http://www.rolandus.com 

rite 
With Scrub Preview, edit points 

are easy to find because you hear 
them at their original pitch. With 

editing resolution for finding edits at 
1/3000th of a second, you can make 

edits precise enough to remove 
even the tiniest breath or guitar pop. 

The locators and 1000 markers 
take full advantage of the VS-880's 
random-access capabilities. Just 

choose a point and you're instantly 
there. Every aspect of the creative 

process is faster and easier. 

• 

SCENE 

Every mixer setting, 
including virtual tracks and 
effects, can be saved as a 

scene. Store a snapshot of a 
mix when you're bouncing 
tracks. When you need to 

re-bounce the tracks to 
adjust some of the levels, 
you still have the originals 

saved on virtual tracks. 
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Departments 

FRONTMAN: WYNTON MARSALIS 

A jazz greets tale of slavery and triumph. 

robert I. doerschuk 

12 

SIDEMAN: TONY LEVIN 

Does being with King Crimson crimp a 

studio career? by chris rubin 

TALENT 

Meet this month's up-anci-comers: Dariahood. 

Heayenly, Rahsaani Patterson, Oliyia Tremo, 

Control. and Faihire. 

10 

NEW SIGNING: SLOAN 

What if your label bails on your sophomore 

release? If you're Sloan. you try again. 

b) de% sheriocit 

..ONG‘4F7IT:NG RAY DAVIES 

The master of narratiye pop tells how to turn 

a stied t o the front doer into a song. 

try robed I. doerschuk 

PRIVATE LESSON: 

RITCHIE BLACKMORE 

Rock with a fistful of Bach. by mac randall 

AB-

RECORDS 

Bjork. Bruce Cockburn. Al Ci Meola, George 

Ducas. BeauSoled. Bill E%ans. 

FRCDUCT & AD INDEX 

Also k?tten.z. classifiers. 100. 

BACKSIDE 

So % ell can't write a lime song about someone 

who's f-al ill; to pieces? by rey. billy c. yyirtz 

108 

METALLICA 

Though still riding the crest of the metal wave, these heaclbanger gods are trading in 

the thrills of excess for the pleasures of musical understatement. by ted drozclowski 

WHAT THE PLAYERS PLAY 

Taidn' road gear with Bush. Soundgarden. 311. Wilco. Danzig. and Ben Ha r. 

A MUSICIAN'S GUIDE TO RADIO AIRPLAY 

With merger mania stranding the radio industry. what can new bands do to get heir 

music to the people? by roy trakin 

Ei0 

Products & Application 

FAS 1 1- ONWARD 

Recent arrivals from Peavey. Warwick. Washburn. Kurzweil. and Electro-Harmonix. 

TECHNOLOGY 

No theme. but plenty of scary new gear. at AES. by howard massey 

STUDIO TECHNIQUES 

A user's guide to microphone selection and application. by michael cooper 

POWER USERS 

David Holman finds the key to carefree mixing for Bush. Stabbing Westward, and other 

top acts in CAD's MegaMix automation, by david john farinella 

4111) 

EDITOR'S PICK: JBL'S EON POWERSYSTEM 

Powerful, punchy stage sound for bands on a budget. by michael gelfand 

o 

HOME STUDIO: DAVID TORN 

Rippin• riffs and playin' high-tech blues in the LoopooL. by baker rorick 

4110 



Take Music. 
Seriousl 

It's the Berklee faculty, the teaching 
methods, the musicians you play with, and 
the environment you're in. It's the Berklee 
Summer Program in Los Angeles, Italy and 
Boston, from one week to twelve weeks, for 
the experience or for full college credit. 
And it could change your life as a musician. 

• 

Summer. 
For more information and an application, write to: Berklee College of Music Summer Program, 
Admissions Office, Dept A MUSF, 1140 Boylston Street, Boston, MA 02215. Or call:1-800-421-0084. 
E-mail: admissions@berklee.edu. Web site: www.berklee.edu/. 

(check appropriate hoses) 

Berklee Full Credit Program In Boston: 
May 21 — August 15, 1997 
Berldee In Italy: 
July 9 - ply 23, 1997 

E Summer Performance Program 
In Boston: July 6 — August 8, 1997 

D Music Production Workshop In Boston: 
July 18 — July 20, 1997 

[1] Berklee In Los Angeles: 
July 20 — July 26, 1997 

International Musicians English 
Language Institute In Boston: 
July 25 — August 22, 1997 

Summer String Workshop In Boston: 
July 31 — August 2, 1997 

T.E.A.M. Plus Seminar In Boston: 
July 31 — August 3, 1997 

World Percussion Festival In Boston: 
August 12 — August 17, 1997 

Boston Guitar Sessions In Boston: 
August 17 — August 22, 1997 
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The Peavey Differenciae., 
Light weight and portability are only two of the Peavey differences that make the new s".:TM Flitiri Caç series stand apart 

from the crowd. In a world of "me, too" products, Peavey brings innovation to real-world needs. In our 30 years of satisfying 

the needs of working musicians like yourself, we've learned the difference between useful features and fluff. 

Low NiniK Mit Preamps 
"Low Z" is old news to anyone skilled in low noise design (as we've been for more than 30 years).Without getting too eso-

teric, lower is not necessarily better. A 200ohm microphone wants to see a bridging (i.e. 2,000 ohm) input impedance. 

Input impedance that is too low will reduce signal more than noise, hurting signal-to-noise ratio. Our preamps deliver a 

noise floor on the order of I dB from theoretical. Only a perfect preamp would sound quieter. 

Have you ever won 
why flite cases are so 

heavy? 
Could be to protect heavy mixers. If you 

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

nus Fite Case series. 

, a and SIEC -'403 

 W.4,ki‘,141,1i7t.:1;57-7- • b, 
CO3f.j0.39.*ffl'3.-IeY-Me.MSÏ*Y.-k-*.-N931.1-47", 
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 When comparing competitive consoles you can 

miss the little things that make such big differ-

ences; like mutes that mute the sends, but not 

the PFL. Little things like meters and inserts on 

the subs. Little things like assign capability on all 

4 stereo returns.These and a bunch more may 

not show up on paper but make a big difference 

in the real world. 

The Little Detail, 

•eDIi 

---,limier ChanneITM 
How often have you neeued to pad an input 

signal or swap polar' 

r‘hrlçr r lnrPllatii. Peavey gives you pad ano 

polarity on two Super (-haw . Previously, 

you'd have had to pay thousands of dollars more for 

such features that you don't need on every channel 

(duh).This is just good old "common sense". Let's 

see how long it takes the copycats to steal this one. 

ff Discrete Summing 
Amplifiers 
The next most important circuit is the summing 
amp. Combining tens of sources magnifies the amp's 
self- noise to be amplified N+1 times. Using low 
impedance resistors in this circuit can only reduce 
part of the noise. Peavey uses discrete transistor 
summing amps instead of the off-the-shelf ICs found 
in most consoles.This costs more, but we know 
you'd want to spend a few extra dollars when it 
makes such a big difference in overall performance. 

411, The Handle 
The center handle on the flite 

case/chassis allows one person 

to comfortably carry the 

. In fact, this 

leaves the other hand free to 

carry one of our lightweight 

power amps 

• 
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, but that% another ad. I -4, wirt beadahome level 

The MONITOR MONITOR magazine is a publ-catIon filled with the latest in(ormatioc musicians want to know.To receine 4 issues for col), $ 5 and polite PFL active LED. puts, ,orth rear panel 
(price good in 1.1S. only) send check cr money order to: Monitor Magazine • Peavey Electronics Corporation • 71 I A Street • level control. 2 XLT type low volee 
Meridian,.MS 39301. Fax (601) 486.127E* http://www.peavey.corn • AOL Keyword: Peavey • Compuserve Keyword: ' o Peavey • I 996 etc. 



letter 
the flip side of cd plus 
It's no surprise that artists and labels release 

"enhanced" CDs without anything worthwhile to 

put on them (Technology, Jan. '97) when you con-

sider that no one can even decide what format to 

use to put the files on the disk and some of the 

formats they use won't work with all CD-ROM dri-

ves. Many of these disks have the computer files 

placed on track 0—bad idea, since several man-

ufacturers' drives can't read track O. And these 

are not just older two-speeds that 

need an updated driver, these are 

brand new eight-speeds that use 

track 0 for internal proprietary oper-

ations. 

john green jgreen@apta.org 

pay the pusherman 
Are your articles paid advertise-

ments by the artists or are they 

meant to tell the truth? Our doubts 

arose after reading Dey Sherlock's 

writeup of Pusherman (Talent, Jan. 

'97). We attended their performance 

on Nov. 13 at the Shelter in Detroit, 

and what we heard that night was 

safe, watered-down modern pop. 

Comparing their music to the Dead, 

Zeppelin, and Jane's Addiction is 

misinforming the public. As artists, 

we have a goal of expressing our-

selves in our own way. But whether 

Pusherman makes music from the 

heart or for the bank account is up to 

the individual. 

rev ripper & Jim beam 

Jim beam & the throwups 

detroit, Mi 

stung again 
When Mr. Sting tenderly declared 

that Samuel Barber's Adagio for 

exactly constitutes the appeal of Les Claypool 

and his band Primus?" Allow me to respond. 

Les Claypool is a genius. His singing is a uni-

versal statement as well as an artistic revelation. 

Independent guitarists and drummers are still 

not able to set their egos aside and understand 

and appreciate Claypool and Primus. Yes, I am a 

bass player, but first and foremost I have an insa-

tiable lust for great music, such as that made by 

Primus. 

I ran down to my corner Blockbuster Music— 

where they actually had it in stock!—and plunked 

down my hard-earned $17.98 plus tax. 

What a piss-off. Gimme "used" any time. 

eric berg santa cruz, CA 

airissts.3dshirts.com 

ella fitzgerald 
I've been enjoying the articles in Musician for the 

past fourteen years, including your Backside trib-

ute to Ella Fitzgerald (Oct. '96). 

I couldn't get enough of the 

comments and reflections, so I 

thought I'd share with you my 

personal reflections of Ella. 

Ella Fitzgerald. Beneath 

this very name lies an un-

matched and unsurpassed 

passion filled with the kind of 

heart and soul that so many 

others in the realms of jazz, 

pop, and scat are missing. 

That's why each tune she sang 

became more than a song; she 

transformed it into a master-

piece that represented the 

best of both the composer and 

the singer. 

Whenever Ella sang a bal-

lad, it was almost like a lullaby. 

Whenever she sang R&B or 

scat, she would join us togeth-

er in a glorified union of 

expressive musicianship. As a 

self-taught musician, I never 

get tired of listening to Ella 

alone and in her many great 

recordings with Louis Arm-

strong. 

That is what Ella Fitzgerald 

means to me. Thanks, 

Musician. Keep up the great 

work. 

petty thoughts 
I was all set to fire off an addendum to Taylor Young's letter (Jan. '97) 

about tact with regard to dealing with the press. Then I read Tom Petty's 

comment a few pages later about how getting records for free is " not the 

same as if you went down and bought it." This got me thinking. As Petty 

suggests, there's that thrill of discovery experienced by haunting the bins 

that just can't be duplicated by a trip to your P.O. box. And any music crit-

ic who takes his work seriously no doubt buys a ton of records in any given 

year—if I added up all my receipts from '96 they'd probably rival a small 

indie's annual budget. 

My point is that some of us have no interest in being shills for labels, 

publicists, managers, and promoters. Not to sound noble or anything, but 

we actually go out of our way to discover—for ourselves, for our readers, 

or more likely for both—new and different sounds. The constant deluge of 

free music is, admittedly, not unwelcome; the incessant ringing of the 

phone is decidedly less thrilling, though I guess it's a necessary evil. ( Hint 

to publicists: Get toll-free numbers and see your return calls from impov-

erished freelance writers multiply.) Still, I really don't care much about 

wading through reams of photocopied hyperbole or being put on the guest 

list or being " pitched" the latest brain-throb from the meanest/bad-

dest/punkrockingest group of tattooed love boys on the block. I Just 

wanna listen to the music and decide for myself if it measures up to what-

ever vague critic's and fan's standards I've developed over the years. If 

what I hear excites me, you can be damn sure I'll find a way to get the 

word out. To Young (and to Deborah Frost, whose article prompted Young's 

letter), I say good luck with the career, and thanks as well. Giving your over-

taxed/overwhelmed local hack breathing room is indeed appreciated. 

fred mills 

tucson, AZ 

Strings brought him to tears 

(Frontman, Dec. '96) and then backhanded him 

by adding that " I still can't believe an American 

wrote this," I felt the urge to vomit. Wouldn't we 

all be better off if we gave our narrow nationalis-

tic filters a rest? Then again, when one listens to 

the pretentious drivel Sting has produced lately, 

it's easy to believe that it was written by a Brit. 

todd steed knozville, TN 

todzilia@utkux.utcc.utk.odu 

review roundup 
In his review of Les Claypool and the Holy 

Mackerel (Nov. ' 96), Mac Randall asks, "What 

It's important for readers who have not heard his 

masterpieces to understand that the lack of 

respect forced upon Claypool in your pages 

stems solely from one unreputable source: Mac 

Randall. 

rama thomas cooper fort worth, TX 

Hey! Anyone noticed that the price of new CD 

releases seems to be going up instead of down? 

Again?! I just read Mac Randall's right-on-target 

review of Adrian Belew's excellent new release 

Op Zop Too Wad (Dec. ' 96). I usually buy used 

CDs, but in a rare fit of aural instant gratification 

errata 

peter e. greco 

new milford, NJ 

Contrary to what was sta:ed in our Dec. '96 

Talent piece on Rasputina, the band's Melora 

Creager didn't open for Nirvana in '93—she actu-

ally played cello with Nirvana on their European 

tour that year. 

Send letters to: Musician magazine, 1515 

Broadway, New York, NY 10036. Email us at: 

musicianmag@earthlink.net. 
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THE GREAT 

SOUNDING, 

INCREDIBLY 

POWERFUL, 

EXTREMELY 

AFFORDABLE, 

TOTALLY 

EXPANDABLE 

SYNTHESIZER 

IS HERE. 

NOW AVAILABLE 

IN SMALL, 

MEDIUM AND 

EXTRA-LARGE. 

Ask yourself what you really want 

out of a synthesizer. Thousands of 

incredibly musical sounds that inspire 

you- very best creative talents? A 

great-feeling keyboard with lots of 

innovative controllers? Open-ended 

expandability that lets you pull in 

nearly any new sound, whenever 

you reed it? An included CD-ROM 

software package that combines the 

power of your computer and your 

synth to create a full-blown MIDI 

production workstation? Not every 

keyboard can give you all of these 

capabilities. But ours can. Affordably. 

And in three different sizes. Creative 

inspiration has never been this 

simple. Try the Alesis QS Series at 

your Authorized Alesis Dealer today. 

Keyboard: 
QS6/QS7: 16- zone, 61/76 semi -

weighted keys. QS8: 16- zone, 88 

fully -weighted piano-action keys. 

All: velocity, release velocity 

and aftertouch. 

Programs: 
640 Programs and 500 Mixes irternal, 

expandable to 1664 Programs and 

1300 Mixes. Includes GM compatible 

bank. 

Sample ROM: 
16 bit linear 48kHz samples. QS6: 

8MB internal, expandable to 16MB. 

QS7/QS8: 16MB internal ( includes 

enhanced Stereo Grand Piano and 

Keith Emerson organs and modular 

synthesizer waves), expandable to 

32MB. 

PCMCIA Expansion: 
QS6: 1 8MB card slot. QS7/QS8: 

2 8MB slots. OCard' and Sound 

Bridge compatible. 8ME QCards 

include Hip Hop, EuroDance,. 

Vintage Keyboards, Sanctuary, 

Classical, and more. Sound Bridge 

imports new samples and plays back 

SMF sequences from a card. 

Synthesis Engine: 
64 voice polyphonic, 64 part 

multitimbra:, Tracking Generator, 

Modulation Matrix. 

Controllers: 
OSIm. Pitch and Mod wheels, 1 

assignable control slider, sustain 

pedal and assignable pedal inputs. 

QS7/QS8: Pitch ano Mod wheels, 

4 assicnable control sliders, 

sustain pedal and 2 assignable 

pedal inputs. 

Effects: 
Alesis 4-bus multieffects with 

reverb, chorus, flange, delay, 

overdrive. EQ. rotary speaker 

emulation and more. 

Interfaces: 
QS6 , Audio, MIDI, high speed 

Serial Port for direct connection 

to Mac or Windows computers. 

QS7/QS8: Above plus ADAT Optical 

Digital output. 

QS Series CD—ROM: 
CD-ROM includes free software for 

sequencing, editing and much more. 

Includes Steinberg Cubasis Mark 

of the Unicorn Unisyn for the QS 

Series, Opcode Galaxy module, 

3000 extra Programs and Mixes, 

software demos and MIDI files. 

1111111111111,111Uil 
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S` Alen:sand ADAT am registered trademoks, 056, QS7, QS.9. Q02 nt and Sound Bride are trademarks 'mf AP ais All other fradenwes an. 

property of Mer respective ho/dc-s. For moreieemation on the Ales, QS Series. ser your Alrsis IMider or re W10-5-ALKSIS. 
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Whirlwind's Precision Manufactured PM tubes are 
the future of tube sound. Built from new designs 
with superior manufacturing techniques and 
special alloys, every PM power tube is 
computer tested and matched 
to give you unparalleled 
performance and 
' long life. 

, 5 !mow • ..tuérdairratik. >/4"r" 
Enhanced classic and special new versions of all stan-
dard power and preamp tubes are available now. If 
your dealer doesn't have them yet, call us toll free at 
- 888-733-4396 for the name of a dealer who does. It's 
your amp and your sound. Make it great. 
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y
our latest major work, the oratorio Blood 

on the Fields, embraces a variety of 

musical styles, from ring shouts to 

bebop. How did you put them together 

without disrupting the musical and lyrical flow? 

Well, I hear all those as the same. You have call-

and-response, you have riffs, breaks, polyphonic sec-

tions. Once you establish a rhythmic identity, you can 

apply almost any harmonic language. 

But you varied the orchestration, depending on the 

style you were referring to. Your clarinet line on "What 

a Friend We Have in Jesus," for example, wouldn't 

have worked in a piece that had a more modern feel. 

I wanted that to sound like a country band that's 

unpolished and playing some wrong harmonies, but 

they're so well-meaning that it gives it a certain flavor. 

So you wrote some harmonic clashes. 

Yeah, although I did change the original clarinet 

line because it was too dissonant to get my point 

across. The consonance [of the other parts] is what 

makes it sound like that, the fact that they're playing 

unison and they're not really in tune. The clarinet is 

squeakin' up there, an octave above the trumpet. 

What dictated where you would write out the parts 

and where you would leave space for improvising? 

First of all, somebody's got to be improvising in 

the rhythm section. The more you write out the rhythm 

section, the less it's gonna sound like jazz. As far as 

the horns, most of the parts are written out at the 

beginning of Blood on the Fields. Then, as it goes on, 

there's more room to play because the main charac-

ter is getting free; as he starts to realize what he has 

to do to become free, his people start soloing more. 

But also I was running out of time [laughs]. Four days 

before the premiere, I was still writing all night and 

rehearsing all day. 

The piece runs about three hours, and you're tak-

ing it on the road in January and February. Will audi-

ences be as open to something this ambitious as they 

were to your more traditional jazz sets? 

When I started doing extended pieces with my 

band, like Blue Interlude or Citi Movement, I could see 

my audience was like [makes groaning sound]. Even 

the cats in the band wouldn't want to play it, because 

you know once you start it's gonna be fifty minutes 

before you finish. I'm always paranoid when I write 

new music. With Blood on the Fields I had to convince 

the cats in the band that it was not noise, because it 

sounds avant-garde at first. It would be so dissonant, 

with so many things going on, they'd think, " Don't tell 

me he's joining the noise-makers too." But I don't like 

noise, so if something I write doesn't sound musical 

in some kind of way, maybe I wrote it wrong. Like 

when I did my string quartet, the transposition for the 

viola was not done properly, and the part was written 

up a whole-step. I could tell by the sound of their voic-

es that it was like, " Oh, no, not another one of those 

pieces!" But the part was just wrong. 

Of course, noise is a subjective concept in music. 

Well, I have sections like that, but it's always a 

transition to something coherent. For me to capture 

the feeling of walking out into traffic is not really much 

of an achievement. 

—Robert L. Doerschuk 

ItIlynton 
Illarsalis 

édi pm  

always 
paranoid 
when I 
write new 
music." 
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man 

T"Giovethne 
arranger 
what he evin 

wants, not 
what he 
wrote." 

y
ou worked with Peter Gabriel for nearly twenty years and 

have been a member of King Crimson for fifteen or so. 

Has that made you more in demand for other pro-

jects? 

I did more records before I did high-profile tours with Peter 

Gabriel and King Crimson. Now I do maybe fifteen sessions a 

year, not all of which come out. 

You own quite a few instruments: fretless, 

fretted, and three-, four-, and five-

string basses, Chapman stick, 

even a didgeridoo. How do you 

choose which to play on any 

given song? 

I don't decide until I hear 

the music. The instru-

ments give me a vari-

ety of tones to 

choose from. Some 

basses lend them-

selves more to heavy 

rock, some to fluid 

notes and sustain. Ideally 

for me, I hear the music, let 

some process inside me decide 

what to play, and then choose 

which instrument, whether to dampen 

the strings, play with a pick, or what-

ever. 

What are those drumstick-like 

things we sometimes see on your 

index and middle fingers? 

I call them "funk fingers." I've 

been playing with them for a long 

time. They give a mallet-like, per-

cussive sound, quite a bit like a 

thumb slap. You can hear them 

on "Steam" and "Secret World" 

[from Peter Gabriel's Us]. 

By your own count, you've 

appeared on between two 

and four thousand CDs and 

• 

••••••." 

have no doubt recorded on countless more projects that were never 

released. What has made you so successful as a session player? 

I don't think of myself as a session musician. What I do is 

to focus on how I do it, my process of playing music. I never 

step back and get a distant perspective. My object is always 

to play the bass, just to play a good part. 

Do you turn down a lot of work? 

It varies. Sometimes I don't get 

called for months, sometimes 

all the calls come at once. 

You came to rock rather late, after 

years of classical training and forays 

into jazz. 

Did that background . 

prepare you • 

ere., 

4t-47-
414; 
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at all for doing rock ses-

sions? 

It gave me the ability to 

read music, but when I began to 

do studio work I found the tech-

nique of reading as in classical is 

not what's called for. You need to give 

the arranger what he wants more than what 

he wrote. When I began, I'd read—and play— 

exactly what was written, which is definitely 

not what most people want. 

What do the best producers do in sessions that 

others don't? 

The best producers try to make it all work. They're 

the ones who make the music end up good. I like the 

ones who allow the musicians 

to choose where their part will 

go. 

Define the perfect session. 

It's any one where the music 

came out good. 

One of your most memorable 

sessions was with John Lennon on 

Double Fantasy. Did he know you, or 

did you just get a call out of the blue? 

Lots of times I'm called for records by people I don't 

know, sometimes by people I haven't even heard of. When 

I heard from John, he said, "They tell me you're good. Just 

don't play too many notes." I said, " Don't worry, John. 

You've got the right guy."—Chris Rubin 

résumé 
Robert Fripp 

Peter Gabriel 

Kate & Anna 

McGarrigle 

Don McLean 

("American Pie") 

Lou Reed 

Paul Simon 
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Equally Precise in capturing warm, 
orchestral nuances as it is in responding to crisp, fast transients, 
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I
was going to school in L.A.. 

studying film, and my brother 

was teaching me to play gui-

tar," remembers Failure's 

singer/songwriter/guitarist Ken 

Andrews. " I had a crappy bass, a 

guitar, a crappy drum machine, 

and one mic. In the beginning it 

was just, ' Let's play a few shows, 

get the name Failure in the paper, 

and laugh about it.' It was only lit-

erally after we signed the record 

deal that I seriously thought, 

'Okay, let's do this.'" 

Failure's first album was cut 

after the band had played 22 gigs. 

Though they got to record with 

Steve Albini, Andrews had mixed 

feelings. " Part of it was the way 

we played, but most of the prob-

lem is that some of the sounds 

take away from the songs." The 

experience prompted Ken to get 

more involved. He engineered 

their second album Magnified and 

felt confident enough to take over 

production with bassist/song-

writer Greg Edwards on their lat-

est and most sonically sophisti-

cated work, Fantastic Planet 

(Slash/ Warner Bros.). 

"We took a little over half of 

our recording budget, bought 

equipment, rented a house, and 

set up shop," Ken says. " I don't 

like studios. They're sonically 

treated so that there's no artifact 

in what you're listening to. If you 

have a decent room that doesn't 

have any weird frequency re-

sponses, I prefer it to a studio. No 

one has a living room or a car that 

sounds like a control room." 

The result is an album of rich 

guitar rock, heavily influenced by 

the sci-fi and spy movies the band 

watched while recording. Besides 

the disc's title, taken from the 

classic animated film of the same 

name, tracks like "The Nurse Who 

Loved Me" and " Solaris" attest to 

long hours spent in front of the 

VCR. According to Ken, " It's bet-

ter to be inspired by a medium 

other than your own." Maybe 

that's why so much of Fantastic 

Planet conjures up images of star-

ships gliding through space. One 

thing's for sure: It s a far cry from 

those early crappy gear days. 

—Kris Nicholson 

failure 

p
icture yourself on a boat on 

a river with tangerine trees 

and marmalade skies. Sud-

denly someone appears at the turn-

stile...it's the Olivia Tremor 

Control. This quintet's new re-

lease Music from the Unrealized Film 

Script Dusk at Cubist Castle (Fly-

daddy) features 75 minutes of pop-

psychedelia, and enough John, Paul, 

and George harmonies to make you 

feel as if you've just arrived at the 

Maharishi's ashram circa 1968. 

"Bill [Doss, guitar/vocals] is 

actually more of a Beatles fan than I 

am," Will Cullen Hart (guitar/ vocals) 

insists. "At an early age I bought Pink 

Floyd's The Piper at the Gates of 

Dawn." He also cites such disparate 

acts as Oval, Sun Ra, Big Black. the 

Beach Boys, the Butthole Surfers, 

M
using on puppy love amid new-wave styling and shining female 

harmonies, Oxford's Heavenly are the ultimate revenge of 

the girl groups. And that Heavenly are often branded as cutesy 

"twee" pop doesn't bother singer/co-songwriter Amelia Fletcher one bit. 

"I'm more proud of it than ever before." she says. " It used to really 

rile me. When we began, we were so young. Though we were quite punky, 

we always giggled in interviaws. We didn't think that fast on our feet. The 

media really ate that up." 

The band's new album, Operation Heavenly (K), runs up a heady pop 

steam, but with newfound sarcasm. Lines like 

"He says he can't was:e a good 

erection: I think I'm start ng to , 

lose affection" are like fire 4, ' 

ing salty anchovies in a 

spongy-sweet Twinkie. 

Stranger still is 

that the bulk of Hea-

venly's male-impaling 

asides were writ-

ten by Amelia's 

drumming brother, Matthew 

Fletcher. Matthew's sharp wit 

and humor apparently covered a 

depressed spirit; he committed suicide shortly 

before the album's release. As the band carries on, their new songs are 

sure to form an ironic contrast with the happier times of Operation 

Heavenly. 

"The next album will be more reflective, but it's only because I want 

to make a change," explains Amelia. "We get letters from people who put 

on Heavenly because irs made them feel good when they were 

depressed. It's such a pi..y that it didn't cheer Matthew up. It's a bit 

weird."— Ken Micallef 
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the Kinks, John Cage, Sonic Youth, 

and Tortoise as influences. 

Dusk was recorded primarily on 

a Fostex 28X 4-track. "We would fill 

a 4-track cassette up and dump that 

onto two tracks of an &track," 

explains Hart. " I learned a lot from 

Mark Lewisohn's The Complete 

Beatles Recording Sessions." In 

addition to the obligatory backwards 

tape loops and sitars, the instru-

mentation includes Tibetan prayer-

side project. And what of the alleged 

film Dusk at Cubist Castle itself? 

"We don't actually have a script yet," 

Hart explains, " but we have charac-

ters and lots of images." 

The OTC is part of a musical col-

lective called the Elephant 6 

Recording Company, made up of 

like-minded friends who grew up in 

or near Ruston, Louisiana. Its other 

members include Robert Schneider 

of the Apples ( In Stereo)—who co-

if 
the olivia tremor control  

board, singing saw, and (of course) 

space bubbles. A limited edition of 

the album includes a bonus ambient 

disc, while the CD booklet solicits 

cassettes with details of your 

favorite dreams for a future OTC 

produced Dusk—and Jeff Mangum 

of Neutral Milk Hotel. "We really did-

n't fit in that much," Hart says. "We 

only had a few friends in high 

school." Somehow it all makes per-

fect sense.—Andy Gensler 

S
tevie Wonder and Chaka Khan are it!" 

exclaims Rahsaan Patterson. 

"They're my godparents, spiritually and 

musically. I'm the child they didn't know they 

had!" 

On his self-titled debut album (MCA), this 

soft-spoken New Yorker does his elders proud, 

combining Khan's theatrical flair with a supple 

voice that recalls Wonder's Seventies prime. The 

kid's no nostalgia act. Though barely 23, he 

boasts more than a decade of dues-paying and 

a lifelong love of soulful grooves. 

Brought up in the Pentecostal Church, where 

he sang solos in the choir, Patterson was a vinyl 

junkie from childhood. " I always had r 
my own stereo," he recalls. " I'd lis- rahsaan patterson 
ten for hours with my face literally in the speak-

er, smelling it and looking at the album covers." 

t's an alternative world these cJas, but debut. II 

Big Fine Thing ( Reprise), is a rock record and proud of it. Leader/ 

singer/songwriter/guitarist Luke lank,ow laughingly concurs. It 

is a rock record. There's a real hanomade kind of vibe. The whole 

attraction of being a musician is it's one of the few places you can 

still operate on instinct," declares the tall 

16'6") New Yorker. 

From slide to 12-string, guitars 

permeate the dozen melodic and 

edgily compelling songs on the 

album, though Janklow has no 

hankering to be a guitar hero. 

"I was a worshipper of Eddie 

Van Halen but I'm much more 

into rhythm. I played in bands 

with drummers that were...incon-

sistent." he says, choosing his 

words carefully, " and as a result. I 

developed a very percussive 

right hand. In fact. I'm a total 

closet drummer and bass player. I'm really rhythm-oriented. By 

default, we ended up fooling around as a trio, and all of a sudden 

there was all this air and all this good space to work with—and a bet-

ter palette. 

-I just love big chordal textures, interesting voicings," explains 

Janklow. who owns about 20 guitars anc used three amps simulta-

neously during the recording of Big Fine Thing, which was produced 

by Clive Langer, Alan Winstanley, and the band. 

While the album's selections were carefully honed down to a 

dozen from an original batch of about 75, the name Darlahood was 

an eleventh-hour choice, taken from the childhood heartthrob of The 

Little Rascals. That kind of sardonic humor,. Janklow suggests, mir-

rors his own sensibility. " I was born a-id raised in New York, and stutf 

with a dark edge tickles me on a humor lave," he says. "even if it is 

at my expense."—Katherine Turman 

E 

[darlahood 

By age ten, he was pursuing stardom in Los 

Angeles, and subsequently landed a regular gig 

on the music-oriented TV series Kids Incorporat-

ed, as well as working live theater and doing 

commercials. Patterson's high voice changed 

with puberty, temporarily slowing his career. " I 

stopped singing foi a year, because I was afraid 

of what I would sound like," Patterson notes. 

Named after jazz great Rahsaan Roland 

Kirk, Patterson sang on albums by Stanley 

Clarke and George Duke and co-wrote songs for 

Tevin Campbell and Brandy ( including her hit 

"Baby") before flying solo. Now, he's doing it for 

himself. " In ' Sir Duke,' Stevie Wonder sings 

that music is a world within itself," Patterson 

says. " I wait people to know this place does 

exist. Sometimes I think I'm crazy, 'cause I go 

so deep into it."—Jon Young 
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M
y advice," begins Sloan bassist/vocalist Chris Murphy, is don't sign to a major too 

quickly." The versatile Canadian band has recently signed with new American label The 

Enclave, but it's not their first major deal. The youthful guitar-pop quartet are getting a 

rare second chance. And they've learned a fair amount about the music 

business in the process. 

The Sloan story begins in 1991 with a self produced six-song EP, Peppermint, 

released on their own Murderecords label in Halifax. Nova Scotia. Within months, they 

are signed to Geffen label DGC Records in the U.S. (home to Nirvana, Sonic Youth, Guns 

N' Roses). They release their debut LP Smeared and hit the road behind the single 

"Underwhelmed." " I feel we were signed largely on the commercial potential of that 

song," remembers guitarist/vocalist Patrick Pentland. "And, unfortunately, we got 

lumped into that whole punk/alternative pile. We had yet to really define our sound when 

we made our first record—it was predominantly heavy guitars all over the place." 

By the time Sloan entered the studio to record the follow-up, Twice Removed, in 

1994, things had changed; their approach was more focused and stripped down, with 

much less guitar. Says Pentland, "That's when we began to feel friction from the label, because they 

didn't hear any radio hits. They were looking to build on the foundation of Smeared, but we'd moved 

aniay from that neighborhood. We weren't interested in being a noisy guitar band." 

"They were frank with us," says Murphy. "They told us they couldn't really get behind :Twice 

ALBUM: 

One Chord To Another 

LABEL: 

The FrriPvP 

RELEASE DATE: 

r'-'-‘—lary 25 
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SmIFTIMES THE DIFFERENCE lustween taking a gig and not taking it. isn't the 

money. Or the exposure. But the schlep. Which is why we created the new 

EON Portable System. At about half the weight of any other system, 

it's made to be portable. Yet it gives you all the sound quality and 

reliabililv ' hat fill, is known for. At a price that is noticeably 

lighk•r. In fact, it may be the perfect first step for any rising 

EON' star who's just starting out. And plans to get to the top. 
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H
e stood out like a Dickens character on the set of 

Bright Lights, Big City. Looming over the power lunch-

ers, he threaded through the maze of tables in the 

Upper West Side eatery he favors while in New York, with hair 

far thicker than a man his age deserves, pointed birdlike fea-

tures, and a spectacular scarf flung round his throat. 

The scarf was no affectation, for this throat is home for 

the unmistakable voice of Ray Davies. one of the great rock 

voices of all time, as strong at full snarl and as delicate in 

repose as Roger Daltrey's, yet touched with an irony that sets 

him apart from brawnier bawlers. Of course, Davies has the 

advantage of great material—the classic tunes of his band, 

the Kinks, all of it written by his own hand. 

Who can claim as wide and deep a catalog as this? The 

proto-metal, riff-driven "You Really Got Me," archetypal stud-

ies both affectionate (" Village Green Preservation Society") 

and derisive (" Dedicated Follower of Fashion"), daguerreo-

types from some timeless time in London ("Waterloo 

Sunset," "Come Dancing"), songs of ribaldry (" Lola") and 

mystery (" Fancy")—an astonishing range. And on closer 

examination, the details of Davies' work—the vicious sing-

song chorus to " Picture Book," the wedding of innocent lyrics 

and inspired key changes in " Days"—reveal an artistry that's 

unrivaled even in the work of less prolific composers. 

On this autumn afternoon, the chill in the air had rough-

ened the edges of Davies' voice. With a solo performance at 

Manhattan's Westbeth Theater only hours away, he nursed 

several bottles of mineral water and hunched over our tape 

recorder. Before the altar of songwriting, he spoke intimately, 

self-deprecatingly, with humor and insight, much like the char-

acters in his songs. These similarities between life and art, 

we learned that day, are no coincidence; rathe-, they are the 

essential bridge that Davies the songwriter endeavors to 

build. 

For a couple of years now you've been leading five-day songwriter clinics 

three times a year in England. Is it really possible to lead participants clos-

er to the place where songs come from? 

It's not where songs come from, it's where our ideas come from. So 

much of what I do starts with a basic idea, and while there are ways of going 

through an idea, there are no rules to songwrit ng and nobody can teach you 

how to do it. 

See, I'm interested in the way people see the world. I had a young boy 

come to one of my things. His name was Greg. I think, and he was an unem-

ployed kid from Essex. Obviously he had very limited access to music, but 

he saw things in a very abstract way. He was corning out with really abstract 

ideas that we could draw out a bit, so I told him to read anything from any 

text he could find in a magazine and try to make something out of it. It's 

more difficult to come to terms in only four days with people who have a 

strong tonal sense or a chord progression they want to develop. 



—(songwritint  
So trained musicians are harder to teach 

than novices? 

Actually, the toughest people I've worked 

with have been journalists who've come to the 

course. I guess it's because they think editori-

ally; they think of what they have to cut all the 

time, and that should be the last thing you're 

thinking of. You should just write everything and 

then cut it later. 

But people who have quite a good grounding 

in music knowledge can be difficult as well; 

that's why some of the great lyricists are not 

really great musicians. I usually tell these peo-

ple to get rid of the textbooks. I'm not a teacher 

in the sense I tell them to go home and study 

composition or counterpoint for a week 

and then come back. It's more about 

stimulating ideas, getting their nerve 

endings to work. 

The interesting thing happens when 

I get them to do a " musical in a day"— 

sometimes two, if you get the right 

bunch of people. You do enough so that 

you can actually perform the musical at 

the end of the week and see whether it 

works or not. Last year, for example, we 

did OJ: The Musical. We each had dif-

ferent characters: I was Judge Ito. But 

the most stunning piece was " Nicole's 

Song," sung by her ghost in the court-

room. 

How would someone develop the 

kind of awareness of life they need in order to 

write a narrative song? 

They'd just need the right information. A 

famous writer took my course—she's got a 

career, so I don't want to mention her name— 

and she said, " I can't take all the information 

you've given me and put it into a three-minute 

song." So you limit yourself to what goes into 

your life between walking from this table to the 

door over there, which is ten feet away; that's 

the journey in your song. You adjust the way you 

take stuff in. I don't teach that; I just supply 

ideas and ways to work. Every individual makes 

his or her own decision. That's what's so great 

about songwriting. 

What about the other side of the equation— 

the music? What do you tell people in your 

workshops who already have the words and 

want to find the song? 

Sometimes I get them to make noises—the 

sounds of the words. I mispronounce words all 

the time in the way I write. The classic one for 

me is that I say [speaking slowly] "spe-ci-fi-cal-

ly" rather than " specifickly," because I like the 

sound. That's my signature. 

You don't pronounce it with the extra sylla-

ble in conversation. 

No, but I say it that way to make it work with 

my melodic ideas. It's as simple as banging bits 

of wood together. The words have meaning, but 

they also have values as sound and rhythm. 

The sound creates the way we speak, a certain 

pattern—the musical pattern. I do whatever I 

can to break down that barrier and to make peo-

ple accept the notion that they can make music 

from their words. Most people can make words, 

but they can't make music. I'd say eighty per-
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cent of the people I work with don't have a 

musical idea when they start. People always 

ask me and most songwriters whether the 

music or the lyrics come first. I think that with 

most people who do both, the lyric would come 

first. On a great day, they'll come together. 

How much writing are you doing these days? 

I'm writing songs all the time, really. It's not 

until I have to sit down and come up with some-

thing that I intensify what I'm thinking about into 

a song. "To the Bone" [the title track to the lat-

est Kinks album, on the Guardian label] is an 

example: I wrote five drafts of that song, in dif-

ferent ways, always using the title. One draft 

was about a dog, obviously. I wrote another one 

about my dentist. They're all finished songs, but 

the one that worked for me on the record was 

the relationship song, which was about a record 

being the soundtrack of someone's life: Now all 

he's left with is a soundtrack, and he's trapped 

in his gramophone because he keeps seeing 

his life over and over again. 

When did you realize that you were going to 

be a songwriter? 

As soon as I started playing the guitar. I 

learned the typical finger-picking stuff you learn 

in classical music, and I still write that way: My 

little finger goes on the soundboard. I started 

sitting in with people who were much better 

than I am, and I'd suss out the way they played. 

I'm not one of these guys who, when he sits in, 

does his stunning blues solo and then sits 

down. I'm more of a musical chameleon: I'll get 

up there and feel their style out for a couple of 

songs, and end up playing in their style. It never 

occurred to me until later on that I was actually 

composing as I played. 

Because you were taking in their 

ideas as you performed. 

Yeah. Writing songs came about 

because I was dong blues covers. I 

played Chuck Berry, Howlin' Wolf—then 

suddenly I had to start making pop 

records. "You Really Got Me" was one 

step in that direction. It was basically an 

R&B song in G. The breakthrough with it 

was when I took it up one step to A 

rather than to C. I have to say it was 

actually an accident: I wrote "You Really 

Got Me," "All Day and All of the Night," 

and a lot of the early songs with the 

Kinks on the piano, and I just missed 

the C. But the A sounded great, so I 

kept it in. 

By the time you hit the V chord in that song, 

it functions differently than in a more tradition-

al blues setting because you haven't heard the 

expected chord—the IV chord, on the C. 

Do you know what the A major does? It 

says, " Oh, I know that this is about G-D-G-D; 

something is going to happen." If it'd gone to 

C instead, it'd say, "Oh, yeah, you're just mov-

ing it around to where it's supposed to go 

now." Of course, then it would have turned out 

to be [Roy Head's] "Treat Her Right" [laughs]. 

I can analyze that now, but I wasn't thinking at 

the time I wrote it that the D chord has that 

certain kind of tension because the A chord 

laid the groundwork for it. One of the secrets 

is to do this naturally, without analyzing why 

something works. That's why a lot of schooled 

musicians, unless they're very good, have 

such difficulty. It's the enthusiastic amateur— 

which I am, to a certain extent; I wouldn't still 

be doing this if I wasn't—who brings the ener-

gy into play. 
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by mac randal 

es one of the classies ers in the 

hard rock schooâ-de powerful. 

utterly distinctivenAtith Deep Purple 

and Rainbow. his playing has graced many a 

classic tune; it's also been the saving grace of 

quite a few borderline casesel things con-

sidered, you'd think Ritchie Blackmore 

would be more in the public eye. 

Instead, he's kept a pretty low profile 

in the last few years. at least in 

English-speaking countries. He does-

n't do a lot of interviews, and he has-

n't toured much in the States, favoring 

Europe and Japan. The last Rainbow album, 

Stranger In Us All (Fuel), was recently released 

with little fanfare. As Blackmore admits, "The 

Rainbow type of music is going through a hard 

time at the moment. But I try not to let fashion 

dictate what I'm going to play, even if that 

means not selling out some hall or not selling 

a lot of records. I play what I like to play." 

What Blackmore likes to play is an odd 

blend of hard rock grit and classical ornamen-

tation. He's perhaps owsalhe least bluesy 

rock guitar player‘e hlt been heavily influ-

enced by classical music." he says, "but also 

by blues too. I don't listen to much blues, but 

it's in there because I played that bluesy style 

_for a long time. When I listengtidusic, it usu-
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ally has nothing to do with guitars. It's more 

singers or violins. Growing up, I listened a lot 

to Les Paul, Chet Atkins, Wes Montgomery, 

and especially Django Reinhardt—although I 

could never copy anything he played because 

it was too difficult. After a while, though, you 

stop listening to people so much, and you just 

pick up the guitar and play for yourself. A lot of 

guitarists tend to listen to guitar records and 

learn those runs. But I was always very bad at 

picking things up note for note. I would slow 

the record down for maybe 15 minutes. 

and if I hadn't learnt the solo by then, 

I'd start to improvise my own ver-

sion of it. That wasn't very 

good when I was playing in 

cover bands, but it kind of 

backfire in a good way—it gives 

you your wn style because you 

can't copy mebody else's." 

The cla cal underpinnings of 

Blackmore's style g back a long way, to his 

first year of !tar I sons. " I was classically 

trained in the 'ng. We did things like 

'Gavotte' by Bach. But I wanted to wail and get 

wah-wah sounds and they weren't teaching 

that, so I left that behind. I only came back to 

it about 10 years later. Although I don't profess 

to be good enough to be a classical player, I 

• can do what you might call mock-Baroque—it 

sounds like I know what I'm doing." 

Did the emphasis on reading and musty 

old composers in those early lessons tie your 

ambitions down or did those elements help 

your playing in the long run? " I think the 



lessons helped me, especially technically. 

They taught me to use all my fingers. I 

learned from the beginning to use the small 

finger on my left hand in chromatic scales, 

rather than starting off playing blues scales, 

which emphasize the first and third fingers. 1 

notice that a lot of players really favor two fin-

gers of the fretting handl, but I started with all 

my fingers and it quickly became a habit to 

use them all, so I was lucky in that sense. As 

for the right hand, I play ifingerstyle more than 

plectrum-style, and I always thought every-

body did. I'm surprised that they don't, 

because to me it's second nature to use all 

the fingers on both hands." A positive vote 

for classical training. To lkeep àl his fingers in 

proper gear, Blackmore works out with a spe-

cial hand contraption, "one of those exercise 

things where you press each separate finger 

down. I don't know where it came from; I 

know I didn't buy it, but it found its way into 

the house somehow." 

All the fingers get into the action during, 

Blackmore's solo on "Wolff to the Moon," 

the leadoff track of Stranger In Us All. The 

beginning of the solo was pre-composed, 

the ending improvised: the excerpt here is in 

the middle, and it exemplifies the 

Blackmore style. Jaunty eighthinote-triplet 

"mock-Baroque" lines trace out chord 

changes with heavy doses of chromaticism, 

in the first four bars, while the rest of the 

example delves into luscious trills and ham-

icier-ens, ending with a full-on bend that 

reminds us this is, after all, rock. 

In keeping with his old-timey inclinations, 

Blackmore is currently working on an album, 

that's partly rearrangements of traditional 

Renaissance-era songs, partly new material 

in the same vein. " I'm playing it predomi-

rrantly on acoustic guitars,—though there 

are a few electrics on it—and added instru-

ments like crumhorns and sackbuts. It 

doesn't really have a label as yet. I don't 

think too many people would approach it 

normally, as it's practically guaranteed not 

to sell. But it's something I've been wanting 

to do for a long time. Most of the material 

was put together sitting around the house 

with an acoustic. Rather than going into the 

studio and having to come up with a heavy 

riff, its a pleasure to just sit down and play 

this way." 

And yes, he does still make sure to prac-

tise every day. " It's generally about an hour 

a ,day, practicing various exercises and 

scales, and I'm usually watching television 

as I'm playing. It's strange how I can watch 

television and play something I think is quite 

good, and when I go to record it, it becomes 

very awkward because I'm concentrating 

100 percent. Maybe I should bring a televi-

sion into the studio." 
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But the crowd for the sold-out show wants 
in bad. They're already queued, three 
hours before showtime, some two hundred 
across and fifty feet deep. Somewhere a 
boom box blasts "exit light/enter night/ 
take my hand/off to Neverneverland" over 
that familial' one-chord riff. It's the same 
scene that's played at every arena from 
Worcester, Massachusetts, to Warsaw, 
Poland—fans wearing their Metallica shirts 
like flags, the occasional whiff of drifting 
pot, sneakers, jeans, boots, and leather. 
Girls with long, straight hair; guys with 
beards that won't quite grow in. 

Only the proscuitto and the weak beer 
remind me I'm in Italy. Signs for Coke and 
banks and radio stations dot the hall. A tall, 
modelesque woman with red hair and an 
American-flag midriff blouse capers by. 
People start pooling on the floor, flowing 

aimlessly like sticks in a stream. Finally, 
Corrosion of Conformity take the stage, 
their Marshalls braying like Japanese movie 
monsters over a machine-gun kick drum. 
Unfortunately, the sound's terrible. But 
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when Metallica take the stage, pummeling 
the flying monkeys' theme song from The 
Wizard of Oz out of their instruments, the 
aural details are as crisp as the look of their 
tight-shrunk jeans. 

The colors of the day are black-on-
black-on-black. So's the music, but in a 
beautiful way. This show, and the gig I see 
the next night in Torino, rank among the 
best arena rock concerts I've attended. Of 
the dozen or so Metallica performances 
I've seen since Kill 'Em All made me feel 
like I'd been force-fed an alien embryo in 
'83, these seem their most energized and 
vital, from an "Ain't My Bitch" that's all 
piss, venom, and raw power, through near-
ly two-and-a-half hours of 
postmodern heavy metal thun-
der. The set list embraces the 
old days of downstroked guitar 
fury and crazy quilts of chord 
changes, provoking the crowd 
into the kind of singalong on 
"Master of Puppets" you'd join 
in Cleveland—save for the 

arms. He shakes every hand, signs every 
autograph. "He seems proud to have such 
ardent fans, but hell, after fifteen years of 
knuckle-busting roadwork and ground-
breaking recordings, Metallica's earned 
'em. 

"This is the most songs we've ever 
played on a tour," Lars observes. "We're 
hitting 21, 22 songs. We've tried to get 
away from the ten-minute guitar, bass, and 
drum solos; we realized they were destroy-
ing our momentum. The only reason those 
breaks were put in was so the rest of us 
could sit and rest for a few minutes. I think 
now we've grown a little older and the par-
tying is subsiding slightly, just slightly, so 

where on the immense stage and still hear 
their instruments "loud as fuck," as James 
puts it. "There are monitors everywhere, 
and our monitor guy has 24 mixes. He fig-
ured out that gives him something like 
2,000 possible combinations for what's in 
the monitors, depending on where each of 
us is standing." 

Just where Metallica stands in the cur-
rent rock pantheon became an issue last 
summer when they were invited to head-
line Lollapalooza. The indie-rock aesthet-
ics police were pissed. They charged 
Lollapalooza organizers with abandoning 
their alternative roots for metal's middle-
brow appeal. But for some old-line 

Metallica fans, Lollapalooza 
also marked the band's final 
abandonment of hard-edged 
credibility—an erosion that 
began with Metallica's first 
video (for ...And Justice for All's 
anti-war epic "One"), contin-
ued through the jettisoning of 
their early trademark air-ham-

mer, all-downstroke guitar rhythms on the 
"Black Album," up to the inclusion of a 
bona-fide country tune, "Mama Said," on 
Load. For such fans, Metallica's decision to 
embrace pop songwriting values like hooks 
and melodies and hits—hell, they cut their 
hair, too—suggested a treasonous embrace 
of mainstream tastes. 
A more generous view might credit 

Metallica as a classic alt-rock success story. 
Combining punk energy and attitude with 
the then-new wave of British heavy metal 
(bands like Tygers of Pang Tang, Angel 
Witch, Witorhead) and an ear toward the 
clangor of Lou Reed's Metal Machine 
Musk, Metallica hit early-Eighties rock like 
a barium enema—something hardly any-
body wanted but which nonetheless re-
illuminated hard rock's guts and soul. As 
with fellow Eighties-bred superstars 
R.E.M., the rest was hard work and musi-
cal growth. These days, R.E.M. can rock 
out or sculpt ballads with generous 
melodies. So can Metallica. 

And these days, explosive industrial 
outfits like Nine Inch Nails owe Metallica 
an unacknowledged debt for making sonic 
savagery a part of modern life's soundtrack. 
Says Kirk, who digs the sounds of Fear 
Factory and Ministry as much as he does 
John Lee Hooker's boogie, "Metallica was 
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Italian-accented English. And it whips 
along through the violently pacifist "One" 
to James Hetfield's chorus-drenched guitar 
intro to "Enter Sandman," the tune that 
made them nearly as big as Neil Diamond. 

For Load's "King Nothing," Jason 
Newsted strides to the rim of the stage, 
watering the guys in front with perspira-
tion as he kicks off its moaning riff. It's all 
great playing, from Kirk's sweetly scream-
ing slide guitar to Lars Ulrich's newly 
restrained power hitting to Jason's fat tex-
tural blasts and James' vinegar-sweetened-
with-honeyed-melody vocals. Metallica 
touch all the bases and run straight over 
home, performing at an intensity more akin 
to the Jon Spencer Blues Explosion than 
any of their metal contemporaries. 

After the show, down the cinderblock 
hall at the back of the Forum, fans are herd-
ed into a room for a meet 'n' greet. James 
and Kirk pose for pictures with members 
of Metallica Italia, their local fan club, and 
sign some LP-sized flats of the Load cover. 
Jason is the last MetaRican to leave the 
Forum, but as we step outside—two hours 
after the last bellowing chord was struck— 
fifty or so fans are still waiting for him 
along the gate. He throws his travel bag in 
the back of a waiting Benz and strides to 
meet them, smiling and holding out his 

we're finding we can play longer and a lit-
tle more intensely. 

"Plus, when we were planning this tour, 
we realized it was the first time we were 
going to be playing indoors in three-and-a-
half years. After doing stadiums and sheds 
and amphitheaters, one of my main hard-
ons is being indoors again, where the ener-
gy and spectacle and vibe is contained. The 
loudness of the audience, the interplay— 
it's really cool." 

So is Metallica's new stage setup, which 
American audiences will see in late winter. 
It's a huge, steel, raised figure-eight set in 
the center of the halls they play. The light-
ing is more sophisticated than past tours, 
and the pyro effects, for which the band's 
become notorious, are more, um...fiery, 
including the most flipped-out stunt I've 
ever seen a band pull off onstage. I'm loath 
to give it away, so let's just say it sure 
appears that if something went wrong, 
someone could get killed. 

James half-jokes that the new produc-
tion is so elaborate " if we break even on 
this tour, we're happy. But we want to put 
our money back into the band for things 
like this. It's worth it, because it's pretty 
fucking cool." So cool, and well-planned, 
that except for Lars, who's manacled to a 
drum kit, the players are free to rove any-
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a foray into very extreme heaviness. I think 
a lot of musicians didn't know that those 
levels of extremity could be reached until 

we came out. We opened up a realm of pos-
sibility with our first three albums. Even 
for the grunge thing: I remember Kurt 
Cobain saying Ride the Lightning was one 
of his favorite albums because it 'wasn't 
stupid.' Those were his words. 

"To me, our music is very urban sound-

ing. I agree there's an industrial vibe. It's 
grim, based in reality. Our music mirrors 
modern life as much as Motown's mirrored 
the romance of falling in love. It says, 
'You're being manipulated, man, by the big 
corporations, by the media. It's just that 

nobody's sorted it out yet' And it's getting 
weirder, still, with things like the Internet. 

It's supposed to be the ultimate means of 
communication, yet you're sitting alone in 

front of a computer `talking' to someone 
else. It's isolation being sold as some sort of 
extroversion. Weird shit." 

Indeed. But if the guys in Metallica have 

such a dire worldview, why do they look so 
happy? After tensions brought about by 

overwork, and inflexibility on the part of 
the group's hard-nosed founders Lars and 
James, the band members seem to be hav-

ing fun again—exploring new sounds, 

1•6—_ 

JASON NEWSTED 

HITS NEW LOWS 

W
hen Jason Newsreel ceph iced metallica' original 

bassist cliff KU non in ruile, he fr quid 'liaise' art dun 

ensemble with the unusual in-in-lice of stn ring its 

rhythms around james itetfiekl's guitar ch, rig)es and i4s ubich's 

drums, in most rock bands, on absolute;y symbione re ationship 

between boss rind drums is o given. BUt MCBai I kris always layad by 

its own rules, to the extent that uleich didn't need to hear Newsted's 

boss or oil to pull olla anicerr Flawlesslyi . 

That's changed with woe where stme,tià iliFiee iime Ted more 

with sonics reel technique in the studio. ills bass ruen rakes the lead 

i on the riveting " Icing Nothing." "AS (WU Cd Ite th I 7 rigiiity tilf many of 

our songs in the met this. time Joules wr rtc songs that gore way for 

rme to play some gremlin' bass lines," says tiewsti,x1. " airs _nd James 

  --,........ .........-..i............_ 

also rue me the ircice physically by leaving the studio, which woo d 

hove never happene.I before. sight away we were able to start toy 

hectoring rnoce with any ilifiers und speahers." 

The basic bass sounds on the alburit were made-via a collection f 

amps, milted in various combinations: Arepeg SVT heads, marsh 

guitar cabinets, Boogie heads, and fender 40o-watt-bass bins with 

inch speakers, plus a little ciibson amp that didn't live through the s 

sions. —there was a lot of experimentation with analog pedals, f d 

stuff, riilvioys play with a reu-rrron, wine can be a cool, heavy thi 

tr doesn't have to yield that 'boinky' santsy coffins kind of sound. it 

can also hove some serious meat—ci lot of character. 

"so it was diffrymt pedals and oit those amps at the sometime, n 

threeor four rfifferetet rooms in the studio, in one room, we had tht 

big 18s just bmincing the fuck out °fit. Arid we had mi cs up in the c r-

ners, at ten feet away, at four feet away, and at two inches away. A d 

we cask! mix those in different combinations. sob sock is ci genius 

that *kind of stuff." For a taste of the power all that overdriv 

wattage provided, plus the mcetion pedal jacked to its nastiest le 
check out Netusted's ultra-distortion on "The House Jack built." 

ro get the ultra-lows thathave throbbed through metallica's I st 

from studio albures, Newsted eschews five- or sin-string basses in fa 

of arc uncomic/animal setup on his favored 'Ba spector. " I put a . 1a8 )n 

nip, at . o5 in the second position, and take off the little string and t 

the lxisslike u fi we-string, with a low B. the bridge has to be set up f-

tea:ally for consistency, but it does offer quite a different soun ." 

Newsted's gone the five-string route, but hasn't found anything th 

felt-right for thus [nutter, in his quest for sounds, perfect playabir 

rind relief for his fICCit, aching from years of wearing a heavy fende p-

bass around it while banging his head, he's tried just about eve 

thing off the top shelf. " night now ent using all sadowskys on he 

goad. l'oe got:set/en or eight of them, and they're holding up. 

"I've had a lot of problems with high-dollar basses. As far as be ng 

able to take the sweat the slime and the temperature changes, he 

serious workout that instruments Tet from heavy gigs and weer cc, 
those high-end basses can't hang. The electronics freak out. The 're 

also usually very heavy instruments. t could play them when twos 

but that's not cool anymore." 

in the studio, sewsted used an army of axes, including a No sic 

man and a zon, ( Ind his trusty old fender precision bass collectio 

>56, and -rf stevic nay vaughon played bass, that '59 wo Id 

be his boss," he saps. " It's just beat to shit, but irs like buttah." 

Jr_ 
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writing new kinds of songs, sharing a more 
relaxed camaraderie. Even Hetfield, who 

earned his reputation as the most stoic 
Metallican, seems relatively cheerful— 

witty, good-natured, enthusiastic. 
They're also at a creative peak. Coming 

off Metallica, the so-called "Black Album" 
that sold more than nine million copies in 

the U.S. alone, they've put together a 
record that's got more melodies, more 
hooks, and more imagination than any-
thing they've created in the past. Load 

debuted at number one on Billboard's chart 
last June, selling 680,000 copies in its first 

week. And it's hung around the top 40 ever 

since. 
In other words, everyone in the band is 

also rich—rich enough to afford, and need, 

bodyguards on the road. No 
doubt some of that money is 
the result of Metallica's new 
contract with Elektra, follow-

ing a 1994 lawsuit against the 
label. In September of that year, 
the band had sued to be 
released from its deal, invoking 
California Labor Code 2855, 
which prohibits personal service contracts 

from being enforced for more than seven 
years. 

That suit came in the wake of a shakeup 
at the label which resulted in the resigna-
tion of Elektra's then-chairman Bob 
Krasnow. Before Krasnow's departure, he 
and Metallica had allegedly worked out a 

joint venture relationship that waived 

album advances in exchange for a higher 
percentage of the profits than the 14% roy-

alty rate Metallica had signed for ten years 
earlier. At the time of the suit's filing, 
Metallica's attorney Jody Graham Dunitz 

told Billboard reporter Melinda Newman 
that Warner Music Group chairman and 
CEO Robert Morgado nixed the joint ven-
ture after Krasnow left, then tried to rene-
gotiate the old contract at a higher royalty 
rate. Metallica balked, feeling, Dunitz said, 
that the band "had a right to find its value 
in the marketplace." 

Metallica eventually settled out of 
court, and the cash value of the new agree-

ment remains a well-kept secret. Band 
members say they can't discuss it as part of 
the terms of the settlement. But label insid-

ers say that Metallica now own their own 

masters, and that the band and Elektra 

share record and video production expens-
es 50/50 while receiving a similar percent of 

the profits. 
As Elektra's only real superstar rock act, 

Metallica was in an excellent position to 

bargain. The band's back catalog alone is a 
goldmine. Metallica has been on the Top 

200 Albums charts since its debut, and 
when Load was released, 1988's ...And 
Justice for All, '84's Ride the Lightning, and 
'86's Master of Puppets all moved into 
Billboard's Top Pop Catalog Albums chart, 

at four, six, and seven, respectively. 
"We've got a very cool deal that's very, 

very different from most other deals," 
Ulrich acknowledges. "But, obviously, 
we've sold 35, 40 million records world-

wide, so we're pretty set." 

the `Black Album' ended, we were looking 

at 30. I realized in the next year that other 
things besides the band were important to 
me. I think I became less anal in terms of 
how much we want to push ourselves, 
work-wise. We'd just had a level of success 

that was unbelievable—how much was left 
to prove on that score? I could relax and let 
go a little bit. 

"But there's still a lot of places to go 
tour," he adds. "Antarctica, the prairies of 

Central Africa, the swamps of the 

Amazon..." 
Following the "Black Album" tour, the 

band members scattered. Lars threw him-

self into his scuba diving; James spent time 
on his ranch and hunted. Jason built a 
home studio and jammed with other play-

ers. " I tried to play different 
kinds of music with different 
kinds of people, different ages, 

from different walks of life— 
jazz players, dub guys, other 
metal dudes: he says. "That 

started all the experimenting 
that came on this album. 

"The whale reason I played 
with outside musicians was so I can be the 
best bass player possible for the songs 
James comes up with. I've learned a lot 
from recording bands in my own studio 

and from being in the big studio with [pro-
ducer] Bob Rock, because he teaches you 
stuff without knowing it. You just soak so 
much up, because he just knows so much 

about the technology and what needs to 
take place. And I learned a lot from playing 

with all kinds of other musicians—things I 

would have otherwise not been able to 
bring back into the studio." 

For Kirk, staying off the road allowed 
him to explore the textural guitar playing 

he'd become fascinated with listening to 
recordings by the likes of Robert Fripp and 
Adrian Belew, and to get back into the 
blues. He became friends with fellow Bay 
Area resident Carlos Santana and sat in 
with him at a benefit for the National 
Academy of Recording Arts and Sciences 

school outreach program. "John Lee 
Hooker was there, and Buddy Guy, 
Vernon Reid, Wayne Shorter, Al Hendrix... 
But John Lee Hooker did not understand 
my piercing at all," he adds with a smile. 

"He just kept staring at it. When I met him, 
he said, "What's this trinket in your lip?'" 

j nee. 

Hettield 

As it happened, though, the band's most 
recent rebirth followed a near-collapse after 
the "Black Album" became a mega-hit. 
Lars explains: "As the record went along, 
we kept touring and touring, and things 

kept getting bigger. There were more and 
more opportunities to play for more and 

more people, and we thought we might 
never have the chance to do it again at that 
level—getting invited to Eastern Bloc 
countries and out to the Pacific Rim. 'How 

do you know if a place like Singapore is 
going to be willing to let us into their coun-
try four years from now? We gotta go.' 

That was the attitude. 
"I wouldn't exactly say I was hungry or 

driven, but I wanted to cram this thing 
down everybody's throat as much as I 

could. Just play everywhere! I was the one 
who really pushed. And I was very stressed 
out about it. Finally, after touring for a cou-
ple years, our manager came to us and said, 

`Do you guys want to do another 
European leg in stadiums?' I said, 'Yeah, 

we gotta do this.' But James said, `No, I'm 
gonna fuck up my voice.' 

"We had started really pushing the 
whole touring thing relentlessly when we 

were, like, 26. And when the tour behind 
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STRUNg OUT: 

FIAMMETT & HETFIELD FIND A FRESH ÇUITAR AppRoAcH 

L
et's get some weird shit going," 

was James Hetfield's rallying ory 

when he and Kirk Hammett 

found themselves back in the studio to 

record the guitars for wad. It was a call 

Hammett was happy to take." r was tired 

of the traditional approach," he explains, 

"and i became interested in the idea of 

coming up with a really cool sound that 

was more a part of the sons than a guitar 

solo. 

"And the means didn't matter," he 

continues. "A good example is the first 

break in 'The House jack Built.' t recorded 

that at my home studio, then reversed it 

with laigidesign1 pro TOOls, and added 

tremolo and weird flange. we put it on co 

at my studio, and Bob Bock flew it in whei, 

it came time to track that parr of the song. 

I think having a textural part like that, 

instead of your traditional (euitur solo, 
just opens the songs up more." 

Hammett says there are some things 

on wadthat were a hard sell to his band-

mates. Late the cloud of mosquitoes that's 

buzzing over the opening riff in "King 

Nothing." —that's a drone t came up with 

when t heard that intro," Hammett 

relates. "That's the s string on the 14th 

fret; and i just bend it up to an e and 

simultaneously pluck the open e string, 

with a flange and some auto-panning on 

that. t played it on my parker tly guitar. 

think it definitely establishes a mood right 

off." so does the organ-like guitar sound, 

somewhat like the tone of Hendrix's 

stneocaster on "pali gap," that appears 

on "Bleeding me" and "cure." 

"That's the (Roland] vg-8," says 

Hammett. on 'cure,' it's way down in 

the mix, but it fattens up the chorus so 

much. But you don't want to just let the 

cutting-edge technology stand by itself. 

Tou get great results when you bridge 

the gttp between digital and analog by 

doing things like setting up a sound with 

the vg-8 and slapping an old maestro 

fuzzbox on it." 

Although metallica first used slide guitar 

in spare brushstrokes on the "Black Album," 

it's a staple of wads six-string palette. 

Hetfield plays slide with a wah-wah on 

"mama said," and Hammett slings steel on 

"Ain't M y Bitch," "Bleeding me," "The outlaw 

Tom," ond "poor Twisted me." usually, he 

favors his old çibson es-335 or a oes paul 

junior for his slide playing. And there's so 

much slide on wad that now you'll also 

catch hito with his finger in a tube on stage. 

-on 'Ain't M y Bitch,' that's slide with an old 

rexil phase too —a total cop afjimmy page's 

sound Os *In M y Time of aying," HaMmett 

allows. "1 was standing in the studio cutting 

that solo, and Bob so& and r -looked at each 

other and said, 'This is not right for some 

reason.' r suggested breaking it up by doing 

some riffing with slide here and there, like 

Duane Allman. Bob said, 'ehhhh, do slides 

thmugh the whole thing.' And it was one of 

those little epiphanies that happen in the 

studio sometimes." 

Hammett is especially proud of his slide 

in the middle of the solo on ' outlaw Torn," 

which combines his interest in blues tradi-

tion with his newfound thirst for sonic sculpt-

ing. ".1 grabbed a slide and held it at a 45-

degree angle so it's not really at the propec 

intonation—more like subtones or micro-

tones—and slid it down the neck. The 

sound's real foreign. I've seen guitar maga-

zines try to write that out in lab, and when 

they come to that part, theres a note that 

it's some weird outboard effect. But it's not." 

if there's a little more bite in some of 

wads lends, that's in part because of cre-

ative use of wah-wah pedals by both 

Hammetrand Hetfield. " Kirk and t both love 

wah," says Hetfield. "sometimes I'll just 

kind of halfway cock it down to get a little 

honk going on the guitar's signal. in 'mama 

said,' r do these little digs between the phras-

es, kind of jimmy page-y clean wah, and it 

was me playing a Telecaster wiih a [parsons-

white] is-sender and Bob working the wah in 
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the studio, we did it in one take, and it fit perfectly. it's my favorite of 

the guitar parts i played on the record. That tone is really cool." 

netfield also used a talk boa, a device made famous by peter 

friunpuni and more recently revived by Alice in chains's Jerry 

canter:II. " I used that to double the vocals and get some huge sickness 

going on in the background," says netfreld. unfortunotely, the device 

proved too unstable for road use. -on this record, the boundaries 

between our gunge playing really bled into each other:" uetfield says. 

"we both experimented with sounds—lots of effects and stompbox 

doodads. r played some B-3 stuff here and there. Kirk's more the slide 

guy, which frustrates me. And i did all the tr-Bender stuff. But the solo 

and rhythm parts really blurred, if he had the vibe for something, he 

did it. if I had the vibe, it was mine." 

Hanalei-1. continues: " Bob Bock would sit down with James and me 

to make sure that we didn't just double our rhythm guitar parts. 

we're always playing different things, even if we're both playing 

rhythm. That makes the songs more full. I guess I'm trying to be more 

tasteful and melodic," he says. " It's weird, because all these guitar 

magazines used to say, sirk nominees fast, but melodic.' when this 

album came out, a lot of them said, ' Kirk Hammett's lost his frenzied, 

spazzed-out solos for u more bluesy kind of sound.' They can't really 

make up their mind." 

Kirk also found time to make tapes, full 
of licks and riffs and changes and solo lines 
and sounds: a grab bag of ideas he could 
bring to the studio sessions for Load. 
Historically, Metallica's recordings have 
pretty much been the Ulrich and Hetfield 
show. Typically, they'd go into the studio 
weeks before Newsted and Hammett, set-
ting the tempos, laying down the drum 
parts, cutting the rhythm guitar tracks, 
even some guitar solos and lead lines. 
Working with producer Bob Rock, of Bon 
Jovi fame, on the Metallica sessions 
changed that a bit; the group sounded less 
like a monolith and more like a band. 

When Metallica reconvened for Load 
in May '95 at the Plant Studios in 
Sausalito, California, Kirk and Jason were 
creatively stoked by their outside work, 
while Lars and James were more relaxed. 
"I went on a hunting trip for a few weeks, 
and when I came back there was this 
tape," James explains. "They said, `We've 
been doing some things. Kirk played 
rhythm guitar.' I was like, 'What the 
fuck?' I listened, and it was cool. 

"So the whole studio thing changed. 
We found this new looseness. After the 
songs were coming together, we'd just let 
Jason and Bob go into a room and fiddle, 
and they'd come up with four or five dif-
ferent bass tracks. And we'd listen to them 
and pick the winner. The songs definitely 
wrote themselves. The parts came right 
together, or we'd have some changes and 
we'd jam on them, and it wouldn't quite 
click until somebody came up with a new 
part of the arrangement, or a vocal thing, 
or a tempo change—and suddenly it all fit. 

"The idea that everybody's writing is a 
little bit of a misconception," Hetfield 

says, "because Lars and I really sift 
through all the stuff, and it gets thumbs 
down or thumbs up from us. But we'll 
give every riff a chance. Kirk had a lot of 
good riffs on tape for this album. 
[Hammett has seven co-writing credits on 
Load.] And Lars and I would take one of 
those riffs and jam on it, and hammer it, 
until it made sense in a song. Like the riffs 
from 'Ronnie.' One's Kirk's and one's 
mine. We've got two guitar players; we 
finally decided it should sound like we've 
got two guitar players." 

"Playing rhythm guitar and getting 
more involved with this album was much 
healthier and very inspiring," Hammett 
adds. " In the past, I was preoccupied with 
my solos. I'd be sitting in a corner practic-
ing while the songs were going down. 
This time I contributed musical ideas as 
well, and got involved in textures and gui-
tar edits and where the mixes were going. 
I wish we'd started doing this long ago." 

The creative atmosphere grew to the 
point where it led James to break new turf 
in his vocal performances. "For the `Black 
Album' sessions, Bob tried to get me to ad 
lib more vocal parts, between phrases, that 
kind of thing," he says. " But I was rigid; I 
just could not do it. This time he couldn't 
shut me up. We had old Green Bullet 
mics, and a lot of times I had a Green 
Bullet in one hand and a vocal mic in 
another, and I was just running around the 
studio, throwing the mics around and 
jumping off the mixing desk. It was fun! 
When the Bullet sounded too distorted, 
we'd just mix up more of the other mike." 

Hetfield also credits Rock with turning 
him on to vocal melodies—the ingredient 
that, along with monster riffs, has made 

-----
Load work for mainstream radio. " I just 
knew that the vocals were gonna make or 
break some of these songs, because a lot of 
them are so simple," he says. "There's not 
a lot of guitar stuff to keep your attention, 
so something has to take it to the next 
level, and most of the time that's going to 
be the vocal." 

The creative atmosphere of the session 
was so enervating that Hetfield and com-
pany ended up writing and recording 
nearly thirty songs during a nine-month 
stretch. Some seventeen or eighteen 
remain uncompleted, but should be ready 
for release as a new Metallica album later 
this year. "But this isn't the shit we had 
left over," Lars insists. "These are solid 
songs. That never happened before. 
Mostly, the reason a song got on Load 
instead of the record that's coming next is 
that the lyrics were completed." 

Hetfield adds that the prospect of writ-
ing nearly thirty sets of lyrics for the new 
songs was intimidating. Letting some of 
them sit a while took pressure off, and let 
him concentrate on guitar and vocals— 
especially vocals. "What I really wanted 
was to get a little more character into 
them," he says. "They might not always be 
in key or in time, but they've got feel. I 
think that came from listening to other 
guys I dig, especially Tom Waits. 
Sometimes it sounds like he just pushes 
`record' and goes, 'Good enough.' Doing 
all that stuff was a radical change for me." 

For musicians who are used to free col-
laboration in a group environment, 
Hetfield's loosening of Metallica's creative 
reins might not seem like such a big deal. 
But it's worth understanding that James has 
been on his own since he moved out of his 
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the new Yamaha EMX640. 
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the cheapest way to 
a complete PA system— 
with an emphasis on 
cheap. Yamaha, on the 
other hand, has always 
put in our powered mixers the same 
high quality components we use in our 
professional gear. The result, until now, 
has been great quality at a high price. 

Yamaha challenged our best 
engineers, the same ones who develop 
the professional gear, to design 
a premium powered mixer at a com-
pletely affordable price. They did. 
The Yamaha EMX640 includes 

everything you need for a small gig 
in one rugged box: mixer, amplifiers, 
graphic EQ and a high quality digital 
reverb. And it's under $649.95. 

You can get another powered mixer 
for this price, but not one with all these 
features or this quality. 
• 6 channels with 1-4 having balanced 
XLR mic inputs and balanced line 
inputs. Channels 5-6 have balanced 

XLR mic inputs as well 
as dual unbalanced 
line inputs allowing 
you to plug in stereo 
sources, like your 
piano, without using 
up two channels. 

Two 200 
watt amplifiers incorporating 
Yamaha's proprietary H.E.D. technology 
for maximum power efficiency. 

• Yamaha's world famous digital reverb 
instead of a noisy, old technology, 
spring reverb. 

• Two 7 band graphic EQs, one for 
the main speakers and one for the 
monitors. (At this price, you usually 
get just one.) 

• 30dB Pad switches on channels 1-4 
allow high level input sources witnout 
high level noise. You need this for 
quality sound. ( Not found on most 
competitive models.) 

• Configuration switch allows power 
amps to be bridged together for 400 
watts in the main speakers or used 
separately for mains and monitots. 
(Competitive models require extra 
cables and patching.) 

• LED meters to allow the setting of 
levels. (Some powered mixers have 
no meters at all.) 
You wouldn't choose just any 

instrument. Don't choose just any sound 
system. fortunately, you can get the 
right powered mixer at the right price 
with the name that even the profes-
sionals trust: Yamaha. 

Ák 
I-800-937-71 -i 1_, 

Call for mow inlimmation. 

YAMAHA 
itt\i\ ,,' 

©1997 Yamaha Corpogation of America, Professional Audio Department, P.O. Box 6600, Buena Park, CA, 90622-6600. ( 714)522-9011. www.yamaha.com 
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IN FACT, WE'VE LEARNED A t. 

OURSELVES. THE MARTIN ' 
INSTRUMENTS DRAW THEIR INS 
ELEGANT VINTAGE DESIGNS, 
APPOINTMENTS OF THE NOW 1 
PRE-WAR ERA GUITARS. CRAFT& 
DETAIL AND SENSITIVITY TO 
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D-18VMS MAHOGANY MODELS, T 
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The Martin Guitar Company 
America's Guitar" 

To see, hear and play these and other Martin acoustic guitars, 
please visit your local authorized Martin dealership. For more 
information call, 1-800-633-2060 Or visit Martin Guitar on 

the Internet http://www.mguitar.com 

ci 1997 CF Marta, .3 Co., lac. Al! rrghts reserved. 



racks that rock: what six bands 

use to stage that monster sound. 

N
igel Pulsford, the lead guitarist for 
Bush, is on the phone from his 
home in London, and he sounds 

awful glad to be there. No wonder. Two 
hundred and fifty shows in approximately 
eighteen months isn't a schedule to sniff at. 
The last month alone has included a three-
week jaunt through the Far East—includ-
ing Australia, New Zealand, Hong Kong 

and Japan—and a quick visit to the States 
for appearances on Howard Stern and 

Saturday Night Live to promote the band's 
second album Razorblade Suitcase 
(Trauma/Intersoope). "We're all fucked at 
this point, basically," Pulsford admits with 
a laugh. 

Of course, during the course of this 
long past couple of years, this relatively 
young band has learned a lot about live 
performing. "You can't have too many pre-
conceptions," Nigel says, "and you've got 
to be ready for anything." That's why he's 
got both a complicated switching system 
for his logic-challenging amp and effect 
setup (built by Bob Bradshaw of Custom 

Audio Electronics), and a simpler backup 

in case of emergency. "It's just a pedalboard 
with some fuzzboxes going right into the 
amp if the Bradshaw doesn't work. That's 

happened a couple of times, and it reminds 
me that it's actually cool to do it that way. 
You get bulldozed into having all this gear, 
but the old-fashioned way still works." Of 

L-R: Gavin Rossdale, Dave Parsons 

the several distortion units he employs in 
his quest for maximum crunchiness, 

Pulsford singles out for praise the Fulltone 

69 and the Bixsonic Expandora. As for the 
four-amp rig he's been taking on the road 

all the while, Pulsford is making a change: 
from a recent-vintage Fender Twin Reverb 

to a new Mesa/Boogie Heartbreaker. " I 
just got it, and I used it for the first time on 
the radio in New York. Its clean tone is 
great." 

Hopefully, one thing won't be chang-
ing soon: Bush's live sound team, led by 
Brian Ruggles. "You've got to have 
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friends on the road," Pulsford says, "peo-
ple who know what sounds you're trying 
to achieve. The people in charge of the 
P.A. hold so much power over you, 
because they can hear what's going on and 
you can't. And we can play pretty loud, so 
it's important to keep it understandable 
too. We've been lucky to have a great crew 
right from the start." 

Even so, it's taken a while for Nigel to 
get used to some of that crew's duties— 
changing strings, for instance. "For a long 
time, I wouldn't let anyone else change 
my strings, because I thought no one else 
could do it right. I had to do it myself, and 
I had rules about it. I'd never change them 
before a soundcheck, for one. I finally 
realized that it was superstition. Well, 
mostly superstition—I never used to 
break strings, and now that the tech's 
started putting them on, I notice they do 
break occasionally." 

In January, Bush starts rehearsals for 
the next proper tour, beginning in 
England and hitting America in March. 

Bush 
avin Rossdale. Fender 

Stratocasters and Jazzmasters. 

Three Mesa/Boogie Tr s, two 

4x12 Mesa/Boogie cabinet gtf9 two 

Bixsonic Expandoras, Mu-Tron pitch shifter. 

Ernie Ball, .010 to .046. 

Shure Beta 58. Mgel Pule Four 

Fender Stratocasters (one 62 

1958 Gibson Les Paul Juni . Amplification: 

Fender Princeton, Mesa/Boogie Heartbreaker, 

Trem-O-Verb, and Blue Angel, through 

Mesa/Boogie 2-90 power amp into three 

Mesa/Boogie 4x12 cabinets. Fulltone 

69 and DejaVibe, Boss delay, pitch shifter, and 

Turbo Overdrive, Prescription Electronics Yardbox 

and Experience, Bixsonic Expandora, TC 

Electronic M2000, CAE &we' Tremolo, Mu-Tron 

flanger and deem pedals, Morley war/volume 

ped Switching System:- Custom Audio 

Electronics SB. Ernie Ball, .010 to 

Fender Precision. 

Ampe.g SVTs into two 

SVT cabinet Stn Ernie Ball. Robin 

Goodridge. 'um OW. Zildjian. 

Remo. St Vic Fi-1h. Stage Mics: 

Shure 451s for ps, Shure SM57s and ARC 

C414s for drums, Cambridge AJdio for cabinets. 

'01,01elrite, 

Among the things they're looking into 
are carpeting to cut down the stage vol-
ume ("We can't go deaf," Pulsford 
acknowledges, "but we can't wear 
earplugs either—we've tried and it just 
sounds like you're in another room") and 
possibly bringing along a string section 
for at least a few dates. "We're thinking 
of asking the Rachel's, who are a great 

sound-
garden 

T
ruth be told, the Soundgarden team 
has had to plan for two tours this 
past year. After romping around the 

U.S. with the Lollapalooza folks, they had 
to load the buses again for their own head-
lining world tour. While each was a totally 
different beast, what made it easy, says 
soundman Mark Naficy, is that the band 
relies on the natural sound of their instru-
ments and, believe it or not, real musical 
ability. "The band wants a real straightfor-
ward rock show," he says simply. 

Which, as drummer Matt Cameron 
explains, is the band's live philosophy. "We 
try to keep it wide open and anything-can-
happen," he says from Seattle days before 
the band left for a European tour. "We 
don't try to perform exact note-for-note 
renditions of our recorded versions of the 
songs. We like to bash it out a little bit 
more, I guess, and not really worry about 
perfection. That's what the studio is good 
for, getting the perfect performance." 

band," Nigel reveals. " But honestly, I'm 
not as interested in doing it as I was. 
We've done it before, and since MTV 
Unplugged came along, everyone seems 
to have decided they'd like to have a 
quartet playing with them. But we'll see. 
We're certainly not getting a keyboard 
player, I'll tell you that much." 
—Mac Randall 
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Soundgarden 
fris Cornell. 1996 Fende, 

American Standard Telecaster . -nick 

Seventies Gibson Les Paul DelJxe. 

Marshall JMP-1. 

Mesa/Boogie 4x12 Rectifiers. Twc each 

of the following: JL Cooper MSB Rev II MIDI 

router. Mesa amp switch, DigiTech GSP 2101 

multieffects. Peavey Tube Fex. Mesa;Eocgie 

Tnaxis tube preamp. Uptown Technology Rash 

Switcher. DigiTech DSR-24. Mesa/Boogie Simuk 

Class 2:90 power amp. EMB custom switcher, 

wah. Lake Butler MIDI Mitigator. 

MeleeEme Ball, various. •sie..: 

Shure SM57s. less Sysi 

Sti 

a 

• AmpMc-

amp. M-2000. 

Mesa/Boogie 2x15 diesels. 

Shure_ Kim Thayil. 

Shure. Ben 

Fender Jazz. tvlusicman 

Mesa/Boogie V-2 pre 

- 
Guild S-100, 

çen 
She 

Musicmai Silhouette. Gibson Les Paul. 

/Boogie Dual Rectifiers ( 31. 

a/Boogie 4x12 Rectifiers. 

Dunlop Crybaby wah and RotoVibe. 

Boss 0C-2 octave and CE-2 chorus. 

Ernie Ball. -*et Samson UHF. Matt 

Cameron. kit with 22" kick. 12. 

7 16" toms and snares by Keplinger. 

Zildjian. Yamaha and DW. 

Vic Firth. Remo. 

lf you've tuned in along the Sound-
garden trail, you know they've ventured 
from the early dirty sounds of Louder 
Than Love to the shinier tones of 
Superunknown, but the touring philoso-
phy has remained the same. On the 
Superunkncrwn tour it got a little tricky 
when they brought a real live Leslie cabinet 

I
f you really want to get down the brass 
tacks of the matter, consider this quote: 
"Ben's a real guy, he's got a real mes-

sage, it's real songwriting and he's playing 
real instruments." That comes from Bob 
Coke, who has been Ben Harper's sound-
man for the past two years. "The crux of 
his deal is really the intelligibility in it," he 
continues, "and a lot of our approach to 
sound has been to really respect his 
acoustic side." 

And so the key to the Ben Harper live 
sound has been to make Ben's message as 
accessible as possible to the folks who 
come and hear Harper and The Innocent 
Criminals. The players that surround 
Harper (Oliver Charles on drums, Juan 
Nelson on bass and percussionist Leon 
Mobley) are simply strong musicians who 
don't rely on effects or tricks to get their 
sound through. The stage floor sports a 
grand total of four effects pedals, which fits 
into the Harper philosophy. "To keep the 
music alive you have to give it space to 
breathe," he says. "You clutter it up and it 
doesn't have space to move and communi-
cate." 

After experimenting with a number of 

on the road to capture the guitar parts on 
"Black Hole Sun," and on the sweep 
through the States they've programmed 
some background vocal parts for the songs 
"Blow Up The Outside World" and "Boot 
Camp." 

Cameron sums it up this way: "Chris 
[Cornell] has started to delve into the 

different setups, the team has come up with 
a rig that Harper calls a good starting point. 
More than anything else—including the 
fact that Harper has a habit of singing any-
where from six inches away to right up 
against the microphone—it's his 
Weissenbom lap guitars that have per-
plexed the team. As Harper says with a 
laugh, " It gets a little complicated, and it so 
easily moves into that guitar geek category, 
which is all right, because I am professedly 
that." The solution has come in two install-
ments, the first being the placement of 

world of rack systems and programming 
different sounds for different songs." Then 
he starts to laugh a bit and finishes, " But 
Kim [Thayil] is still guitar cord into amp 
and Ben [Shepherd] and I just kinda dial in 
our own sounds and go for it." Truer 
words have never been spoken. 
—David Farinella 

Sunrise pickups in all of Harper's guitars, 
including the traveling Gibson acoustic 
(though that gets miked too). For the 
Weissenbom it's a perfect pickup, captur-
ing the resonance of the guitar top, the 
acoustic qualities generated by the air cir-
culating inside the soundhole, and the mag-
netic pulses of the strings. 

The second step in clinching the 
Harper sound has been his selection of 
amplifiers. After going through a number 
of heads, amps and assorted equipment, 
Harper has latched onto a Groove Tubes 
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You're about to 
enter 

a place where 
"1" has no 
meaning. 

You're about 
to encounter... 

DAIDDARIO 
D PACKS 

The place: a local music store. Time: today. The patrons of this store have just néticed sé9iething 
different— even strange — something they've never seen, and yet something they are all very fantibar with. 

What is causing this sensation? Just some simple boxes. They're called.D'Addario 3-D Packs: 
3 complete sets of either EXL110, EXL115, EXL120, EJ15, EJ16, or EJ17 Strings in a *single box. Some 
of the people are amazed at the savings. Some are elated at the 3 extra Makers. Points. All Are thrilled 
that new Corrosion Intercept packages keep the strings tarnish-free (even in the 4th aimension9f 
and that the reduced packaging will better preserve the planet. 

- What began as a normal morning at the local music store has 
changed the world. Just another average day...from D'Addario. 

. • 
atteloimerse.. 

The Player's Choice 
PO Box 290, Farmingdale, NY, 11735 • Home Page: http: //vvww.daddario.com • E- Mail: strings@daddario.com 



Ben Harper 
en Harp VW - Weissenborn 

Styles 0, _ ' Weissenborn 

Kona, Styles 1,2 J160E, 

at with Sunrie Picku Amplifiers: oove 

to onediun Oliver Charles. Yamaha 

S. r burst Custom Recording kit, including a 

1:!" Ro ,-kpta snare and a virtage Leedy 

Res..1 ance snare ment of 

Seians, and Zildnans. ticks. c Firth 

Carmine Appice. Juan Nelson. Da Stuart 

.Spector five-string. Grand 

• PriK: n NW 1204 power 

" Cabinet' R Goliath II 4x10, SWR 

Tubes Soul-0 175, Sunrise Sil Tube Preamp. 

Marshall JCIVI 1960 AV. , :7 , s ils, 

3oss AW-2 aL.to w-.,.. , 7.3 comp 

Jim Dunlop RrtoVi...- .*D'Addario light 

Goliath II 15". Boss 0C-2 octave 

D'Addario, rouidwound nediurr 

gauge. Leon Mobley. Remo 12' 

and 14" tubanos. Remo 14' djembe. Remo 

15" djembe, Reif.° 22" ijundjun Latin 

Percussion Cieneraton 2 3ees bong;:is with 

Remo heads, various shakers and tam-

bourines. Sabian 10" splash cym-

be. v c Firths. 

amp. "I feel Groove Tubes are making 
the best amps on the market today. 
They're just amazing," he says. And at 

G
lenn Danzig's guitar must be 
awfully happy to see him leave 
town. On the concert trail, the 

Danzig frontman concentrates on his 
singing, leaving the guitar work to new 
bandmate Tommy Victor. But in studio 
during the making of the latest Danzig 
album, Blackacidevil, the well-muscled 
bandleader treated his solid-body Gibson 
Les Paul with malice aforethought. 

"I like to take a guitar and bang it and 
make it scream," Danzig chuckles. "Make 
it feel like it's dying. That's what it's there 
for—to make noise. And whatever I have 
to do to get the sounds out of it, I'm gonna 
do. To my Les Paul's credit, it puts up with 
everything I do and just doesn't ever break. 
I've actually had past bandmembers walk 
out of the studio because I wasn't treating 
my guitar with respect. But with Tommy, 
not only is he a great player, he beats up his 
guitars even more than I do." 

Victor's assault is helping to recreate live 
the dark charge of the album, which sets 
such Danzig staples as blood, sex, and 
unholy reptiles against a newly tooled 
blend of fierce guitar and industrial clamor. 
That sonic blend began to turn up on 
1994's Danzig 4, but the singer says the 
sound is an older idea that's now receiving 
state-of-the-art execution. "The new stuff 
uses a lot of elements I was trying to use in 
the Misfits and Samhain—but the technol-
ogy's gotten better. We're light years ahead, 
and if you can think something up, you can 
find a way to make it work. On our last 

the end of it all he comments, " Lord 
knows it took me this long to get to 
where I am with it, man. It's taken me a 

two albums, the band has been really tree 
to play with its sound." 

And Danzig feels he's found a way to 
make that freedom work in concert. " It can 
be tough to mix live and programmed 

long time because you walk in with a 
Weissenborn and they just don't know 
what to do." —David Farinella 

sounds on stage, but 1 approach this differ-
ently than most people. A lot of perfomers 
use click tracks or play with headphones 
on, and to me it seems they're just kind of 
making it hard on themselves trying to 
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The PowerLight" Series from QSC Audio 

THESE 70,000 PEOPLE  

ONLY CARE ABOUT TONIGHT. 
When it comes w taking an act on the road, the 

bonds of trust are forged anew every night. Tonight's 
audience doesn't care that last 
night's show came off flawlessly. 
They simply trust that the show 
they have waited months to see will 
be an historic moment. The concert 
everyone talks about. The best show 
they will ever see. 

They have placed all of their trust 
in the artist and, in turn, the artist 
has placed their trust in you. 

For decades, QSC Audio has 
earned the trust of leading touring sound companies 
throughout the world. Today, Melissa Etheridge, 
ZZ Top, Brooks and Dunn, Bryan Adams, and Jimmy 
Buffett are a few of the artists who turn to touring 
companies powered by QSC Audio. They know that a 
company that powers its rig with QSC technology will 
never break the fragiie bond of trust. 

THE POWERLIGHTTe 4.0, WHICH DELIVERS 
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IMPROVEMENTS INCLUDING CLIP LIMITERS 
AND A DATA PORT CONNECTOR INTERFACE 
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COMPUTER OVER AN ETHERNET NETWORK 

Since its introduction, the revolutionary PowerLightTM 
Series of power amplifiers has become the new standard 

in performance and reliability 
for touring professionals worldwide. 
Our PowerWaveTM Switching 
Technology provides superb bass and 
transient response, exceptional low-
impedance performance, and superior 
efficiency compared to conventional 
amps. We have virtually eliminated 
AC noise (- 125 dB), as well as 
provided a multi-step linear output, 
also improving efficiency. 

And, we quietly rewrote history by engineering all of 

this in a two or three RU chassis that is 1/3 the weight of 
conventional amplifiers. 

We'd like to earn your trust. Call 1-800-854-4079 
and request further information on the Power-Light 
Series of amplifiers from QSC Audio. 

Trust the power of technology on your next tour. 

AUDIO 
QSC Audio Products, 1675 MacArthur Blvd., Costa Mesa, CA 92626 Tel 714/754-6175 Fax 714/754-6174 
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The Power of Technology is a ..radernark of CSC Audio Producs, Inc. "1.1SC", and the CSC ego, " Powerlighr, and " PowerWave" are reg.stered with the US. Pateit ano Trademark Office. 



redo what's on the record. My attitude is, 
just put the programming through the 
monitors like another instrument. You 
keep a live feel that way. It's like having one 
more musician onstage—although it's a 
musician who's unable to stop." 

As for the humans he leads, Danzig— 
who also played the lion's share of bass 
and keyboards on Blackacidevil—says his 
band pumps up his demonic visions in 
admirable fashion. "The songs don't 
change much live—they're just more 
intense and exciting. And a lot of that real-
ly comes from the people in front of us. 
When people are going crazy, and you 
know they can't get enough, it's a real pay-
off. With the new songs and the new line-

W
ilco's Jay Bennett has been 
slashed: The former guitarist is 
now a guitarist/keyboardist. 

Bennett joined Wilco after the release of 
1995's A.M., adding preternaturally tasty 
licks to the band's sublime country rock. 
But while in the studio for sessions that led 
to this year's masterfully moody Being 
There, Bennett was encouraged by Wilco 
frontman and songwriter Jeff Tweedy to 
experiment with keys. " I didn't ask to play 
keyboards," shrugs Bennett. " It just kind 
of happened." 

In fact, much of the music on this dou-
ble-disc sophomore effort was allowed to 
"just happen." The band wanted to experi-
ment with sounds and textures, so they left 
a lot of room for in-studio inspiration. 
"The bulk of the record is Jeff saying 
`Here's a song' and the band saying `Okay, 
let's go play it," says Bennett. "A lot of 
what helped us get varying vibes was 
avoiding cutting everything with two gui-
tars, bass, and drums: It was always guitar, 
some kind of keyboard, bass, and drums. I 
used two pianos, a [Hammond] B-3, a 
[Hohner] Clavinet, a Wurlitzer, a beat-to-
crap Rhodes—whatever felt right." 

To bring the feelings back around in 
concert, Bennett is still splitting his time 
between guitars and keyboards, though he 
and the band don't do note-for-note repli-
cations of what's on record. "We might not 
play particular parts, but there will be 

Danzig 
lenn Danzig. Usually Shure 

SM58s. Tommy Victor. 

Fernandes H   Dean 

Markley. .010-.052: unlop. 

Mesa/Boogie head and 4x12 cabinet. 

Behnnger Intelligate. ocktron Intellifex, Vox 

wah pedal. Naay 950GS. 

Josh Lazio Ibanez TR30C. 

Dean Markley, .045-.105. Dunl 

two Ampeg SVT heads, two Anopeg 8x10 

cabinets. dbx 160x compressor. ProCo 

Rat. Dunlop fuzz wah. 

950GS wireless syste 

Nady 

Ono. 

Tama Artstar Custom-24" kick. 13" 

rack. 16" floor tom. 18" floor tom. 14' snare. 

14" Ludwig Black Beauty snare. 

Paiste-14- hi-hats, 18" heavy china. 19" 

power crash, 20" power crash, 22- power ride. 

a hardware. Tama Iron Cobra pedals. 

He 

lectrott 

Remo. Calato Regal Tip 7000. 

ddrum3, Tascarn DA-88 recorder. 

up, people are not only really shocked by 
the music, they really like it. That's very 
cool." 

Can the dark sounds ever shock 

something there to cover the vibe. On a 
tune that had piano and organ, maybe I'll 
play piano and pedal steel will fill in for 
organ. Actually, I don't think we could 
really play exact parts even if we wanted to; 
it's more about filling a certain space with a 
certain feel. We talk a lot about getting the 
right tempo, about which sections should 

Danzig himself? "My music makes me 
happy," he says with a laugh. "But the fact 
that I'm still here—that's shocking." 
—Chuck CrIsandil 

be shorter or longer live, and we work a lot 
on the sequence of songs in a set. All those 
things are higher priorities than playing 
parts." 

Bennett's double role in the band means 
that he is almost constantly in motion dur-
ing concerts. "Physically it's hard to go 
from instrument to instrument because 
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Wilco 

égy Bennett. 1969 Gibson SG, 

9 1 Fender Telecaster (dropped D). 

Gibson Mercury 15x10." 

Vox AC-30 w/ top boost. : Ibanez Tube 

Screamer, MXR Blue Box, Ernie Ball volume 

pedal, Roland Space Echo, A/B box. 

D'Addario .010s. Plus " a shifting cast of 

portable keyboards." Jeff Tweedy. 

1995 Gibson Vintage-Al, 1953 Gibson 145, 

1958 Gretsch Chet Atkins w/ Bigsby, 1966 

Epiphone Casino. 1995 Hamer Daytona 

(dropped D). Ludwig " Bellevue" 4-string. 

Vox AC-30, Fender Vibrolux. 

Acoustic guitars run to a Countryman D.I. 

Morley A/B/C switch box, Diaz 

Tremodillo, MXR distortion, Experience pedal. 

D'Addano. John Stirratt. 1971 

Fender Precision. Ampeg SVT 

head or Hartke Model 7000 through Ampeg SVT 

(8"x10") cabinet. D'Addano, medium 

gauge. Bob Egan.' 1929 National 

Triolian custom fitted w/ two pickups through 

Fishman preamp & DI box, 1954 Rickenbacker 

lap slide. Zane Beck 12-string tuned to E9, run 

through DOD analog delay. Tech 21 SansAmp, 

Boss EQ. & Fender Reverb. 

Peavey Stereo Chorus 400. loaded w/ old EV 

12" speakers. Ken Coomer blue 

sparkle Fibes (26" kick drum, 16" & 14" floor 

toms, 12" rack tom), Pearl snare. 

Paiste (22" ride, 20" splash. 17" crash, hi-

hats). Remo. 

piano and guitar require different hand 
muscles, and if I play more than three or 
four songs on one or the other I start to feel 
like I have mittens. It's better for me to 
switch every couple of tunes. Technically, 
it's one more thing to go wrong, one more 
thing to stay focused on. I wasn't looking 
forward to it, and it took a while to get used 

N
ot to knock the amped-up mix of 
rock, reggae, rap, punk, and funk 
that Nebraska-bred 311 have 

committed to disc on their three full-length 
releases, but they seem to be one of those 
bands that listeners don't really "get" until 
they see one of the band's frenetic, fully 
charged live shows. 

"I agree," says Nick Hexum, who 
sings, plays guitar, and writes much of the 
material for the group. "Our sound is pret-
ty different when we take it out there. We 
deliver the songs with more force, and 
there's a heavier groove and a power that 
you can't really appreciate until you see us 
play. We do have 'album fans,' but the most 
important thing to us has always been the 
[live] playing. We're not going to be media 
manipulators, or fashion kings, or this 
week's bunch of bad boys. What we want 
to do is play the music." 

311 bring their wickedly tight arrange-
ments to life with what looks like reckless 
abandon onstage, but Hexum says that the 
players never let showmanship get ahead 
of musicianship. "We make a conscious 
effort not to get too worked up before we 
get onstage. We don't want to be so 
pumped that we can't control the music. 
It's better to grow the groove and let it 

to, but now I'm enjoying it; I get to sit 
down every couple of songs. That's not 
such a bad deal." 

When things do go wrong onstage, 
Bennett takes it in stride. "We've had three 
keyboard disasters in the last swing of our 
tour—meltdowns and jammed pitch 
shifters that meant I had to do some instant 

L-R: Nickilexum and SA Martinez 

transposing. But you can't panic. I think it's 
funny; it adds to the circus environment. 
Nothing ruins a show like watching a play-
er yell at his tech or his band or at the mon-
itor guy. You're out there playing music. 
Have fun no matter what happens; that's 
what people will react to." —Chuck 
Crisafulll 
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311 
kik MINIM Guild Mark 

hattan and Songbird, Fender Strat. 

Rocktron Velocity 

250 power amp through- Rocktron S112 ard 

SE112 cab nets. Rocktron Replifes, 

Intehiifes. and Voodoo ealve. Erne 

Ball RFS .010s. Dunlop. Nord lead 

keyi ,oard with Macintosh Power Mac 850/ 

Tim Mahoney. Paul Reed Smith 

Santana and Standard Mahogany. 

Mesa/Boogie Tri-Axis Preamp, 

Strategy 500 power amp. and 4x12 Meat 

Rectifier cabinets witt- 30-watt Celestioras 

Pocktron Replifex and Intellifex, 

Eme Ball volume pedal, Boss SE-70 effects 

processor 0C-2 Octaver. & T-Wah dynamic 

filter, Digital Muse Cora ground control und 

Ernie Ball RPS .010s. 

Dunloo. P-Nut. Warwick five-string. 

SAIR 3NI 900 bass amo 

head, Big Ben 18' weaker cabinets, and 

Go lath I 4x1C bass speaker cabinets. 

GHS (custom set: .040_060..080, 

.100„ . 130). Chad Saxton. Orange 

County 6-ply maple ki (18"x22" bass dr_an. 

6-x12" maple snare. 4-1/2"x14" free float-

ing spare. 7"x8' torr, 8"x10" tom. 9"x12" 

torn, 14)(16" tom. 16x18" floor tong). 

Zildjian (14- hi-hats. 20" K crash, 

10" splash, "20" prte-aged drylight ride K, 

20" Cushom Lite nde(used as crash). 13" K 

Custom Dark crash, 22" Brilliant mediLm 

ride). Azuka Latin multerash with rivets. 

Remo ('om tops: clear Emperor, tam 

bottoms.' clear Ambassador, bass drum ta-

ter: coated Power Stroke, bass drum from 

black Power Stroke, maw snare: FalarlE; 

afde srare: coated Emperor). Vt 

Firm (3A). Pearl. SA 

Martinez:.Shure wîreless mics. Tecinics 

t Jrrtables. 

blossom over time and then give yourself 
over to that, rather than run out onstage 
and immediately spazz out. You have to 
give the audience something to look for-
ward to." 

With guitarist Tim Mahoney handling 
solos and lead lines, and bassist P-Nut and 
drummer Chad Sexton laying down the 
meat of the grooves (on a Warwick fivt 
string and an eight-piece Orange County 
kit, respectively), it's up to SA Martinez's 

turntables and Hexum's guitar to thicken 
the band's sound with layers of rhythm and 
sonic texture. 

"Tim finds a guitar tone and sticks with 
it," Hexum explains. " I end up playing 
with a lot more effects. I'll go from a rotary 
on one song to a guitar synth the next to a 
T-Wah on the next. I really enjoy playing 
with sound, and I'm making a concerted 
effort to get my technique up to match the 
sound-making ability of my gear. Equip-
ment can do so much and we want to take 
full advantage of that." 

The sounds of 311 are undeniably 
aggressive, but Hexum is quick to warn lis-
teners not to mistake energy for angst. 
"Some people confuse angry-sounding 
stuff with anger, and a lot of bands will 
couple certain emotions with their sound 
to try and get a certain level of energy. But 
we wouldn't sacrifice personal happiness to 
make the music sound emotional, and I 
don't believe you have to be pissed to rock 
really hard these days. Energy and emotion 
can come from anywhere—not just from 

negative experiences. It's a misconception 
that to be a musician you must have a tor-
tured soul. Our stuff may sound aggres-
sive, but we're not letting off anger—we're 
jumping for joy." 
—Chuck Crisafulli 

COMING NEXT MONTH 

• 
The Artist Formerly Known As Prince 
On the wings of his triple-disc triumph 
Emancipation, the Lord of Paisley Park 

reflects on what it means to be creative, 
and explains why there's no such thing a 
bad song, in this exclusive interview. 

• 
Live 

Can the pride of York, Pennsylvania, fol-
low up the phenomenal success of 

Throwing Copper? Ed Kowalczyk and his 
bandmates ponder the dynamics of rock 
band performance and the weight of com-

mercial pressure as their new album, 
Secret Samadhi, hits the street. 

danny elfman 
MUSIC FOR A DARKENED THEATRE 

FILM & TELEVISION MUSIC 

'-h 14////' 

MUSICIAN MARCH 1997 53 



Co 
A Musician's G 
in the Era of 

erhaps the most exhilarating scene in Tom Hanks' 
That Thing You Do! is the moment the Wonders 
first hear their song on the radio. The group liter-
ally dances through the main street of their small 
hometown, waving their transistors aloft in 

astonishment that the local station is actually playing 
their record. The time was 1964, and AM radio was 
king, presided over by wacky, echo-voiced DJs who 
played hits, from "Can't Buy Me Love" and "Do Wah 
Diddy" to " Hello, Dolly" and "Everybody Loves 

Somebody." The FM band, though capable of static-
free broadcasts, was largely used for jazz, classical 
and dentist office wallpaper music—but change was 

in the air. That same year, to put a freeze on the over-
crowded AM band, the FCC ruled that all FM sta-
tions in cities of more than 100,000 had to give at 
least half their airtime to original programming. 

de to Exposure 
dcast Mergers 
Mansion On the Hill, Fred Goodman's book about the 
transformation of the rock counterculture into an 
amoral multi-billion-dollar worldwide business, tells 
the story of how in 1968, Boston Tea Party concert 
promoter and Phoenix publisher Ray Riepen leased 
seven hours of airtime a day from the nearly bankrupt 
50,000-watt FM station WBCN—whose major source 
of income was early-morning religious program-
ming—to play "album cuts." Less than three years 

later, he sold his interest in the station for $220,000. • 
"That's how FM started," recalls ex-Mercury promo-
tion exec Jim Sotet, who was a DJ at Detroit's leg-
endary progressive station WABX in the early 
Seventies. "You could buy an hour's time for next to 
nothing to play your Quicksilver Messenger Service 

albums and talk about revolution." • " I grew up 
under the spell of WABX," says producer and erst-

BY ROY TRAKIN•ILLUSTRATION BY RUSSELL JONES 

54 MARCH 1997 MUSICIAN 



eristvep 
etemi. 



while Was (Not Was) brother David Was. 
"It was one of those hybrid formats that 
has no place in today's mass market, the 

freest-form FM'er of them all. Each disc 
jockey's time slot was his own, and you 
might hear anything. That was when 
underground meant something, not just 
people consciously trying to be under-
ground like Eddie Vedder." 

That eclectic mix—as Sotet put it, 
"not only Led Zeppelin but the people 
they stole from"—certainly influenced 

the twisted punk/funk/disco/metal/ 
soul/R&B music Was chose to play 
with his partner Don and as pro-
ducer for such disparate artists 
as Rickie Lee Jones and MC5 
guitarist Wayne Kramer. 

Progressive radio encouraged 
artists to break through the 
three-minute verse-chorus-
verse outline of Top Forty 
radio in favor of a more linear, 
progressive, non-melodic sound. 

Jump cut thirty years into the 
future to 1997. AM radio, according to 

Sotet, is now "angry white guys second-
guessing the quarterback or whining to 
Rush about the liberals." FM is now 
where the action is, though it has splin-
tered into dozens of fragmented rota-

tions spread among the pop offshoots of 
the day, from modern rock to adult alter-

native to hot adult to urban to churban to 
dance to mainstream rock to active rock 
to classic rock. 

With the U.S. radio advertising pie 
approaching $12.5 billion—more than 
domestic box office receipts or record 
sales—some major money players have 

emerged, especially since the passage of 
the Telecommunications Act of 1996, a 
deregulatory law overturning the previ-
ous limits on the number of stations a 

company could own in a single market 
and overall. Just five years ago operators 
were allowed to own no more than 24 

U.S. stations and no more than two AM 
and two FM stations per market, a limit 

imposed by the FCC to guarantee diver-
sity. 

Major companies like CBS Radio— 
which just merged in a $3.9 billion stock 
deal with Infinity to form a conglomerate 
boasting 79 stations in seventeen markets 

(including WBCN) with yearly earnings 

that will top $ 1 billion—are stockpiling 
up to six stations in each major market, 

severely limiting much of the competi-
tion as well as the traditional mom-and-

pop operator. Other companies who 
have been gobbling up stations like Pac 
Men include Jacor, Evergreen, American 
Radio Systems, ABC/Disney, 

Chancellor, SFX, Clear Channel, Emmis, 
and Susquehanna. Prices for stations are 

soaring; those that once sold for between 
eight and eleven times their cash flow are 

HA 11 ARENA TO 
THE RADIO If THEY WANTED 
TO REACH AN AIIIIENCE 
1110AI THERE'S A [ If 

MORE CHOICE. 
being sold now for between eighteen 
and twenty times. 

"It's changed the face of the indus-
try," says veteran radio man Scott 

Wright, who under his nom de broad-
casting Shadow Steele was operations 
manager at Z100 N.Y., PD at B97 New 
Orleans, and VP programming for EZ 

Communications. "This used to be a 
very programming-driven business: 

young guys with their shirtsleeves 
rolled up who were passionate and 

aggressive about the business of run-
ning radio stations. Now it's more of a 
business of bankers and investment 
types. The emphasis is less on creative 

programming and more on the bottom 

The Price of Freedom 

1
 f course, in an environment where the 
emphasis is on selling product, the 
songs themselves can't be allowed to 

get in the way of the message. You can't 
have Sheryl Crow slamming Wal-Mart 
for stocking guns if you want to attract 
the retailer's ad dollars. And as we've 

seen in other branches of American 
industry, from supermarkets to enter-
tainment companies, when too much 

power is invested in a single entity, a 
chilling effect tends to descend on cre-

ative freedom. 
Robert F. X. Sillerman's compa-

ny SFX controls eighty stations in 
23 markets and bills $258 million 
a year to rank seventh among 
broadcast groups. As executive 
chairman, he disagrees that con-
solidation limits artistic freedom. 

"In a market where there may 
have been two stations competing 

for the modern rock audience, if you 
now own both of them, instead of com-
peting, you can have them complement 
one another," he says. "Or you have a 
full signal to do something that might be 
more intriguing or experimental." 

"People are concerned consolidation 
is going to create fewer programming 
choices," says Norm Pattiz, chairman of 
Westwood One Companies and a refugee 
from the station ownership business 
since he sold 25 percent of his company, 

which now produces syndicated radio 

programming, to Infinity several years 
ago. "I don't see that at all. It's the mar-
ketplace, the listeners, which will deter-

mine what gets programmed. By com-
bining ownership, you cut the cost of 

operations, maybe eliminate some gener-
al managers, merge a few sales depart-

ments. But you can't cut back on the 
variety of formats as long as an audience 

exists for the format in that market." 
Not everyone is so sanguine about the 

effects of these mergers. Mike Morrison, 

program director for L.A.'s Triple A out-
let KSCA, is feeling the heat from the sta-
tion's yet-to-be-consummated sale by 
Gene Autry's Golden West Broadcasting 
to Heftel, already the owner of two high-
ly successful Spanish language stations in 
Los Angeles, including the Arbitron-
leading KLVE. Two years ago manage-
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ment convinced the old cowboy to wait 
until he got an unheard-of bid of $60 mil-
lion for the station, the last of his once-
extensive broadcast holdings. Now 
Autry is negotiating for what is believed 
to be upwards of $ 110 million for KSCA, 
a price that Morrison laments will never 
support the station's demographic-rich 
but Arbitron ratings-poor Adult 
Alternative format. 

"They're going to have a lot of pres-
sure to get ratings for a return on their 
investment," says Morrison, who esti-
mates the $800,000 a month the new 
owner will have to pay as interest on 
their loan is equal to the station's billing 
right now—and that's operating expens-
es. " I guess that will lead to a format 
change. The thing is, there are examples 
of this format working in other major 
markets around the country because 
ownership has a commitment to doing 
well. We have a higher percentage of lis-
teners with a salary of $100,000 or more 
than any other station in this market. But 
this is a format that has to be handled 
with care and patience. 

"Are there any quick fixes in the radio 
business? I'm not sure there are right 
now, though I guess going Spanish in 
L.A. is going to look like one," he con-
cludes ruefully. 

The Meaning for 
Musicians 

1
 oes this mean that all those angst-rid-
den folkie singer/songwriters should 
toss their acoustic guitars and get 

down with some banda? Not necessarily. 
In fact, Morrison wants to put those 
broadcast mergers to work for his for-
mat. 

"Triple-A could be the perfect com-
plement to a second alternative or classic 
rock station in your market that's gener-
ating strong 18-to-24 numbers," he offers 
hopefully. " If the same company owned 
both stations, it might be a good idea to 
skew the second to an older demo." 
Morrison admits he looks at the next few 
weeks while waiting for the sale to go 
through as " an audition to find a good 
home." 

If radio consolidation doesn't affect 
the kind of music being played on the 
radio, it may well limit who's doing the 

playing—according to which musicians 
play the game. " It used to be you had to 
call two hundred guys to get your 
records played," recounts Shadow. 
"Now you call forty or fifty gatekeep-
ers." 

"Today's winning strategy is tomor-
row's dinosaur," says Steve Gottlieb, 
founder of TVT, the label which 
launched Nine Inch Nails. "As stations 
become more centralized and less 
responsive, it's a danger to everyone. 
Whenever there's a concentration of 
decision-making power, getting things 
started becomes that much more diffi-
cult. The creative end of the business 
remains something that the small inde-
pendent operator is best at: identifying 
and nurturing talent. Big organizations 
lead to a corporate culture which, though 
it does have virtues, produces a group 
point of view—which by definition does-
n't lead to the variety the vital indepen-
dent community produces." 

"It's not easy to get independent 
product on commercial radio in the best 
of times," admits KSCA PD Morrison. 
"And it's not going to get any easier." 

"If I were a musician," says Sotet, " I'd 
stay as far away from radio as I could. 
Kids don't hear about music on the radio 
anymore. They read about it in fanzines 
or on the Internet." 

The broadcast mergermania is not just 
moving vertically to other radio stations, 
but horizontally as well to complemen-
tary acquisitions. The latest move, in the 
tradition of Boston's Riepen controlling 
both the booking of the local rock venue 
and the rock radio station, is SFX's recent 
purchase of the East Coast promotion 
company Delsener/Slater, which has vet-
eran rival promoter/manager/label chief 
John Scher of Metropolitan 
Entertainment more than a bit con-
cerned. 

"What wasn't quite a level playing 
field to start with becomes even more 
unbalanced for concert promoters," 
complains Scher, who blames SFX's 
move on the proliferation of "pseudo-
benefit, acoustic Xmas"-type radio con-
cert promotions which have become 
"six-figure profit centers" because the 
acts play for below their regular fee. 
"There's always the implied threat that 

Visit your local Rafle dealer so 
California 
Covina - Guitar Center 
El Cerrito - Guitar Center 
Fountain Valley - Guitar Center 
Garden Grove - Pro Sound & Stage Lightin. 
Glendale - Astro Audio Video Lighting 
Hollywood - Guitar Center 
Oakland - Leo's Professional Audio 
Pleasant Hill - Guitar Center 
San Diego - Professional Sound & Music - 

Guitar Center 
San Francisco - Guitar Center - K & K Musi 
San Jose - Guitar Center 
San Rafael - Bananas At Large 
Sherman Oaks - Guitar Center 

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

Florida 
Clearwater - Thoroughbred Music 
Fort Lauderdale - Ace Music Center 
Margate - Sam Ash Music 
Miami - Guitar Center 

Georgia 
Atlanta - Rhythm City 

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

Indiana 
Fort Wayne - Sweetwater Sound 
Indianapolis - IRC Audio 
South Bend - Woodwind And Brasswind 

Massachusetts 
Boston - Guitar Center 
Danvers - Guitar Center 

Maryland • 
Towson - Gordon Miller Music 
Wheaton - Washington Music Center 

Michigan 
Ann Arbor- Al Nalli Music 
Flint - Bogner Sound & Music 
Waterford - Disc Jockey Supply 

North Carolina 
Charlotte - Reliable Music 

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

New York 
Brooklyn - Sam Ash Music 
Carle Place - Sam Ash Music 
Forest Hills - Sam Ash Music 
Huntington Station - Sam Ash Music 
Middletown - Alto Music Of Orange County 
New York City - Canal Hi Fi - Sam Ash Mus 
White Plains - Sam Ash Music 

Ohio 
Cincinnati - ICB Audio 

Oregon 
Portland - Brownell Sound - Portland Music 

Pennsylvania 
Blawnox - BB&H/Pianos N Stuff 

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

Virginia 
Roanoake - Lee Hartman & Sons 

Washington 
Lynnwood - Morgan Sound 

Wisconsin 
Kenosha - Music Center 
Middleton - Full Compass Systems 
West Allis - Uncle Bob's Music Center 
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—(technology 
ing an AES-EBU output from its 3-pin XLR con-

nector. The price is still to be determined, but 

the company says it will " certainly" be well over 

$1,000, so start saving those pennies now. 

The rest of us will have to stay content with 

analog mics, but there's lots of great 

new ones out there, including 

AKG's low-cost Emotion series 

of dynamics ($90 for the car-

dioid version, $99 for the 

hypercardioid version). Shure's 

new Microflex line (which 

includes lavalier, overhead, -Ion bog 
boundary, and gooseneck models— 

prices TBA), and Samson's QV and QE 

headset mics (both prices TBA; the latter is 

waterproofed so it can be used in high-humidi-

ty environments, such as aerobics workouts or 

glasses of seltzer). 

Almost everyone seems to love that great 

Lexicon reverb, and the company's new MPX-1 

includes not one but two discrete processors— 

one for the revert), and the other for 

additional effects—all in a single-
• 

rack space unit for just $1299. 

Drummers will welcome • 

Yamaha's REV500 (priced, 

appropriately, at $500), which is 

the first signal processor I've ever Ai 
seen that includes two sound 

sources for patch-auditioning purposes 1?' HZ 

bines a crossover network with compression, 

limiting, delay, and parametric equalization, all 

under the control of Windows software. 

Speaking of live sound. JBL raised a lot of 

eyebrows (and moved a lot of air) with the 

debut of their HLA Series large touring 

sound system, while Peavey coun-

tered with their DTH Series sys-

tem. Sabine showed their SDA 

Series digital delays for 

acoustic alignment of speaker 

installations, as well as their sin-

gle-channel FBX-Solo 620 and 

T HIM dual-channel FBX-2020, both of 

which provide automatic feedback exter-

mination (squeal no more, brother!). 

Community introduced the new PC300 Series 

of medium-format pattern control horns. And 

there were lots of new power amplifier an-

nouncements as well, including additions to 

QSC's PowerLight Series and Peavey's new CS 

Series, which features modular input and out-

s • • 

HIGH 

(snare drum and cross-stick samples)—it's 

even got a demo built in! Home studio owners 

on a budget will want to check out TL Audio's 

moderately priced ($795 each) Crimson 

Series, which includes mic preamp, equalizer, 

compressor, and power amplifier models. 

Singers will go nuts over DigiTech's Vocalist 

Workstation, which boasts a unique "Gender-

Bender" mode for applying male or 

female tonalities to harmonies as 

well as providing extensive pitch 

correction capabilities. 

Guitarists will dig the DigiTech 

2112, which combines a tube 

guitar preamp with digital multi-

effects. Broadcasters will want to 

tune into TC Electronics DBMAX Digital Ilutz of their WaveLab audio editor, including a 

• 

411 
LOW 

•111 

put hardware. 

A welcome new trend, perhaps 

initiated by Mackie's summer 

NAMM announcement of their 

HR824 active studio monitors 

($1498 per pair), are the new 

affordable self-powered monitor 

systems. KRK unveiled their Exposé 

series of biamplified monitors ( price TBA), 

and Geneiec showed their 1029A active 

nearfield monitor, which has a list price of just 

$535 per speaker. If you like to rattle the 

floors, you can augment a pair of 1029A mon-

itors with Genelec's 1091A subwoofer for an 

additional $680. 

On the software front, Opcode announced 

Studio Vision Pro 3.5, which can directly read 

• and write QuickTime audio and music 

files. Waves unveiled their Native 

Power Pack, a suite of plug-in 

tools for various Mac and 

Windows products, as well as 

TracPac, described as a " no-

loss" audio compression applica-

tion. Steinberg showed new versions 

Broadcast Maximizer (price TBA), which uses 

circuitry adopted from their tremendously pop-

ular Finalizer (our Dec. '96 Editor's Pick). And 

live sound contractors found their little corner 

of heaven in the Rane booth, where they had a 

chance to play with the RPM 26, which com-

way cool plug-in called the Grungealizer, which 

actually adds noise and distortion—it even 

includes a " year" dial that lets you hear music 

as it would have been recorded in, say, 1956! 

Digidesign sponsored a slew of third-party 

TDM plug-in suppliers, including dbx (demoing 

the DC66 compressor, whch includes emula-

fion of their OverEasy circuitry), Drawmer 

(showing a frequency-sensitive limiter/com-

pressor plug-in), Dolby (a SurroundTolls AC-3 

encoder/decoder), Wave Mechanics (Pure-

Pitch, a formant-corrected pitch shifter), Liquid 

Audio (a TDM plug-in version of their Liquifier 

software, which allows the user to preview 

audio at simulations of various modem speeds 

before publishing the results directly to a Web 

server), Qsound (QX/TDM stereo soundfield 

expander), Intelligent Devices (IQ, an " intelli-

gent" equalizer), Waves (PS22-Stereomaker). 

Spatializer (PT-3D), AnTares (AutoTune pitch 

shifter), and Cedar Audio (DeClicker TDM). Will 

this trend ever completely negate the need for 

hardware signal processors? Only time will tell. 

A hot topic in the " miscellaneous" category 

is balanced power; the use of highly shielded 

power supplies is said to be able to drastically 

reduce noise in the studio environment. A new 

company called Equieech were debuting their 

various balanced power systems, with prices 

ranging from $1389 to more than $3000, 

depending on amperage required. In a similar 

vein, Furman were showing their IT-1220 

transformer, as well as their new PlugLock, a 

terrific $58 product—it's an AC power strip 

that provides adjustable clamps for " wall-

wart" power supplies. Another great new 

idea came from Signal Transport, who 

showed their line of Swing Racks—hinged 

frames for patch bays that make rear-panel 

access a breeze. The company also markets 

a line of Project Patch kits, which bundle 

patch bays with connecting cables for various 

mixers and recorders. 

Speaking of recorders, Panasonic intro-

duced their SV-3800 DAT recorder ( price 

TBA), which uses new 20-bit DACs, and Sony 

debuted their StorStation tape drive (price 

TBA), which holds 1 gig of uncompressed 

data or 2 gig of compressed data, so you can 

archive your audio easily. E-mu Systems 

unveiled their E4K Turbo sampler, which pro-

vides 128 voices as opposed to 64 ($5195), 

and announced that they will be distributing 

KAT percussion controllers. Last but not 

least, there were several new surround-

sound products, including Otari's PicMix 

($5000), which adds surround sound capa-

bilities to any mixer; AKG's K290 surround 

headphones ( price TBA), and Aureal's 

DirectSound 3D accelerator chipset. (s) 
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SAPX 1 Multipir Processor FX 

Pitch Programs 
Uocll Tools 

IvIlulti-FX That WcvrIK. 
The 1A/Ty Ye:but Expect 

A .. t the hea-t of the new MPX j is 

Lexicon's Multiple Processor FX technology 

featuring two independent microprocessors 

- the proprietary Lexichip for the world's 

best reverb and a separate DSP chip for 

additional effects. Unlike other multi-effects 

processors, there's never a sonic compro-

mise in reverb programs with the MPX 1, 

even in the most complex multi-effects 

programs. But that's just the beginning. 

Expect the convenience of multi- effects 

with the performance of individual effects 

processors. Effect Blocks include Pitch, 

Chorus, EC1, Delay, Modulation and Revert, 

allowing you to configure up to five simulta-

neous stereo effects with total flexibility. 

Access the MPX g's potent architecture 

through a uniquely engineered "interactive 

deeeS ç,G10 

• 

1/4" 

— Balanced I/O with both  

S/PDIF Digital I/O. 

Front Panel" interface that literally guides 

you through any operation. Graphic displays 

make effect ordering and routing flexible 

and straightforward with the simple "drag-

and-drop" approach employed in Lexicon's 

unique design. 

Expect the flexibility to organize your 

programs easily with Library Sort. Search 

and Show, a powerful database function to 

help you get the right program fast. And with 

Heard In ALL The Right Placea 

comprehensive connectivity via balanced 

XLR's, 1/4 inch analog, digital (S/PDIF) 

connectors and full MIDI functionality, you 

can configure your MPX g the way you like. 

With the MPX 1, even the most complex 

tasks are accomplished as quickly as you can 

imagine them — like pushbutton access to 

individual effect bypass, mix and level 

controls, a "press and hold" Help system, 

and soft parameters for easy fine tuning of 

any program. 

Expect a wealth of factory programs (zoo 

of them) and 56 effects exquisitely crafted 

for world class production. The professional 

features and stunning sonic performance of 

the MPX u are designed for the recording and 

live sound engineer - as well as the musician 

and performer. 

Check out the MPX g at your authorized 

Lexicon dealer. It's a new creative standard in 

multi-fx — and everything you expect. 

Tel: 6171736-0300 Fan: 617/891-0340 E- Mail: 71333.434@compuserye.com 

H A Harman International Company 
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CHOOSE YOUR GEAR AS IF YOUR 
CAREER DEPENDS ON IT... IT DOES. 
Smooth, flat frequency response and high power handling are the keys to 
great sound. McCauley's field proven loudspeaker technology finally 
puts professional sound within your reach... 

STAGEARRAYTm SPEAKER TECHNOLOGY 
McCauley StageArrayt'speaker technology integrates our super durable cone 
structures, heat dispersing inwound voice coils, massive magnet assemblies 
and other premium features found only in truly professional designs, resulting 
in enormous power handling (1800 watts and up!) and an optimized 
voicing specifically aligned for live performance. Internal crossover networks 
use state of the art phase correcting and impedance leveling circuity so you 
always get great sound, YOUR sound, the first time, every time. 

So what does StageArrae speaker technology mean for you? One full 
throttle, 132db+, virtually indestructible, big or can of whoop-ass, 
competition crushin', monster RA. We know. We've been loading our 
StageArrayt"' technology into world class touring rigs for nearly 20 years. 

Break away from the pack. Get down to your local authorized 
ey dealer for an `All Ears" demo or give us a call for more information. 



g techni s ues 

Honing Your 

MICR 
W

eve all heard the saying, 
"Garbage in, garbage out." 

The guy who coined that 

phrase must've been talking 

about microphones. The microphone is the 

very start of the recording chain, so which one 

you use and where you point it will largely deter-

mine just how good—or bad—your finished 

recording project will sound. But 

unless you understand what 

makes your mics tick, you'll be 

shooting in the dark on your hunt for 

killer-sounding tracks. 

Why are small diaphragm con-

denser mics often the best 

choice on plucked instruments 

and drum overheads? How can 

switching a mic's polar pattern reduce 

vocal popping? How can you warm up a 

vocal track by changing the mic place-

ment? Why will a large diaphragm con-

denser usually give you a less glassy 

sound on a guitar cabinet than its 

small diaphragm cousin would? The 

answers to such questions are no-brainers once you under-

stand the commonly held properties of specific types of 

microphones. 

Transient Response 

T
ransients are essentially the short-lived frequency 

components that make up the attack portion of a 

sound. In other words, they are the pluck in a guitar 

string before the ensuing sustained tone, and the crack in a 

snare drum hit before the shell rings. Transients are com-

prised of mostly very high frequencies; that is, short wave-

lengths, here and gone in a fraction of a sec-

ond. A microphone's diaphragm must react II› 

quickly if it is to capture these transients. Audio-
The lighter the diaphragm, the quicker it will Tochnica's 

\...react, capturing more cr sp detail. On the AT 4050 

eeeP- - HON E 
other hand, transients are largely over and done 

with by the time a heavy diaphragm builds uo 

enough inertia to move. 

The mass of a condenser mic's diaphragm is 

only about one thousandth that of a dynamic 

mic's, which is why condensers generally offer 

far greater transient response and a more 

extended high-frequency response 

compared to dynamic mics. " Small 

diaphragm" condensers capture the 

most detail of all, as their dia-

phragms—roughly 1/2 inch or less in 

diameter—are even lighter than the 1-

inch-diameter diaphragms typical-

ly found in " large diaphragm" 

condensers. A large diaphragm 

must also be tensioned tighter to 

prevent its center from sagging 

against the capsule's backplate and 

self-destructing; this rigidity makes 

a large diaphragm respond less 

readily to sound pressure than a 

looser small diaphragm does. 

The small diaphragm condenser 

mic's superior transient response makes it 

an 

What 

Ito 
use 
and 
where 
to 
stick 
it 

excellent choice for recording plucked 

and strummed stringed instruments 

(acoustic guitar, mandolin, banjo, 

etc.), hand percussion instruments 

(shakers, tambourine, congas), 

cymbals and even snare drum. 

If you want a slightly softer 

and warmer sound with just 

a little less detail, USE a 

large diaphragm con-

denser. If a drummer's 

technique is sloppy, 

however, you'd better 

put a dynamic mic on 

the snare drum—dynam-}  
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ics are less expensive and far more likely to 

survive a misplaced whack of a drumstick. 

The tradeoff is that their transient response 

is usually quite poor. 

The next time you're recording electric 

guitar with a dynamic mic, think of transient 

response. If tweaking the EQ in the upper 

mids and highs is only making your axe 

sound thin and bright, yet it still doesn't have 

enough edge, try using a condenser mic to 

bring out the detail of the pick hitting the 

string. A small diaphragm condenser will 

often capture too much detail and end up 

sounding too glassy; a large diaphragm mic 

will usually give you the perfect blend of 

detail and warmth. 

Dynamic mics offer lower " sensitivity" 

(output level) than condensers, which is ben-

eficial when trying to mike a loud drum kit 

without overloading a mixer or recorder oper-

ating at semi-pro, -10 dBV lev-

els. (+4 dBV systems 

offer far greater 

headroom.) The - 

Sennhelser 

MD421 car-

dioid dynamic 

mic has long 

been an industry 

standard for miking 

toms. Sennheiser intro-

duced an improved version, the 

MD421 II ($485 list), at November's 

AES Convention in L.A. 

The preamp electronics that reside inside 

all condenser mics give them a robust out-

put, allowing you to keep the noisy mic pre-

amp on a cheap mixer turned down for a quieter 

(less hissy) recording of delicate instruments. 

All other things being equal, large diaphragm 

designs are inherently less noisy than small 

diaphragm ones. 

Reduce the Bleeding 

A
mic's polar pattern indicates how 

well it picks up sound arriving at var-

ious angles to the mic. You've prob-

ably seen polar patterns represented as cir-

cular graphs on spec sheets. To review 

briefly, an omnidirectional mic (or " omni" for 

short) picks up sound equally from all sides 

of the mic in a 360° sphere; i.e., in front of, 

behind, to either side of, above, and below 

the mic. A cardioid pattern, so-called 
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because of its heart-shaped graph, picks up 

the least amount of sound from its rear (i.e., 

at 180° "off-axis" from the front of the mic). 

It is said to be more "directional" than an 

omni mic because it picks up sound arriving 

at its front more than at its sides. The angle 

at which it rejects sound the most, in this 

case 180°, is called the " null point." 

The more expensive large diaphragm con-

densers (and a few small diaphragm con-

densers as well) offer multiple polar patterns, 

usually changed by a switch on the mic. As a 

mic's polar pattern is switched from cardioid 

to supercardioid to hypercardioid to bi-direc-

tional (also called " figure eight"), three things 

happen: 1) The mic picks up less and less 

sound from its sides; 2) the mic picks up pro-

gressively more sound from its rear (from 

almost nil with a cardioid to equal pickup at 

the front and rear with a figure-eight pattern); 

and 3) the mic's null point moves forward 

from 180° (cardioid) off-axis to 126° (super-

cardioid) to 110° (hypercardioid) to 90° 

(figure-eight) or perpendicular to the 

front of the mic. 

Sennhelser's 
AID421 

Remember 

point number 3 the 

next time you record an 

entire band in the same 

room. If you're miking a 

guitar cabinet with a super-

cardioid mic, for instance, make 

sure that the drums are set up 

126° (roughly 4 o'clock position) off 

from the front of the guitar's mic for 

the least amount of bleed onto the gui-

tar track. You'll be amazed at how 

tight and punchy your recording 

will sound if you just make sure all 

your mics' null points are aimed 

for maximum rejection of unwant-

ed sounds. 

MUSIC IAN 

Pop Goes the 
Microphone 

ar
he more directional a mic is, the more 

sensitive it will be to wind turbulence 

(e.g., gusts of wind popping the mic's 

diaphragm whenever you sing p's and b's too 

forcefully). So a figure-eight mic is more sensi-

tive to vocal popping than a cardioid mic, and 

an omni mic is the least sensitive of all to " plo-

sives." 

If a wind screen fails to stop a vocalist from 

popping a multi-pattern mic set to cardioid 

mode, try changing the mic to omni mode. You 

might also want to move the mic closer to the 

singer to prevent the omni pattern from oth-

erwise picking up more room sound. 

(Remember, omni mode will pick up more 

sound from the sides and rear of the mic 

than cardioid mode will.) If your studio's 

room acoustics don't sound so great, stick 

with cardioid mode and have the singer take 

a step back from the mic. Better yet, position 

the mic slightly above, below or to the side of 

the singer's mouth. 

The lightweight, loosely-tensioned dia-

phragms of small diaphragm condenser mics 

generally make them highly vulnerable to pop-

ping and thus a poor choice for recording solo 

vocals up close; the Neumann KMS150 

($1495 list) is the only hypercardioid small 

diaphragm condenser mic I've ever heard that 

could be used for—and sounds great on—lead 

vocals. However, I've gotten incredible results 

recording vocals with a B & K 4006 omni 

small diaphragm condenser ($2060 

list) by pointing the mic at the ceiling 

(with the top of the mic at throat 

level) and having the vocalist 

sing over the top of the 

mic. Generally speak-

ing, though, small 

diaphragm con-

densers sound 

too glassy on 

vocals and dy-

namic mics lack the detail that makes 

vocals intelligible, clear, and intimate. 

That leaves large diaphragm con-

densers, the usual choice for 

recording vocals and voice-like 

instruments such as sax, cello and 

flute. The Audlo-Technica AT4050/ 

CMS ($995 list) and Beyer MC 834 ($999 

list) are the best-sounding large diaphragm 
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(And for under $1,000.) 
Weighing less than 23 pounds, the new Equinox' ACM-1262PD powered mixer surpa ses all 

expectations on stage, at home and in the studio. Lightweight, portable and ready-to-go, i packs 
power ( 150 watts per channel @ 4 ohms) and versatility (99 position DSP with editable prese s) that 
push the limits of mixers twice the price. 

Carry or rackmount this easy-to-use mixer and prepare yourself for professional audio quahty with 
tremendous headroom and extremely low noise. 

Features like 24 inputs, 48 volt phantom power, 3-band EQ and stereo headphone jacks with level 
control, will make you want to take it with you everywhere you go. 
Because of its light weight, low price and the free padded carrying case* 
you get when you buy one, that shouldn't be any problem. 
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-Studio MlarMD  
condensers I've heard for under a grand, al-

though the multipattern AT4050/CM5 offers 

more features than the cardioid-only MC 

834. If you can afford to spend more, the 

highly adaptable AKG C414 B-TLII 

($1675 list) is a truly world-class mic. 

For people with really deep pockets, 

the AKG C12 VR tube mic ($4540 list) 

is the overall best-sounding and most 

versatile large diaphragm condenser 

I've ever heard. It kills on vocals and 

sax. 

Heavy Breathing 

B
ack to practical tips, if an 

acoustic guitarist is 

breathing heavily while 

tracking, he's likely to pop a 

small diaphragm condenser 

placed on the fretboard. ( If 

he's watching his fretting, 

that's the mic he'll be fac-

ing.) Putting a foam wind-

screen on the mic is a 

good idea. Also try miking 

the fretboard from slight-

ly above, with the mic at a 

45° angle to avoid any breaths rom hitting 

the diaphragm head-on. If the sound you're 

going for allows it, switch in the mic's bass 

roll-off filter (many mics have these). 

As a last resort, you can roll 

off the lows at the board 

with your EQ. If you have a 

music stand that will angle 

itself parallel to the floor, 

you can position the mic 

under the stand and pointed at 

the guitar. The stand will form a 

barrier to any wind and will aid in 

isolating the guitar track from any 

vocals if the guitarist 

is also singing. This > 

method has its draw- ... and 
backs: It can be awk- IINCE83 
ward for the guitarist, 

and the sound of the guitar bouncing off 

the music stand and into the mic can be 

a problem for critical recording. Hey, we do 

what we have to in a pinch! 

The AKG C460 B ($699 with the cardioid 

CK61 capsule) offers the best price for value 

in a small diaphragm mic, and sounds awe-

some on guitar, mandolin, banjo, cymbals, 

72 MARCH 1997 

and choirs. AKG introduced their new C480 B 

mic ($1001 with the cardioid CK61 capsule) 

at the November AES Convention in L.A. It's 

a transformerless version of the 

C460 B, offering 

higher sensitivity 

boyar- and lower noise—I 

dynamic's haven't heard it 

AWE« yet, but I expect it'll 

be a real winner. 

Where price is no object, the B & K 

4011 ($2190) is the overall best small 

diaphragm condenser I've used, offering 

crystal-clear sound and lightning-fast tran-

sient response. 

Don't Stand So 
Close to Me 

W
ith few exceptions (notably some 

Electro-Voice mics), most direc-

tional mics inherently exhibit a 

"bass proximity effect." As you move closer 

to the mic, bass frequencies will be boosted 

more than the highs. If you're miking a vocal-

ist with a directional (e.g., cardioid) mic and 

he sounds too thin, have him move closer to 

the mic to enhance the bass frequencies. If, 

on the other hand, he sounds too boomy or 

muffled, try having him step back a few inch-

es. 

The more directional a mic is, the more 

pronounced its bass proximity effect will be. 

Omni mics don't have a bass proximity 

effect. Cardioid mics do to a moderate 

degree, supercardioids and hypercar-

dioids do to a progressively greater 

degree. And figure-eight mics, being the 

most directional, have the most bass 

proximity effect. If you have a multi-

pattern condenser close up on a 

vocalist and the cardioid pattern 

sounds too thin, try changing the 

polar pattern to hypercardioid for 

more bottom beef. Just remem-

ber that increased directionali-

ty means increased suscepti-

bility to vocal popping. Also, 

the mic's frequency 

response will probably 

change when you switch 

polar patterns, so make 

sure the overall sound 

is still right for that 

vocalist. 

Just Ask the 
(Off-)Axis 

T
he smaller a mics diaphragm is, the 

better its off-axis frequency response 

will be. In other words, sound arriving 

at the sides and rear of the mic will have 

roughly the same tone as if it were coming 

directly at the front of the mic. Take a large 

instrument like classical harp, for instance. If 

you mic this instrument closely, some of the 

strings (and part of the body) will inevitably 

be somewhat off to the sides of the mic. To 

keep the tone even (not too bassy, shrill, or 

muffled) across all of the strings, you'll want 

to use a mic with a good off-axis response. 

Quality small diaphragm condensers will give 

you the best off-axis and transient respons-

es. They sound dynamite when miking harp, 

piano, and multiple cymbals in stereo. Large 

diaphragm condensers will generally give a 

warmer sound on drum overheads, but cym-

bals off to the sides of the mics will tend to 

be less sparkly due to the poorer off-axis 

high frequency response. 

Exceptions to 
the Rule 

A
microphone's construction quality 

will affect its performance more 

than its type of design, so keep an 

open mind and an open ear. For example, the 

AKG C414 B-TLII, a very high quality large 

diaphragm condenser, has a better transient 

response than many small diaphragm con-

densers. Also, microphone choice and place-

ment is largely a personal art form. For 

instance, some people prefer using large 

diaphragm condensers on acoustic guitars 

and drum overheads, while others prefer 

small diaphragm condensers. It all depends 

on what kind of sound you're going after. 

Knowledge is power. By knowing what char-

acteristics your mics bring to the table, you 

can adjust your mic choice and placement to 

purposefully improve things that don't initial-

ly sound right. The next time someone com-

plains about how your mic makes them 

sound, tell 'em where to stick it. 

Contributors: Michael Cooper is a producer, 

engineer and owner of Michael Cooper 

Recording, a commercial studio in Eugene, 

Oregon. He's written over a hundred articles 

about recording. 



Yorkville 
YSM-1 
Near-Field Monitors 

Critics agree... the YSM-1 monitor is a real contender. But 
the excerpts below only tell part of the story. Let your own ears be the 
judge... and then buy yourself a new toy with the money you save! 

• "...I was immediately impressed with the 
deep bass response." 

• "...Rock solid cabinet, internal brace and 
ample internal dampening material...no audible 
unwanted bass resonances. 

• "... a much bigger sound (than the industry-
standard Yamaha NS-10 neadields), with 
dramatically deeper bass response and a more 
'open top end." 

• "... quite detailed, allowing you to pick 
specific elements out of dense mix." 

• "...I would encourage all nearfield buyers, 
regardless of price point, to listen to these 
monitors." 

Pro Audio Review 
Lorin Alldrin, Sept/96 

IN THE USA 
Yorkville Sound Inc. 
4625 Witmer Industrial Estate 
Niagara Falls, N.Y. 14305 

Yorkville 

"• It was a pleasure mixing on the YSM- 1 s, and 
the resultant mixes translated exceptionally well 
to other playback systems... ear fatigue was 
nonexistent." 

I> "... The YSM-1 reproduces timbres with near 
pinpoint accuracy." 

• "The YSM-1 is a full-bodied, sonically neutral 
monitor that, to my ears wins the prize for 
delivering the most realistic picture of the aural 
spectrum." 

▪ "...Mids and high mids were clean and 
articulate." 

I> "Stereo imaging is very good, resolution is 
consistent in every frequency range" 

Electronic Musician 
Brian Knave, July/96 

AUMICIPCI élite glellit PULSE 

See the full reviews at www.yorkville.com 

IN CANADA 
Yorkville Sound Ltd. 

550 Granite Court 
Pickering. ONT. L1VV 3Y8 



engineer David J. Holma 

can't believe he worked 

any other way. "There's a big differ-

ence between frantic, continuous 

attention to the console and spend-

ing my whole day detailing and com-

puter crunching," he says. The tool 

that's taken him from the nearly 

impossible 72-channel manual mix 

he performed on a Nelson album to 

a snug cup of coffee while listening 

to a No Doubt mix is CAD's MegaMix 

automation. 

Holman, who has been produc-

ing and recording albums since 

1969 and whose most recent cred-

its include Bush's Razorblade 

Suitcase, No Doubt's Tragic 

Kingdom and Stabbing Westward's 

Wither Blister Burn + Peel, admits 

that he was somewhat wary of using 

any type of extra machinery, but 

once re p you you 

eft -lave to be cf-Bative, it may make 

you work a atle hader. because you cetru'e s attain :hat, 

'Its really good, but...' Then. you've got to go a le further to 

make it really, really good. Then to get 

that incredible thing takes as much By De/id John Farinelia 
time, but these tools give you that capability." In addition to the 

MegaMix automation, Holman has stocked his Cactus 

Recording Studio in Los Angeles' Laurel Canyon (affectionate-

ly called The Bunker) with rooms of gear, including a custom 

built 88-input desk, three custom built Stephens 24-track tape 

machines and "so much outboard gear it's silly." 

While he's experimented with nearly every other automa-

tion program on the market, it's 

the CAD product that has pushed 

him in a number of directions. 

"It's made it so that I can con-

centrate on the music instead of 

concentrating on the machine," 

he comments. ' It's a wonderful 

David 
Holman 
Automates 
with CAD's 
MegaMix 

to. be 3ble 

to si: back and 

liste to a great 

_ mi?., Dut then say. 

*The iowrabeat kick 

, c1rmr- on tr.at one /i Mtge section 
.., neecs. to corne up 

. ;ust a ili:tle pit, so 
4 

-1's more. present 

ard mo-e powerful.' 

.... .T: be aDte to 1...st do 

Ilh et an: forget it." 

ks ai example,, he 

jpoirts to re debut al-

bum by A&M ertist Jamie. Blake. 

The two guitar tracks rye spread 

over eight tracks, so cbring the mix it 

switches llo all these different 

tracks, which have different com-

pressors, filters and equalizers. So, 

basically it's just switching through 

the whole track. You can see how 

impractical 

that would be 

to do manually." 

While the Blake project is espe-

cially suited for automation, a lot of 

his most recent projects have not 

been set up that way. " I get my mix 

up on the console without automa-

tion, then I gradually plug it in as I 

need it," he says of the MegaMix 

system that he uses just like a piece 

of outboard gear. " I don't think 

there's a thing on any mix that I do 

nowadays that doesn't have some 

moving stuff going on and I use this 

automation extensively." 
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Before we developed our innovative new XLTTI" high performance systems 
we asked more than 1000 working Musicians and DJs for their definition 
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by michael gelfand 

E
mbrace, for a moment, 
the insanity of a musi-

cian's vernacular, where 

the word " P.A." has 

somehow come to mean " any heat-

to-shit, mid-Seventies keyboard 

amp not being used by the 

bassist." So ironic. After 

all, most of us would will-

ingly give up a pound of 

flesh to purchase the 

instruments and amps we 

covet most. But if you 

apply that gotta-have-it 

rationale across the 

board, how does any band 

that's half-serious about 

rehearsing or playing 

gigs do without buying 

a real P.A.? For 

vocals, a P.A. is 

downright es-

sential gear, 

and in a siz-

able perfor-

mance situa-

tion it's what you 

rely on to reinforce 

your band's sound. 

It used to be that klug-

ing together a P.A. was a costly, 

cumbersome, and often confusing 

endeavor, but thanks to JBL's EON 

0 PowerSystem (list $2177). your 

band can take that next step toward 

relative professionalism w:thout 

breaking the bank, your back. or 

your brain. 

It's no secret that JBL mal(es 

some excellent speaker cabinets 

for pro sound applications, so it 

shouldn't come as a surprise that 

the EON PowerSystem uses some 

of the company's technological 

ingenuity to create a portable and 

reasonably priced P.A. for the mass-

es. Consisting of two EON Power15 

powered speaker cabinets, a 10-

channel MusicMix10 mixer, two JBL 

E5OS mics, and all the necessary 

,cables, the EON PowerSystem is a 

editor's s ic k 

complete P.A. package suitable for practice and small club 

jobs. 

I auditioned the EON by placing it in a real-world sce-

nario: the basement rehearsal space used by my band, the 

Floyds of Flatbush. My thinking was that almost any rock 

JBL's EON 
PowerSystem: a 

P.A. for 
sensible people. 

band with two guitars, bass, and 

drums generates enough 

competitive volume to 

demand a strong and 

accurate performance 

out of a RA. Besides. 

the rickety impostor 

P.A. we'd been using 

until then never could 

handle our female 

vocalist's throaty mid-

range delivery, so we 

gladly enlisted the EON 

to tackle both the 

main and background 

vocals along witn 

some miked kick 

drum. I honestly ex-

pected the system to fall 

its face, but I was wrong. In fact, after 

weeks of rigorous practicing, the whole band 

agreed that the EON really made the grade. 

First and foremost, the diminutive 

Power15s kick out enough volume for just 

about any practice situation. Measuring 

27"x17-1/2"x 16-1/2" (h/w/d), each of these 

two-way speaker cabinets employs a 

biamped power section that's 

rated to deliver 130 watts 

to a 15" woofer and 50 

watts to a 1-3/4"horn-

loaded compression 

driver. While I didn't 

measure overall speaker output with any geeky equipment, my ears told 

me they were plenty loud. 

The Power15s aren't just brawn—they sound good too. Our singer actu-
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ally asked me to reduce her volume and notch 

off some of the high-end EQ from her vocals. 

She even complained of being too pronounced 

in the mix. Imagine that. Likewise, the speak-

ers can handle the successive 60Hz thud of a 

kick drum without any problem. ( No, they're 

not going too much lower, but that won't mat-

ter unless Barry White is your singer.) 

Since these are powered speakers, you 

must hook them up to a nearby AC outlet by 

using the supplied power cords that connect to 

the rear-panel power jack. (This can be a slight 

hassle when it comes to speaker setup, but 

that's nothing a couple of grounded extension 

cords can't fix.) On the rear of each speaker 

you'll find an XLR input and output: these are 

used for connecting the speakers to the mixer 

and for daisy-chaining additional speakers. 

You'll also find a power switch, a level control 

knob, signal- and peak-LEDs, and a mic/line 

switch with a corresponding LED. 

While the signal- and peak-LEDs are useful 

for monitoring the operating status of the 

SELL YOUR 
MUSIC 

with custom promo cards! 

• Feature Record Releases & New Bands 

• Great for Recording & Sound Studios 

• Highlight Your Musical Accessories & 

Instruments • Perfect For Trade Shows 

& Promotions • Call Now For More 

Information & A Free Sample Kit! 

Modern Postcard 
1-800-959-8365 

speakers, they're not nearly as critical as the 

level control knob. Once you've placed the 

mic/line switch into line position, you'll have to 

carefully adjust the level control's position in 

relation to the mixing board's main volume 

fader. It's the same kind of balance needed 

The EON's a no-brainer 

to hook up, sounds good, 

and takes up so little space you 

won't even have to make room for it. 

LEDs for signal presence and peak overload. 

Channels 7 and 8 employ both 1/4-inch and 

RCA stereo inputs instead of XLRs: these chan-

nels aren't equipped with pan and trim pots, 

mid-frequency shelving, or LEDs for signal pres-

ence and peak overload, 

between a power amp's master volume control 

and a preamp's gain setting. The thing is, if you 

get the balance wrong here, you either don't get 

enough speaker output or you get an earful of 

squealing feedback. Just set it correctly and for-

get it. I say. (When set in the mid position, the 

speakers can receive a signal from a single 

microphone, but that's not necessary unless 

you're using the speakers in a stand-alone set-

ting without the mixer.) 

Each enclosure weighs in at just over 40 

pounds (thanks to a recently patented speaker 

design that exponentially reduces the weight of 

the magnet) and comes fitted with a comfort-

ably placed handle that renders the 

speakers highly manageable. 

Notched slots on the rear panel 

ailow for neatly hanging the speak-

er wire, and the speakers can be 

mounted on stands or hung via sus-

pension hardware (available but not 

included) if need be—all thoughtful extras. 

As I've already mentioned, you could 

choose to run a mic directly through the speak-

ers, but that would defeat the purpose of the 

MusicMix10. This is a highly intuitive 10-chan-

nel in;xer that's clearly laid out and offers 

space-age good looks to boot. Channels 1 

through 6 are fitted with both XLR and 1/4-inch 

mic/line inputs, and each channel features a 

level fader, pan and trim pots, monitor- and 

effects-send level controls, high- and low-fre-

quency shelving (at 12.5kHz and 63Hz, respec-

tively), mid-frequency peaking (at 2.5kHz), and 

Given this price range, it would be unfair to 

expect a lot of sonic flexibility from the individ-

ual channels, and indeed, they proved to lack 

midrange punch. That's not to say they were at 

all offensive—the trim pots are actually surpris-

ingly quiet—but the limited EQ section isn't as 

effective as, let's say, three sweepable fre-

quency bands with plus or minus 10dB 

boost/cut might be. I quickly learned to appre-

ciate the signal presence LEDs, though. They 

came in very handy whenever anyone wanted 

me to change their channel settings on the fly. 

The board's output section consists of left 

and right main output level faders, balance 

control, level controls for headphone, 

monitor, main- and monitor-effects 

return, LEDs for power and output, 

and a stereo/mono svech with a 

corresponding LED—all pretty stan-

dard stuff on any decent mixing 

board. Two 12-segment LEDs monitor 

peak-hold output, but if you're paying atten-

tion to what's coming out of the speakers, you 

probably won't need to use this feature much. 

There's also a full complement of inputs and 

output jacks, including the XLR speaker out-

puts, stereo RCA tape outputs, a stereo head 

phone output, and the 1/4" stereo effects 

I/0s. 

I really like the presence of the phantom 

power (with an on/off switch and corresponding 

status LED on the back panel). ;his is most 

conven'ent for times when you might want to 

use condenser mics—overheads on the drum 

MUSICIAN 



sii A 

s \ 

e  • 9  4° • • • • •• 

The 
AT4050 
goes 
live. 

"The 4050 gives a true sound 
with no coloration. Clear, transparent, 
really smooth." 

Russell Fischer 
Sound Engineer for Garbage, 
Veruca Salt, Patty Smyth 

"Using AT4050's ; s like plugging 
the guitars straight into the PA." 

Mick Hughes 
Sound Engineer for Metallica 

"The 4050 made a world cf differ nce. 
It sounds so natural and unmask d." 

Alan Miller 
Sound Engineer for Bruce Hornsby, 
Alan Jackson 

"The 4050 gives back exactly 
what you're putting into it." 

Brad Madix 
Sound Engineer for 

Def Leppard, Queensryche 

These live-sound eqgineers have discovered the key fo 
natural, true-to-Iife sound in concert. The AT4050 prov des 
superior, uncompromising performance on guitar cabinets, 
drum overheads, backing vocals, piano and more. 

Call, write or fax to find out how you can take the stage 
with the AT4050. 

audio-technica 
Audio-Technica U.S., Inc., 1221 Commerce Drive, Stow, Ohio 44224 
330/686-2600 Fax: 330/686-0719 E-mail: pro@atus.com 

Audio-Technica Limited, Old Lane, Leeds LS11 SAG England 
0113 277 1441 Fax: 0113 270 4836 



MIMED  
kit, for instance. Unfortunately, the phantom 

power is only rated to deliver 14 volts instead 

of the more universal 48 volts. Many of the 

better-made condenser mics need 48 volts to 

operate, but I doubt whether anyone's going to 

condenser mic that a user is likely to connect 

to an EON system. The decision to make our 

phantom power supply 14 volts was based on 

design considerations. We wanted to ensure 

that our mixer would power condenser mics on 

While l didn't 

measure the speakers' 

output with any geeky equipment, 

my ears told me they were plenty loud. 

bust out a vintage U47 to use with the EON. 

[Steve Steinhart, product manager for JBL 

Professional, notes that " most condenser 

mics will operate on anywhere from 9 to 52 

volts. Fourteen volts will power almost any 

all six mic input channels simultaneously with-

out increasing the size and weight of the 

power supply. " J 

The notched cable management system is 

another winning aspect of the MusicMix10. 

Like the smaller version on the rear of the 

Power15s, you place your cables into the 

snug-fitting notches that stick out over the 

channel inputs. This holds the cables in place 

and keeps the board clear of tangled cables. 

It's such an obvious plus that I can't under-

stand why every board doesn't have one. 

The EON PowerSystem offers a whole lot of 

convenience, performance, and functionality, 

especially when you consider its relatively 

modest price tag. Think about it: For less than 

$2200 you have a fully functioning P.A. that's 

a no-brainer to hook up, sounds really good for 

practice and small gig situations, and takes up 

so little space that you won't even have to 

make room for it. The added bonus is that 

you'll be able to give your old P.A. back to your 

bassist. Overdriven bass is in, man. 

Contributors: Michael Gelfand is a writer spe-

cializing in consumer electronics and music 

pieces. 
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W
elcome to The LoopooL, gui-
tarist/producer David Torn's 

home studio, nestled in the 

Catskill Mountains in Bears-

ville, NY. From this sanctuary emanate the 

majestic soundscapes of Torn's solo releas-

es, guitar atmospherics for film soundtracks, 

and his contributions to records by other 

artists, like Patrick O'Hearn and Jules Shear. 

Torn's latest CD, What Means "Solid," 

Traveller? (CMP), was created entirely, from 

inception through final mastering, in this 14' 

x 20' room. Everything essential is arranged 

in a circle in the center of the room, sur-

rounded by a plethora of ethnic percussion, 

bizarre guitars, and cast-off amps, which line 

the walls and crowd the corners. 

Though versatile enough to produce 

records for others, the studio is not meant to 

be all-purpose but is primarily dedicated to 

Torn's own twisted sonic explorations, includ-

ing Pandora's Tool Box, his second sampling 

CD for Q-UP Arts. While creating ungodly, 

insect-fear noises by subverting loops, 

delays and harmonizers to his own weird 

ends with massive amounts of distortion, 

he'll tell you he's just playin' the blues. It's a 

strange mix of primitive mojo and state-of-

the-art technology. 

The LoopooL is littered with way too many 

stringed instruments of every description, 

from the ridiculous to the sublime. David's 

primary guitars are an Ithaca Guitar Works 

acoustic/ electric o a 1993 remake of a 
National Duolian metal-bodied resonator gui-

tar with an absolutely huge sound (not pic-

by baker rorick 

photographs by 
randi anglin 

tured), and a pair of Klein electric guitars 

The Kleins are outfitted with Joe Barden pick-

ups and one custom-wound pickup by 

DiMarzio's Steve Blucher. Torn tours with the 

primary guitars: the others—including a 

1957 Gibson ES-350T, a customized Fender 

"Duo-Stang" (with a Mustang body and Duo-

Sonic II neck), an original prototype Stein-

berger, and two new Ibanez Talmans—are 

saved for studio use. 

"It's hard for me not to include something 

as critical as my main Rivera amp," says 

Torn, " because it's like an instrument to me. 

It's irreplaceable." His Rivera M100 Slave-

master 100-watt head O, custom-built by 

Paul Rivera in 1990, can load the power amp 

signal through his effects to other amps, in 

effect slave-driving a pair of Rivera Hundred 

Duo Twelves O. 

David's live guitar rig, with its dozens of 

pedals, processors and footswitches, and its 

convoluted signal path—worthy of an article 

in itself—is the heart of the LoopooL. There 

Ar 
MUSICIANS INSTITUTE 

JLVALA 
NOME STUDIO PRESENTED BY 

THE MUSICIANS INSTITUTE, HOLLYWOOD, CA. 

are two pedalboards. The first O is home to 

about a dozen stompboxes and a TC 

Electronic Type 14800 protected power sup-

ply. Favorite toys are by Prescription Electron-

ics: an Experience with octave (upper), fuzz 

and swell effects, a COB octave pedal, and a 

Yardbox overdrive. Other effects include a 

Boss DM-3 delay, TC Electronic XII phaser, 

TC Electronic Sustain + Parametric EQ. 

Visual wah/volume, Boss AW-2 auto wah, 

and another favorite piece of cheese that 

Torn picked up in Japan, the Guyatone WR-2 

Auto-Wah. David tunes his guitars down a 

half or even a whole step with a Korg DT-2 

chromatic guitar tuner. 

The second pedalboard 0 holds a half-

dozen foot controls for the rack-mounted 

looping and processing devices. A Lexicon 

Vortex audio morphing processor 0, Lexi-

con Jam Man 0, Lexicon PCM-42 digital 

delay O and Lexicon PCM-80 digital effects 

processor ED are his main looping tools, shar-

ing rack space with his Roland 5-760 sam-

pler e. Not in the rack at the time was anoth-
er of David's favorite tools, an Oberheim 

Echoplex Digital Pro. Everything in the live rig 

is mixed through a Mackie CR1604 mixer 

0 and samples are triggered with a Peavey 

PC1600 MIDI controller e when perform-
ing. Torn stresses that no synthesizers or 

keyboard programs are ever used, and his 

Korg M-1 workstation is only used for trig-

gering samples in the studio. The RCA video 

monitor D programs the Roland sampler. 

An Alesis SR-16 ED drum machine is only 

used for click tracks these days, as Torn cre-
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Iroinestudio)  
ates his rhythm tracks with drum samples 

from friends or commercial sampling CDs. 

Producing an upcoming record for bassist 

Mick Karn, who plays with David and drum-

mer Terry Bozzio in the Polytown trio, will 

mean recording tracks with a live drummer at 

another studio. 

Torn's computer is a Macintosh Centris 

650 Œ. used in conjunction with Mark of the 

Unicorn MIDI Express 0. DigldesIgn Pro 

Tools SMPTE Slave Driver ED, and a Dlgl-

design Audio Interface e to run his soft-
ware programs: Digidesign Sound Designer II 

("There are four tracks of it, with plug-ins, 

and I use all the plug-ins for it by an Israeli 

company called KS Waves."), Digidesign 

Intelligent Noise Reduction System, Emagic 

Logic Audio sequencing program, and 

Arboretum Hyperprism special effects 

processor. 

"It's all for audio, done on the computer. 

Even my sequencer I use primarily as an 

audio sequencer; I don't use the MIDI stuff. 

I also master here. I've been mastering pret-

ty much everything on Alchemy Records 

these days, including CDs by Wayne Krantz 

and Leni Stern, Gary Willis and Dennis 

Chambers, and Tim Berne. For mastering, I 

use DigldesIgn MasterLlst CD with a 

PCT/ Yamaha CD recorder es. I have a num-

ber of hard drives, used either for my com-

puter or the sampler; I switch 'em back and 

forth. I use APS hard drives—a little one and 

a medium one ED— and a Glyph Jaz drive e). 
Glyph is an Ithaca company specializing in 

computer storage for the music and video 

industries. I've also got two cheap SyQuest 

drives 0 and one discount-mail-order CD-

ROM drive." 

A CAD Equltec E-200 e and a pair of 
Shure SM57s e are used primarily for mik-
ing speaker cabs. A hand-held Shaker har-

monica mic with volume control and an old 

Astatic ham-radio mike found at a yard sale 

are used for dirty vocals. Torn has neighbors, 

and often guitars must be recorded so as not 
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to disturb them. For direct recording, he uses 

a Tone King Load Box 0, a silent speaker 

custom-built by Tone King president Mark 

Bartel, an ADA IdlcroCab Ii miked-speaker-

cabinet emulator 0, and an ADA Ampulator 

0, containing a pair of 12AX7s, with hum-

injection and tube-bias controls to add more 

noise and buzz than a hive of angry African 

bees. The Retrospec Squeeze Box ED is a 

footswitchable compressor/limiter. " It's got 

two tubes and uses opto-isolators, like an old 

Teletronics LA-2A. It's incredibly warm and 

squishy." 

Genelec 1030A studio monitors e are 
"critical" when using the Mackie 24.8 

e console to record to a pair of Tascam DA-
885 e) and a Tascam DA-30 DAT machine C). 
Headphones are AudioTechnica ATH-910 PRO 

run through a Rene HC-6 headphone preamp 

C). A Sony TC-WR690 cassette deck C3 and 
Technics SL-P0440 CD player 8, are avail-
able for playback as we.l. 

"I've got all this high-tech shit and I'm 

trying to rootsify it, so it's not all cold and 

nasty but dark and muddy and murky. That 

harmonizer there"—pointing to a Dlgitech 

DHP-55 five-part digital harmony processor 

C3-1 only use it for fuzz and fuzz-wah, par-

ticularly for drums and vocals. I never use the 

harmonization and fancy stuff." The Yamaha 

TX812 FM tone generator (1) doesn't get 
used at all anymore. Other processors 

include a dbx 120XP subharmonic synthe-

sizer 0, Tube Works RI-921 stereo tube 12-

spring reverb 0, Lexicon Reflex dynamic 

MIDI reverberator 0, Eventide 0TR4000 

Ultra-Harmonlzer 0, and Lexicon LXP-15 

reverb/multieffects processor 0 Power is 

conditioned by a Furman PL-8 power condi-

tioner 0. " I have a lot of expensive gear," 

Torn admits, " but so much of it is dedicated 

to fucking up sounds. I use distortion like 

other people use revert>. You wanna record 

your drum kit? I've got 10 fuzzboxes for you. 

You wanna do a vocal? I got a little mic and 

a guitar amp for you. You want crispy clean? 

I think you're in the wrong house!" 

David whirls around the LoopooL's circle 

of sonic tools on a wheeled, ergonomic stool 

by Comfort Craft 0, which helps to alleviate 

fatigue. " It's one of the most important 

things I've bought for the studio. I spend a lot 

of time in here. Can I offer a pro tip? A com-

fortable studio chair is essential!" 
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Mark 
Telegram (Elektra) 

E
very generation of music fans gets its Peter 
Pan. The Sixties had Tiny Tim, the Eighties 

had Michael Jackson, and the Nineties have 

an Icelandic kewpie doll named Bjdrk. At a 

time when female rock 

stars are encouraged to 

openly explore (and ex-

ploit) their sexuality, the elfin 

ex-Sugarcubes frontwoman 

has maintained the image of 

a girlish, guileless mascot for 

the alternative rock set. This may be the only thirty-

year-old woman alive who can get away with wearing 

pigtails in public. 

And yet, as a musician, Bjerk reveals a sure 

sensual sophistication. Her feathery, restless so-

prano—one of the most distinctive voices in pop 

music today—can veer in an instant from a de-

mure chirp to a mighty growl or a shivering, or-

gasmic wail. On her solo albums, 1992's Debut 

and last year's Post, she abandoned her old 

group's unapologetically sophomoric guitar-

rock in favor of sinuous funk aid jazz 

grooves. With a little help from techno and 

dance music savants like Nellee Hooper, 

Howie B., and Tricky, she's construct-

ed a sonic playpen for kids of all 

ages, one that nods to the old 

school while drawing on state-of-

the-art studio techniques. 

Bffirk's latest effort, 

Telegram, is a collection 

of re-mixed versions of 

songs that originally 

appeared on Post. That 

approach met seem 

a bit self-indulgent 

for an artist with 

only two (solo) 

LPs under 

her belt. 

But for 

Bjárk, who has always been a lot 

more interesting as a singer and 

musical conceptualist than as a 

songwriter, it's a clever idea that 

engenders some vitally cre-

ative—or at least vitally re-cre-

ative—music. A few of the in-

tricately produced tracks here 

seemed like remixes to be-

gin with; in doodling fur-

ther, Bjiffirk often achieves 

the opposite of a typical 

dance remix—that is, she 

makes the original material 

sound warmer and more or-

ganic. On "Hyperballad," the 

Brodsky Quartet lends ele-

gant, plaintive strings to com-

plement the chilly urgency of 

her vocals. The wistful " Iso-

bel" acquires seductive Latin 

percussion, and the funky " I 

Miss You" projects a pleas-

antly languid, trippy vibe. 

Elsewhere, Bjórk is up 

to her young tricks, occa-

sionally playing hide and 

seek with the listener by 

disappearing into the elab-

orate orchestration. " En-

joy" is refashioned so 

that industrial crunch 

comes to the fore, with 

Bjóric's voice distorted be-

hind a wall of echo. She's frag-

ile and fuzzy on the quietly omi-

nous (and overlong) 

"Head-phones," and on "Cover Me," 

you can barely hear her at all over 

eerie electronic effects. But on 

Telegram's one new song, " My 

Spine," Bjóric re-emerges in full 
force: She sings the goofy 

lyrics clearly and playfully, ac-

companied only by the tinkle of 

exhaust pipes. Performed by 

someone else, the number 

might sound like kitsch, but 

Bjórk's blend of childlike whimsy 

and grownup authority makes the 

results as universally entertaining 

as a good Disney movie. Or a least a good 

Michael Jackson video. 

—Elyse Gardner 
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Martin siter's Brighter Side 
eSpo'neling tp a typical ' greeting of 1-lovv's it 

ing?,' tall, itstinguished-looking Englishman 

artin Rossiter slumps into his chair at a 

don studio and sighs a tentative 'All right. 

guess ... so tar. - Which means, ironically, that 

ns of the crooners classy depressopop 

artet Gene will be rejoicing, as tte group 

as finishing up its sophomore disc. Drawn to 

• Deep End, with more lyrically somber. mush 

' Uy uplifting enigma songs like ''Fighting Fit,' 

Save Me. l'n- You "Why Was I Bch-n," and 

an unblirking study of depression's dark-

t stage of self-mutilation, "Long Sleeves.' 

How did Gene capture its moody, textural 

•und this -lyre around? Simple, says 

ossiter. He Ittired a producer whose "track 

d was an odd one, because a lo: of the 

rds he's aroduced I don't actually like. 

hough the co oduction on 

em is fantastic." 

rtunately, Claris Hughes 

'd have one thing going for 

'm. as far as Rossiter was 

ncemed: He ..ised to play 

urns with Ad3m and the 

ts. 

Before tape on 

rawn at London's 

etropolis Studio (and 

!so in sessions at 

ughes' hornei. Rossiter 

his colleagues opted 

r a little expenmen-.: "We 

t him and worked with 

for only three days. It 

as exceedingly relieving in 

sense that lie was get-

things out of us really 

joky that no oae had got-

n out of us before" 

ssiter had been -E little 

sappointed" with the pro 

Phil Vinag's sound on 

band's debut for V&M, 

lympian. "So we were 

terminad not to get it 

ong this time thrik that was the essen-

I driving force. We went in quite open-mind-

and open-eyed, and we were a lot less 

ectous about certain arrangements, a lot 

ore willing to accept new ideas." 

"Long Sleeves." for instance. achieNes a 

licate balance beween guitarist Steve 

ason's echoed acoustic chords and 

mendirg ;quite an unusual Mic quite a rare 

one actualy. although I tend to deliberately. 

ignore the mics or amps used because I 

dort want to get bogged down n any of it. I 

know what I want things to soLnd like. and 

I'm not averse to saying I want a little bit 

mone top, please' in the studio. But beyond 

that l' n technically inept—and I'm happy 

being techrically Inept." 

-2,onwersely. the hellbent, wall-of-noise 

miasma of. "Voice of the Father" was given. 

suds classic rock & roll chops by Hughes 

that it àmost—almost, mind you— feels like 

a different group. Rossiter grins with pride 

over this r11110! coup. 'That's the great joy of 

me with the record: We had fun in the mixes, 

and it does still sound like us. an the same 

album. you an have something that's t. 

nically a link oft the játt. or ' Sbinetfiiiig 

vibrant and exciting and full of enere. Or it 

could be the opposite: gentle and beautiful: 

and relective. Everything on the record was: 

in us to start with, but we were simply, 

pushec a bit more iby Hughes, to be. honest. _ 

We haven't suddenly gone jazz-jungle 

fusion,' assures Rossiter. "But then again..':.. 

Emancipation 

(NPG/EMI) 0 f all the pop stars Out there, I can't think of 

anyone who has the talent, musical 

overview, and ambition of Prince Rogers 

Nelson, by that or any other name. At least, that's 

the way I used to feel. For me, 1987's Lovesexy 

and its accompanying tour were watersheds of mod-

ern R&B and rock, and I saw in Prince a pop Elling-

ton for the Nineties, one whose reach never ex-

ceeded his grasp. The music seemed to just pour 

out of him, and it was everything he could do to get 

it down. But, alas, our hero ran afoul of his old 

record company when his desire to release this del-

uge ran contrary to, er, sound business practices, 

and for several years his career seemed stalled as 

he sought to free himself from a business marriage 

that wasn't working; much of his subsequent output 

ranged from the inspired to the indulgent to the in-

different. 

But, having dissolved his label marriage and en-

tered into a real one, He Who Haveth No Name has 

apparently re-emerged, re-energized. Emancipation 

is Prince's White Album, three CDs worth of fresh 

songs and arrangements that pro-

ceed with such joy and rage, sen-

suality and devotion, it's as if he'd 

never left us. I won't even pretend 

to have digested all the narrative 

and musical details in this elabo-

rate trilogy—there's simply too 

much music, too many self-referen-

tial asides—but Prince's resound-

ing production values and com-

manding technique invite the 

listener to jump in anywhere and 

any number of times without tiring 

of the game. 

For me, each of the three CDs 

sustains its own sense of mood 

and purpose. Roughly speaking, The 

Artist engages in an operatic depic-

tion of the conflict (or rather, the 

confluence) between his spiritual 

quest and his sensual longings and 

a streetwise expression of indigna-

tion as he strives to project and pro-

tect his vision of artistic growth, per-

sonal freedom and family values. 

Yeah, family values, because while 

a/k/a Prince still enjoys dressing 

up, playing at being an adolescent 

as it were, it seems clear that in jettisoning his old 

name (again) "the artist formerly known as..." 

seems determined to transcend his old image as 

well—even as he revels in it. Thus on disc 2 he pro-

ceeds from a typically elaborate, sexed-up funk 

arrangement of " Joint 2 Joint" ( in which he goes 

through more intricate harmonic and rhythmic mod-

ulations in one song than your garden variety R&B 

band would in a lifetime), throJgh deceptively bu-

colic depictions of death, deliverance, and re-dedi-

cation of purpose on " Holy River' (with its echoes of 
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Silverchair 
Freak Show 

(Sony) 

Either you get the guitar tone right 

with riff-based metallic grunge, or 

you don't. If you do, everything is 

possible. If you don't, you suck. The 

guitar tone is right here, the 

arrangements not too obviously 

Nirvana-influenced, the riffs range 

from solid enough for hard rock 

respectabilty to genuinely catchy. 

Violins and acoustic guitars in 

"Cemetery" and a few other instru-

ments that I can't identify in other 

songs keep things properly paced. 

Reports of the death of grunge are 

greatly exaggerated. 

Original Soundtrack 
Evita 

(Warner Bros.) 

The cocktail party cliché about 

Madonna is that aside from her 

genius for self-promotion, she has 

little talent. The evidence here is 

that she is singing with personality, 

vulnerability, and humanity, and is 

the only thing I want to hear again 

on this two-CD set that otherwise 

suffers from soulless Broadway pro-

duction values. Maybe my rock & 

roll-attuned ears automatically rebel 

at the well-enunciated, and maybe 

its too easy to dismiss Andrew 

Lloyd Webber, so I reserve the right 

to change my mind after I see the 

movie. Until then, this is, except for 

Madonna, Meatloaf in Buenos 

Aires. 

Snoop Doggy Dogg 
The Doggfather 

(Death Row) 

Anything you say about this album, 

the opposite is equally true. Snoop 

is conciliatory, Snoop is defiant. 

Snoop is renouncing violence, 

Snoop is celebrating violence. 

Money should be your guiding prin-

ciple, creating a decent world for 

the next generation should motivate 

you. Party now, delay gratification 

so you can join the middle class. So 

other than jostling for status within 

the extremely capitalist hierarchy of 

gangsta rap, I don't know what he's 

getting at. If he ever figures out 

what his values are, and sticks with 

them, his instinct for satire could 

make him infinitely more danger-

ous. 

Big Jack Johnson & The 
Jelly Roll Kings 

Off Yonder Wall 

(Fat Possum/Capricorn) 

Johnson can play the blues dirty, 

and he can play the blues clean. 

Here he finds a point that's about 

two-thirds into his really dirty stuff 

on Earwig and about one-third into 

his latter-day B.B. Kingified stuff. I 

approve of this point. The Jelly Roll 

Kings (Sam Carr on drums, Frank 

Frost on harp and Farfisa organ) 

know how to groove, which every-

one says is crucial and damn few 

achieve. They also know how to get 

low-down, psychedelic, demented 

and sweaty, which brings out the 

best in Johnson's often whimsical 

musical imagination on guitar. All 

three of them deserve to be a much 

bigger deal. And no, they don't need 

a bass player. 

Hunter S. Thompson And 
Various Actors 

Fear and Loathing in Las Vegas 

(Margaritaville) 

Hard to believe it's been twenty-five 

years since I sat down in my dorm 

room and first read Hunter in the 

fourth anniversary edition of Roiling 

Stone. I remember laughing as hard 

as I've ever laughed, and the book 

stands up to my memories today. 

Reminds you what it's like to lose 

all your middle-class superego coor-

dinates, which is to say it makes 

you feel free, as a great work of art 

should. This oral rendition ( Harry 

Dean Stanton, Maury Chaykin, Jim 

Jarmusch, Harry Shearer, among 

many actors) may seem intrusive 

on your imagination for the first few 

minutes, and then you get swept 

away in a time and place as distant 

as the American Dream Hunter set 

out to find. 

John Fahey 
The Legend of Blind Joe Death 

(Takoma/Fantasy) 

This is the headwater of the vast 

river that is solo steel-string guitar 

composition. And like all rivers, the 

water doesn't get any purer down-

stream. Lots of guys had more 

chops, nobody had more emotional 

range or profound melodic gift than 

John Fahey. Twenty-one cuts 

assembled from his first recording 

session in 1959 and several re-

recordings during the Sixties, BJD 

maps his development as a musi-

cian and composer in greater depth 

than the Rhino greatest hits collec-

tion Return of the Repressed. 

Meaning Fahey's taste for the 

weirdly dissonant when dealing with 

foul emotions and his fascination 

with tone to the occasional exclu-

sion of almost everything else is on 

fuller display here. 

Aphex Twin 
Richard D. James 

(Sire) 

First cut " 4" has one of the most 

irritating rhythm tracks I've ever 

heard. So I suspect he's going for 

anti-trance ambient, music that 

takes you so far out of the groove 

that, depending on your tolerance of 

post-modern post-melody, you'll 

either noodle dance in masturbato-

ry aloneness or bitchslap your part-

ner. Subsequent cuts confirm my 

suspicions. 

Choying Drolma and 
Steve Tibbetts 

Chó 

(Hannibal) 

You could allow yourself to become 

annoyed that Tibetan Buddhism 

has become fashionable, or you 

could be happy that its values are 

actually penetrating Western cul-

ture. I choose to be happy. This 

album also makes me happy. 

Tibbetts traveled to a small 

monastery in Nepal and recorded 

a bunch of nuns singing sacred 

songs with a couple of DAT 

recorders. He's added some of his 

understated but thoroughly mysti-

cal guitar and cello to enhance the 

atmospherics. Since recordings of 

Tibetan monks have been widely 

available for the past decade or 

so, the nuns at first induce a mild 

case of cognitive dissonance, like 

the first time you heard a female 

newscaster in the early Seventies. 

But then you realize your brain is 

floating somewhere beyond the 

ozone layer. So I'm going to listen 

to this until I achieve supreme 

enlightenment. 
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the artist former! 

Dylan, a rocking release, and the novel assertion 

that " relationships based on the physical are over 

and done.. if only one"; to a remarkably tender key-

board bass-inflected ballad (" Let's Have Baby") fea-

turing his keening, feline vocals, to the personal rev-

elations of " Friend, Lover, Sister, Mother/Wife." 

Rarely has the Glyphed One ever peeked out from 

behind the convenient ambiguities of his character 

to reveal with such deeply felt emotion. 

There are also a wealth of giddy instrumental 

details worth savoring—nods to the guitar styles of 

B.B. King and Wes Monternery, even intimations of 

Frank Zappa's rhythmic ensemble flourishes—along 

with a few radio-friendly evocations of the power bal-

lad, dancing jams, sly soul covers and pop stan-

dards, some truly nasty rhythmatic exorcisms of 

pent-up rage, ano a hp-riooping comment on the 

vanities of vanity (" Style"). From the tongue-in-

cheek big band jazz of "Courtin' Time" to the futur-

istic techno of "New World" anc " Human Body," this 

Artist has put his stamp on ai amazing range of 

musical styles. Given the newfound freedom that 

rings through every note of Emancipation, it's clear 

that for him there's no turning back—he's already 

way past 1999.—Chlp Stern 

Dr. Dre Presents.,. The Aftermath 

(Aftermath/interscope) Caveats first: Though Dr. Dre gets top billing 

here, this is not a Dre album (it's a sam-

pler of Aftermath artists), nor is it a collec-

ton of Dre productions (he's behind the board for 

just seven of the album's 16 tracks). So if you're ex-

pecting More Chronic, you're going to be disap-

pointed. 

 (records)— 

But the music still packs a punch. Some 

tracks, like RBX's " Blunt Time," stick close to 

the classic Dre formula, framing the rap with 

vocoder and a whining synth hook while ground-

ing the groove with a lazy, floor-shaking bass line. 

Mel-Man's engagingly gritty " Shittin' On the 

World" adds new elements to the mix, including 

dub-style piano, pizzicato strings à la James 

Brown's " It's a Man's World," and a throbbing, 

off-kilter pulse. It's a total reinvention of the for-

mula, and just as powerful as the original. 

Apart from King T, who turns up with "the 

gangsta shit" on " Str-8 Gone," there's little of the 

hardcore attitude which characterized Dre's work 

for Death Row. In fact, a couple tracks pointedly 

repudiate the beat-'em-down posture taken by 

gangsta rappers, with Dre's " Been There Done 

That" the most eloquent, verbally and musically. 

The non-Dre productions suggest a similar 

change, or at least broadening, of attitude. From 

the densely layered "As the World Keeps Turning" 

by an aptly named Miscellaneous, to the slinky, 

soulful " Please" ( produced and performed by 

Maurice Wilcher, who sounds like a Keith Sweat-

in-the-making), this revue makes it clear that The 

Aftermath is more than a one man show. 

—MI. Considine 

Bill Evans 
The Secret Sessions 

(Fantasy) 

Turn Out the Stars: The Final Village Vanguard 

Recordings June 1980 

(Warner Bros.) W agner had Bayreuth; Bill Evans had the 

Village Vanguard. Though Evans was by 

no means the only jazz musician to cut 

memorable live dates at the late Max Gordon's 

basement club, the pianist's 1961 Vanguard per-

formances with his quintessential trio featuring 

bassist Scott LaFaro and drummer Paul Motian es-

„ tablished the standard on which his later record-

• ings were evaluated. Now Fantasy and Warner Bros, 

have simultaneously stepped up with a staggering 

total of 14 hitherto unheard CDs' worth of Evans' 

Vanguard material. 

The Secret Sessions, as its title suggests, is 

an eight-disc bonanza of dates recorded between 

1966 and 1975 by optical physicist Mike Harris, 

who bore basically the same relationship to Evans 

that Dean Benedetti did to Charlie Parker. Like 

Benedetti, who obsessively captured Bird's music in 

clandestine club recordings, Harris secretly lugged a 

Uher into the Vanguard to collect Evans' perfor-

mances for his own pleasure: unlike Benedetti, he 

caught entire numbers and not just the leader's so-

los. Though he wasn't a professional engineer, Har-

ris generally managed to get tapes of high quality 

with his battery-powered machine: despite their 

bootleg genesis, The Secret Sessions are excellent, 

strain-free listening. Culled from dozens of hours of 

archival material, this boxed set charts the evolution 
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of Evans richly lyrical style through various group 

lineups, most of which feature bassist Eddie Gomez 

as a constant. Seven different drummers are reo-

resented, including long-termers Marty Morel' and 

Eliot Zigmund and ringer Jack DeJohnette, but the 

most excitng support is offered by Phiily Joe Jones, 

whose propulsive work lights a bright-burning fire 

under Evers over the course of two CDs. For the 

most part. though, Evans' more contemplative side 

is heard here. Fans owe Harris a debt ot thanks for 

his musical espionage. 

Turn Out the Stars dates from early June 1980, 

when Evans brought nis then-current trio, which in-

cli.dect bass phenom Marc Johnson and drummer 

Joe LaBarbera, into the Vanguard for four days of 

recording, with an eye to issuing a two-LP set from 

the dates. The pianist died three months later, and 

the tapes remained unissued until recently resur-

rected as this six-CD set. (For non-completists, a 

distilled single CD of Evans' favorites. titled The 

Artist's Choice, is also available.) The pianist was 

plainly inspired in his last days by the smooth drive 

of LaBarbera and the throaty, electaying accompa-

niment of Johnson, who reaches levels of empathy 

previously matched only by the sublimely simpati-

co LaFaro. The highlights of the set lie in four epic 

readings of Miles Davis' " Nardis," each of which 

runs over 15 minutes and bears exploratory Evans 

introductions and thrilling Johnson solos. 

Few jazz artists ever left behind such an exciting 

and definitive testament as Evans did with these 

searching, cataclysmic sides. 

—Chris Mords 

Bruce Cockburn 
The Charity of Night 

(Rykodisc) 

Pierce Pettis 
Making Light of it 

(Compass) 

T
he world's a dark, ugly place, full of fear and 
injustice, and sometimes a singer/songwriter 

can't help but get weary dealing with it. In 

brief, that's the message of Bruce Cockburn's lat-

est, his debut for Ryko. That means it doesn't 

sound so much different from the message Cock-

burn's been sending for the last twenty years. The 

big difference here is musical context: With a couple 

of concise exceptions ("Pacing the Cage" and "The 

Whole Night Sky," top additions to the Cockburn 

oeuvre), these are less songs than sprawling mood 

pieces, conjuring a sense of immense natural forces 

at play. 

The stately vibes and authoritative upright bass 

of guests Gary Burton and Rob Wasserman help 

the mission greatly, but the main focus for once is 

Cockburn's amazing guitar playing. " Night Train" 

features a cathartic, flailing solo, while the leads of 

"Live On My Mind" are more restrained but no less 

insightful. Too many " poetic" spoken-word passages 

threaten to drag the album down: one piece with a 

recitation at the center is fine to establish serious-

ness, but four smacks of self-importance (especially 

when two of them are by far the longest tracks on 

the album). The closing " Strange Waters" sets 

things right, though. An apocalyptic dirge with a 

creepy vocal, it builds momentum by adding layers 

of crunchy guitars, climaxing with a solo that bites 

so hard and deep you can practically see the bone 

coming exposed. 

Like Cockburn, Pierce Pettis has just changed 

corporate affiliations. But the two have more in com-

mon than label switching—namely, an unassuming 

yet virtuosic guitar style (check out "Granddaddy 

Blew the Whistle" for proof of Pettis' chops): a soul-

ful, slightly raspy vocal delivery (Pettis also owes 

Leo Kottke in this department), and—need it even 

be said?—great songwriting talent. Pettis can be 

just as serious as Cockburn, if not more so. His 

preoccupation with both Old and New Testaments is 

plainly laid out in several tracks here, particularly 

"Miriam." But whereas Cockburn seems to have 

mislaid his sense of humor on The Charity of Night, 

Pettis hangs onto his on Making Light of It. lndivid-
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ual songs register less than an album-length vibe: 

warm, intimate, and assured. The guy knows what 

he's doing, and it's a pleasure to be in on it. 

—Mac Randall 

A I M I: f - 

Al Di Meola plays Piazzolla 

(Blue Moon) 

Paco de Lucia, Al Di 
Meola, John McLaughlin 

The Guitar Trio 

(Verve) 

L
egend keeps having it that Al Di Meola is one 

of the strutting axe-slingers in jazz, full of pre-

cisionist perfectionism, romantic hubris, and 

chops that don't want to quit. But his recorded out-

put, especially in the Nineties, tells a different sto-

ry. On his World Sinfonia projects and now this 

homage to the late, great Astor Piazzolla, Di Meola 

shows a mastery of the acoustic guitar in settings 

that lean heavily on the coiled passion of the tango. 

Piazzolla, master of the nuevo tango, has never 

been so well represented in our local music stores 

than in the years following his death of a stroke in 

1992. Di Meola's tribute serves his memory well, 

with enough textural variation to maintain balance 
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and intrigue. On "Oblivion" and "Verano Reflec-

tions," he hunkered down in his studio to arrange 

and realize the tune's complexities, although the 

synth textures here pale by comparison to the 

acoustic splendors of the rest of the album. As a 

guitarist, Di Meola's exacting intensity befits the 

music beautifully. Vince Mendoza's string arrange 

ments on "Cafe 1930," " Night Club 1960" and 

"Bordel 1900" offer a layer of wistful undercoating 

on music whose power seems to transcend fashion 

or era. The other hero of this recording is Dino 

Saluzzi, the powerful bandoneon player who was in 

World Sinfonia and who supplies the reedy brilliance 

and virtuosity to act as surrogate for Piazzolla him-

self, particularly on the "Tango Suite" and "Tango II." 

The album ends, poetically, with Di Meola's own 

"Last Tango for Astor." 

Di Meola is also playing acoustic on the latest 

addition to the discography of the super-trio he 

shares with flamenco master Paco DeLucia and 

John McLaughlin, their first album since 1983. A ti-

tle so definitive as The Guitar Trio might seem vain, 

were it not for the relative brilliance of all involved. 

The record brims with tight, fiery arrangements, 

daredevil solos, and inventive compositions, espe-

cially from McLaughlin's pen. At a time when other 

guitarists on the world music scene are putting mild-

mannered flamenco riffs into restaurants and gro-

cery stores, it's nice to hear fretboard firepower in 

the service of more ambitious musicality. 

—Josef Woodard 

George Ducas 
Where I Stand 

(Capitol) 

N
ashville is a city of cyborgs these days, 
where "country" music is manufactured 

with all the passion of C3P0 oiling a par-

ticularly squeaky joint. Newcomer George Ducas 

could be the warm, furry Wookie among all that 

clanking metal. Listen to his sophomore Where I 

Stand closely, and you'll hear mostly classic pop in-

fluences from the late Fifties/early Sixties, not 

mock-hayseed hokum. 

Granted, some of these sounds stem directly 

from the Duane Eddy-ish guitarwork of producer 

Richard Bennett. But Ducas deserves most of the 

plaudits. He spurns twangy formula for tangy retro-

fitted hooks in the seven songs he's co-cowritten 

here: in fact, it's only when he resorts to publishing-

house fodder (" I'd Be Lying," "You Could've Fooled 

Me," and Buddy Miller's regulation two-step " I'm 

Pretending") that his unique, personable vision be-

gins to falter. 

The opening "Every Time She Passes By" sets 

the sunny pace: A galloping acoustic strum couples 

with Bennett's surf-frothy vibrato riff, which gives 

way to Ducas's non-inflected, regular-Joe singing 

voice—a serviceable instrument that's as good-na-

tured as one of those eager gas station attendants 

from yesteryear. The lyric schematic is disarmingly 

simple, but the pieces fit together in perfect Everly 

Brothers symmetry—hear the tune once, and it'll 

stick to your ears. Mostly, this is dumb fun that 

knows it's dumb fun and doesn't put on any high-

falutin airs, like most of the best rock & roll and, for 

that matter, much of country's classic past. With 

any luck, Where 1 Stand bodes well for its future. 

—Tom Lanham 

BeauSoleil 
L'Amour ou la Folk, 

(Rhino) 

B
eauSoleil's new disc marks a milestone: the 
20th anniversary of the band's founding. 

Like Los Lobos, they've sustained long ce 

reers in and out of the mainstream, playing tradi-

tional and contemporary ethnic music replete with 

unfamiliar pleasures. Two-steps and waltzes be 

come whirlwinds of Cajun bliss, centered around 

frontman Michael Doucet, whose thick moustache, 

frenetically bobbing head, and flying hair give the 

appearance of an unleashed mad professor of the 

fiddle. The skilled ensemble, which includes brother 

David Doucet— whose flat-picking style reinvented 

the possibilities of the Cajun guitar—along with Jim-

my Breaux on accordion, Al Tharp on bass and ban-

jo, Billy Ware on multiple percussion and Tommy 
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"South by Southwest ha 

become the domestic pop and .,. 

rock music industry's most 

important annual gathering." 

-The New York Times 
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Alesi on drums, brings a folk-acoustic sensibility to 

the repertoire of more traditional Cajun pioneers. 

BeauSoleil has recorded for several labels, and 

some results have been better than others. The 

finest early discs—including 1984's essential Par-

iez-Nous a Boire (Arhoolie)—invigorate songs previ-

ously buried in folklore files. On this one, the band 

is in full stretch. 

For " It's a Sin to Tell a Lie" ("C'est un Peche 

de Dire un Menterie") and "Danse Caribe," Beau-

Soleil reaches east toward New Orleans and be-

yond, as clarinetist Dr. Michael White interacts with 

Doucet's fiddle to thrilling effect reminiscent of ear-

ly jazz combos. 

On Augie Meyers' "Can't You See" (" Tu Vas 

Voir") the band is joined by Meyers himself far a 

bilingual trip to the honky-tonks of East Texas. The 

guts and soul of inherited tunes, such as the Amede 

Ardoin classic " Eunice Two Step," are honored by 

Doucet's impassioned, high-pitched singing and 

Breaux's driving accordion. And the title track, with 

guest Richard Thompson's electric guitar solos, 

would be equally suitable for either two stepping or 

head-banging. The overall result is a record that ful-

ly realizes the band's mission to throw down a Cajun 

dance on the crossroads of tradition and change. 

—Michael Tisserand 

;TT& eMI 
Gravikords, Whirlies & Pyrophones: 

Experimental Musical Instruments 

(Ellipsis Arts) 

I
n theory, this 18-track CD Is only a companion 
piece to the book by Bart Hopkin that shares 

the same handsome yellow box. To be sure, the 

book's terrific—an intriguing look at fringe instru-

ment-making through short profiles of 37 of its most 
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notable innovators, from Leon Theremin to Don 

Buchla, and a hilarious introduction by Tom Waits. 

But you can only read about bicycle wheel guitars or 

look at pictures of mammoth ocarinas so long be-

fore you want to hear them, and that's where the al-

bum comes in. Highlights include Clara Rockmore's 

dreamy Theremin playing, the kora-ish musings of 

Jacque Dudon's aquavina, an array of bizarro Harry 

Partch inventions that sound like an orchestra of 

slide zithers, and my favorite, Hans Reichel's daxo-

phone—basically, a couple pieces of wood and a 

bow that produce some of the funniest, and funki-

est, sounds known to humanity. A mere sampler, 

of course, but you gotta start somewhere. 

—Mac Randall 

James P. Johnson 
The Original James P. Johnson 1942-1945 

(Smithsonian Folkways) 

T
hey called him the father of Harlem stride pi-
ano, but if that leads you to expect an hour of 

oompah bass lines, think again. Johnson 

knew ragtime, boogie, and various forms of classical 

and jazz inside out, and he used them all in his star-

tling improvisations and pioneering compositions. 

These Forties sessions, eight of which have never 

been previously released, marked the end of a 

decade-plus recording drought for Johnson; he'd left 

the jazz world and gone full-time into composing for 

both the Broadway stage and the concert hall (bits 

of his longform pieces, most notably Yamekraw and 

the exceptional "Jazzamine Concerto," appear 

here). In settings as different as a frisky run through 

the Gershwins' " Liza" and Johnson's own Latin-in-

flected "The Dream," you can hear the history of 

20th-century jazz piano, from Waller and Ellington to 

the floral arrangements of Art Tatum and the frac-

tured chords of Thelonious Monk. Sure is one 

swingin' lesson. —mac Randall 
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Tommy Bolin 

St6.911 List 

Also Available Direct From 
The Tommy Bolin Archives 

& Selected Stores... 
DIGITALLY REMASTERED CDs 
Tommy Bolin Arçhives' 
Bottom Shelf Volume 

62 minutes (previously unieleased) 
Includes: Untitled i 6 2. Luka Roo, 

Meaning of Love, Burnin' arel borin'. 
Whiskey Headed Woman, Ynu're No 
Angel 12 Versions), Journey, Oh Carol 

6 Stratus. 

. THE 
TOM' 
701..11: 
BAND 

72(.1 - _ 33 LIE 

........, 

The Tommy Bolin Band 
Live at Ebbets Field 1976 
68 minutes (previously unreleased) 
Includes: Te.ser. People People. The 
Grind. Wild Dogs, Delightful. ( Fell in 

I me. Marching Powder. Lotus and 
Homeward Strut. 

Tommy Bolin & Friends 
Live at Ebbets Field 1974 
3 min (prey. unreleased) With: You 
Know You Know, SF River, Shakin All 
ight. Walkin' My Shadow. Ben Under 
A Bad Sign Ain't No Sunshine. Crazed 
Fandango. Ain't Nobody's Fool. Home-

ward Strut, Honey Man. C Stratus 
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The Tommy Bolin Band Live 

No. Ligh5 Studios 9/22/1976 
58 minutes (previously unreleased) 
With Teaser. People People. You Told 
Me That Yotr Loved Me. Wild Dogs. 
Shake The frevil, Post Toastee. 

Homeward Strut. 

The 1996 Tommy Bolin 
Tribute Concert CD 

FEATURING ENERGY SVITH JOHNN E BOLIN. 
RALPH PATLAN G MICHAEL REESE 

69 minutes 
"A Tribute Concert to PLI All 
Tribute Concerts to Shame" 

See song list in video description below 
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1996 Tommy Bolin Tribute Video 
8o min. video of 8 25-96 Tribute Concert 

Multiple camera angles, beautiful digital sound, 
awesome guitar playing. Songs Teaser. People 
People. Shake the Devil. Wild Dogs. Red Skies. 
Crazed Fandango. Rock Me Baby. Dreamer. 

Homeward Strut. Post Toastee • 2 bonus tracks 
You Know. You Know and SF River (not on CD) 
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MY WORM BAND MIMI HUM 
Nancy Middleton put her first band together in 1988, but things have 

manged a bit since then. The North Carolina-based singer/songwriter/gui-
tarist grew up listening mainly to folk and rock ("Joni Mitchell, Heart, Neil 
Young—older brothers and sisters-type stuff," says Middleton), but was turned 
on to country by the time she started playing seriously. "We started out play-
ing covers of old country classics," she explains. "People fike Patsy Cline and 
Loretta Lynn." 

Her band line-up now consists of a number of Nashville-worthy players 
whc she's hooked up with over the last four years. Together, they create taut, 
hummable tunes that are informed equally by country, blues and rock. As a 

result, they've been com-
pared to artists like Bonnie 
Raitt and, more recently, 
Sheryl Crow, "because 
we've become a bit edgier, I 
think—we've been rocking 
out a little more," says 
Middleton. 

Equally important in the 
band's sound are their 
exceptional choruses and 
harmonies. Middleton gets 
backup from guitarist/key-
board player Tommy 

Hartley and bassist Jack Campbell (drummer Ed Butler rounds out the line-
up), whose vocals are as strong live as on record. 

With two self-released CDs, a solid fanbase around the 
Raleigh/Durham/Chapel Hill region (their mailing list numbers several hun-
dred), and a load of new material, the Nancy Middleton Group show no signs 
of slowing down. 
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MIRlY PIECES 

When Brahm Taylor entered the Best Unsigned Band Competition, his 
band Nosferatu was essentially a studio project with Marc Kaducak, gui-
tarist and long-time friend ("We've been playing together for 10 years, since 
before we could drive," notes Brahm) Since then, he's renamed the band 
("We found out the name was already taken."), and added new drummer, 
Jim Vonch. Thirty Pieces, based in Plainfield, Illinois (near Chicago) is now 
a living, breathing, gigging hard-rock monster feuled by Brahm's songwriting. 

"Until recently," says Brahm, " It was just me, down in the basement with 
my eight-track, writing and recording tans and tons of music, and waiting 

for something like this to 
happen." 

Musical comparisons 
have ranged from Metallica 
to Led Zeppelin. 
"Flattering," says Brahrn. 
"But I don't think we fit either 
of those," Instead he 
describes their music as, 
"heavy, dark, creative, and 
usually with a gothic, fanta-
sy, or Biblical influence on 
the lyrics." For personal 
influences and faves, he 
cites Type 0 Negative, Al 

Jourgenson, Nine Inch Nails, Black Sabbath and Uriah Heep, among oth-
ers. 

His songwriting, meanwhile, has also come a long way. Says Brahm, 
"Luckily I've had some guidance from people in the industry, like, 'Hey 
Braam, they don't play too many fifteen-minute jams on the radio—maybe 
you should try to keep your songs within 4-5 minutes'—stuff like that. You 
learn to create something that can be sold as well as listened to." 

"I'm coming off of Black Sabbath." he concludes. "It was different 
then—they didn't have to worry about getting their stuff on the radio." 

By day, John Reynolds is a country songwriter. By night, he fronts a rock 
n' roll band. Ironically, it was a songwriting career that lured him to his cur-
rent home in Nashville, but it was his rock band, Without Ruth (which began 
merely as a side project with former partner Steve Rosen), that clinched him 
a spot among Musician's Best Unsigned Bands. Following this success, the 
two felt the need to assemble a band, which they did—albeit employing "a 
bunch of session guys," says John. But the chemistry wasn't there. Steve 
left to concentrate on producing full-time, John assembled a new line-up, and 
things have really started to click. 

"Now I have a band that really is a band—a unit of guys who want to go 
out, hit the road, play shows, and that don't need to be famous and play with 
Linda Ronstadt or whomever." 

While their sound was described 
by one local writer as "Steve Earle 
meets REM or Elvis Costello on 
acid," John cats them a "visceral, 
altemative, lyric and guitar-based, 
tongue-in-cheek, in-your-face bar 
band." 

John also recently signed a pub-
lishing deal with Charlie Daniels' 
company that allows him to write an equal amount of country songs and rock 
songs. Luckily, coming up with material is not a problem. "Songwriting comes 
very easy," he insists. " I came to Nashville (via Boston and New York) five 
years ago with 500 songs, and I've written a hundred a year since then." 

The band plays regularly at Jack's Guitar Bar in Nashville, and will soon 
be on the road. The strategy is to get some dates and do the road for as 
long as it takes to get hot-hot, then start showcasing," reasons John. "In 
music cities, getting seen by labels is not difficult—the key is having labels 
see you when you're on fire." 

E S 111 
THE SHADE 

SIG 
The songwriting team behind the Bloomington/Indianapolis-based 

band the Shade. Brian Depp and David Streets, have been writing 
songs together since high school. "They kinda sucked at first," laughs 
Brian. " But we'd caught the bug and had to keep going." 

Ten years on. their partneiship is thriving, despite a five-year peri-
od in between when Brian lived in Los Angeles ("We both had degrees 
and white-collar careers," 
he confesses. -But we 
bought identical 4-tracks 
and kept collaborating."). 
Today, the Shade are 
one of the hottest bands 
in the Midwest, where 
their rough take on heart-
land rock has been com-
pared to everything from 
Donovan to R.E.M. to the 
Who. The pair also 
share an appreciation for 
local hero John 
Mellencamp's accom-
plishments, both musically and career-wise. "Among other things, we 
admire the way his band sounds together and the fact that he's been 
able to build his own studio," explains David. 

In addition to David and Brian, who handle vocals/songwriting/gui-
tars, their latest line-up features drummer Greg Finke (a student of 
Kenny Aronoff, coincidentally) and bassist Shawn Nugent. For now, 
the band are concentrating on gigging and writing before going back 
into the studio. "We have more than enough material for another 
record, but we're taking our time because we're going through such a 
fruitful writing period right now," says Brian. "We don't expect miracles 
to happen without a bunch of really, really, strong tunes." Although, we 
think they're already there. 
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â ¡NE DEANS Of SWING SWINGSfi POKE 
Ask the Kansas City-based saxophonist/composer/arranger Ahmad 

Alaadeen who he's played with over the years and he'll humbly respond, 
"Oh, a few different people." They just happen to include the Temptations, 

Billie Holiday, the Four Tops, Ella Fitzgerald, 
Sam Cooke and Mile Davis. 

He's been playing with his Deans of Swing 
for about 14 years now, combining originals and 
standards in their area live shows. "I haven't 
heard many comparisons with regard to my 
compositions," says Alaadeen. "As for my 
sound, they say I have a lot of John Coltrane, 
which is natural. And you can hear Charlie 
Parker, which is also natura ." 

Why? "Because they are two of the biggest 
influences in music," says Alaadeen. "Charlie 
Parker :s a Mozart—he changed it all around, 
y'know?" 

As a result of his experience, Alaadeen has become something of a 
father figure on his local jazz scene. "My other goal is ta develop the young 
talent that exists in and around Missouri," he explains. "I'm always on the 
lookout for new talent and fresh people. On my next CD I have two or three 
people from the area I want to showcase." 

As for the current state of jazz, Alaadeen hasn't heard much that excites 
him. "There are a lot of extremely well-schooled musicians being churned 
out oy the various music schools, but they all sound like they've come out 
of the same bag. I'd like to hear a little more diversity in the playing." 

"Jazz needs someone to come up from Slobo, Mississippi, whose 
never heard of The New School or Berklee—just come up outta the mud 
with their own thing. I think that's what MI become the next layer." 

And does Alaadeen want to be the one to find hen? " I hope so!" he 

If there's one question musicians can always count on being asked, it's the 
one about who their influences are. The three Bream brothers who make up 
Swingset Police, Scott (21, guitars), Mike (33, bass/harmonies), and Tom (28, 
vocals/guitar) are prepared. "We have all taken an oath, specifically for this 
question, that we will only say one band," says Mike seriously. "Ready guys?" 

"Cheap Trick!" answer the three in perfect unison, before collapsing into 
laughter. Why Cheap Trick? "We figure they embody everything that was ever 
good about any kind of music," explains Mike. "At any given time, they want 
to be the Beatles, Zeppelin—they even covered a Dylan song." 

Quite simply, " It's rock n' roll with melodies," says Tom. Not unlike Swingset 
Police, whose hooky, punky pop 
has been likened to the 
Replacements, Plimsouls, the 
Lemon-leads, the Romantics 
and, natch, Cheap Trick ("But I 
think that's probably because it's 
what we keep telling everybody," 
reasons Mike). 

Since entering the B.U.B. 
Competition, they've released a 
full-length CD ("Kadickadee 
Kadickadoo (a true story)") pro-
duced by fellow Midwest pop fan Jet Murphy of Shoes, who also released the 
CD on his own Black Vinyl Records. Currently, the three are focusing on song-
writing and playing live. They travel between Tom's apartment in Chicago 
(where they are forced to use acoustic guitars) and their hometown of Lake 
Geneva, Wisconsin, 90 minutes north, where Mike and Scott reside. "We still 
rehearse in our parents' basement," reveals Mike. "We give 'em money to go 
out to dinner." adds Scott. Finishes Tom, "We get a couple of songs done, then 
they come home and kick us out." 
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SEAN 0111SCIIII GROUP 

"Everyone wants to be a virtuoso," says guitarist Sean Driscoll. "So 
do I, but it rarely means as much to the guy off the street. A band that plays 
well together and plays musically, meanwhile, will have an impact a thou-
sand times greater than some guy playing a million notes with just a band 
behind him." 

Sean's belief is evident in the music of the 6-man, jazz-based instru-
mental group he assembled while a student at Berklee School of Music, in 
Boston, in order to record a self-released CD of his music. While they've 
been compared to the Pat Metheny Group, Sean notes a key difference: 
"We added a saxaphone, which was a real break from that sort of sound— 

more like Weather Report," he explains. 
"Having a wind instrument in :he group 
completely changes the dynamics and 
how we have to deal with each other." 

The music also shows traces of the 
progressive rock and jazz/fusion that 
Sean listened to gowing up, albeit with 
a twist. "The only problem I have with 
that label is that we're not really related 
to the jazz/fusion bands of the 70's that 
that usually calls to mind," laughs Sean. 
"I like a lot of those bands, but I'd say 
we're more jazz-evolved. And, most of 
us in the band listen to a lot of Brazillian 
and Latin music." 

Despite the lack of outlets for up and 
coming jazz artists around Boston, the 
group still manages at least a couple of 
live gigs a month "I've never had a 

band fike this," enthuses Sean. "We just clicked. And when that happens, 
it's gold—you don't find it very often." 

And, better still, there are no egos. " If something isn't working, we're 
good enough players that we can address the problem and fix it." 

SHADES 
"So many artists today think that all they need to do is lay down a good 

groove," sighs Martin Andrew, the singing half of the soulful pop/R&B duo. 
Shades. "They think that once they have people bobbing their heads, 
they're set. But you have to take it further." 

"Yeah, those days are over right now," declares Damien Cornwell, his 
musical partner. "With the advent and affordability of so much new gear in 
recent years, people were getting all these fat sounds and samples. But 
now that everybody's had the stuff for a while and played around with it. 
they're sick of it and trying to get back to more conventional sounds." 

"Il's not that difficult to just come 
up with a really nice hardcore 
groove," confirms Andrew. "We try to 
write complete songs, with changes, 
melocies and hooks." 

Andrew and Cornwell grew up 
together in upstate New York. 
Cornwell listened to such heavily-
produced artists as ELP, Jan 
Hammer and Asia ("Where I learned 
about getting a well-rounded, com-
mercial sound."). Martin, meanwhile, 
was raised on a diet of "hardcore 
R8iB— Stevie Wonder, Funkadelic, Earth, Wind and Fire." And while both 
have musical parents, neither, they admit, have had real fornal training. 
Each also have elaborate home studios (although they haven't always had 
it so good— their winning entry, they confess, was recorded in a bedroom). 

And their future plans? "Right now, we write, produce and engineer all 
of our own stuff." says Andrew. "And we're also working on establishing 
our own record label and production company." 

"We have so much respect for people like Jimmy Jam/Terry Lewis, L.A. 
& Babyface. Hall & Oates," continues Cornwell. "And we'd like to be next. 
Our goals go beyond just trying to get a record contract—we have a life-
time commitment to this." 
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QCC1 (800) 859-8401 
OCA, MC. • 2832 SPRING GROVE AVE. • CINCINNATI, OH 45n5 

15131581-8400 • FAX (513) 681-3777 

SERVICES 

CDs, CASSETTES, DATs, VIDEO TAPES, VINYL, DIGITAL 
MASTERING—Professional duplications—One to one million! 

US. and overseas distribution-14803)750-5391,1-360-658-1648. 

TIRED 
of gctring screwed? 

for hassle-free CD manufacturing 
joe's production & grille, inc. 
800. 688. 4 2 1 2 

0 MEDIAWORKS ............— .... 
1719 WEST Ele AVE SSE 100E 
WWII/. IN 37203 

The one you 
need to call! 

Compact Discs, Cassettes, and Vinyl Disc Manufacturing, 
Graphics, Printing. and Packaging. 

Best Quality Competitive Pricing Fastest Turnaround Time 
Call (615) 327-9114 

The ultimate windows tool for slowing down any 
2.3 or 4 times without changing Ihe pitch. 

Jnlintilect loop points per song. Lenglii of loops 
mifed only by available hard tin,: scarie 
CD LOOPER IS PERFECT FOR WI Slt 1\S rtn (.1100 & J710Evis 

"OUR 29TH YEAR OF FAST GUARANTEED SERVICE" 

FREE CATALOG 
42li141HAVNUE•8100NLYR, e 11219 

AUDIO PRODUCTS I .  
eZ:elamn 

CD- RS, HI- 8, 

INI DISKS, S-VH 

MASTERING TAPE 

A-DAT, R-DAT, BULK VHS 

PLASTIC REELS, BOXES' 

NORELCO , SOFT POLY BOXES 

VIDEO BOXES 8 SLEEVES 

SINGLE 8 DOUBLE CD BOX 

,  DCC, MOD, DDS2 
AND IN HOUSE DIRECT ON CASSETTE PRINTING 
MORE • CUSTOM PRINTED LABELS 8 -CARDS • 

.30.33 39.64 .49 33 

CUSTOM LENGTHS FROM 

1-126 MINUTES 

.32.38 44 47 .52 67 

C400 C-90 

.58 .. 63 

.713176 

LENGTH 

TYPE 

C-10 C-20 C-30 C-40 C-50 C.60 C-70 

TDK 
SA  ,25 

MAXELL1 
WI  .27 
BASF 

CHROME _30 
SUPER 

.38 .47.56.65.69.80 .87 

100 PIECE 
MINIMUM 

31111 
TDK 

5 BASF 
AMPEX 

maxell 
IN NYC 718-435-73226800-221-6578- 24HOUR FAX 718-853-2589 

FREE LABELS WITH EVERY CASSETTE ORDER 

ROUND EDGE OR STANDARD NORELCO BOXES $ 012 EACH 
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SERVICES !SERVICES SONGWRITERS 

TOP -QUALITY44-19.9 
AT FACTORY DIRECT PRICES! 

COMPLETE RILL 
COLOR CD PKG. 
500 CD' 
$9 

\ Services Available 

WE DO IT ALL! 
PACKAGE 

: 500 CD's: 

$1299 
CD's • Posters 

Cassettes • CD Rom 

0,05824DISC(3472) 

CD sr CASSE1TE 
MANUFACTURING 

FEATURING THE SOUTHV/ESTS 
FIRST ONLY MGM. BIN C.AssErrE SYSTEM 
0 LARGEST REAL Tia* CassurTE FAcarril 
Blank Cassettes • Printing • Graph .c Dedir 
One-Off CD-Rs • Digital Master ng Et Editing 

PAO(AGESAVAIL4BLEI CALL FOR FREE CAT/L051 

CRYSTAL CLEAR SOUND 

1.800.880.0013 

HEALEYdisc_ 
irteram' tes 

COMPACT DISC & CASSETTE 
grackagEns  

1 COMPLETE FULL COLOR CD PACKAGES: 

500 an $1164./1000 CD's $ 1664. 
CD Package includes color 4 page (2 paneil insert. color Iraycard, 2-culot 

on CD pnrinng. piemas box. shrinkwrap, 
mseMon t•i•-Beraelfirig, 

ETT 
American .. No 

ga • CD 

TOLL FREE 1-800-835-1362  
Professional Mastering Available at Mendable /glee 

***STEAL LICKS!*** 
RIDGE RUNNER'S Sb -MO ENCORE II 

EGHT sne DIGITAL LEARNING RECORDER For oaning hclul 
Slow to 3/4, 2/3, 1/2, 1/3, 1/4, 1/5, or1/6 speed, 
ALL IN ORIGINAL PITCH. REPEATING LOOP' 

** Price: S699.95 ppd.** 
ENCORE II MODEL HAS FREEZE NOTE, FOOT 

PAUSE, HEADPHONE & INSTRUMENT JACKS, 
BACK TRACK, VARIABLE PITCH CONTFOL 

RIDGE RUNNER PRODUCTS Dept. 1.4.1-501 

84 YORK CREEK DRIVE 

DRIFTWOOD TEXAS 78E19 

1-800-FRET-PRO. Master, Visa, Disc,Amex 

TAPES 

NATIONWIDE TALENT SEARCH '96 

SEEKING: * : àN I i 

a I • • 

* All types of original musk considered. 

* FREE Promotion & expo..ure if you qualify. 

* NOT a contest! This i. a career- launching opporunity. 

•• ., Send o ccrs,_ette of you music ,..eth nine, 
1 ' aidre3s, pfxx)e & best time to aetod to: 

- RODELL RECORDS 
P.O. liox 9:1457-M • Holywod, CA 90093 

Printing Solutions 
for the music irld±_istrydiî 

HOMEWOOD 
Call roday For a Free Catalog 

1-SO0-47E5-0691 PRESS 
Check Js Out Online: www.homewoodpres.5.com 

DUPLICATION  

• 

C.DMRACT DISC 
UOIC+VIDEO CASSETTE 

CO ROM 
Now FEATURING THE 

THE LATEST IN DIGITAL 
CASSETTE BIN TECHNOLOGY 

FROM gauss 
MBOMM 

INC. 
Not)lià a.1+,101• 

6737 5. 30th Street 
Indianapolis, Indiana 48219 

317/549-8484 Fax 317/549-134813 
Internet wrngeindv. net 

N ti Ne.iraID 

SONGWRITERS! 
Have you been searching for these items 
Contra:as, Copyrights, Business Booke Blank Tapes 
Blank & Laser Printed Labels, B&W or Color 1-Cards 
Small Quantity Duplhation Packages, Sold Bio Pboios 
Studio Supplies, A-DAT & R-DAT Tapes, MIDI Logs 
Collaboration Contrmas, Critique Formu& Post Cod ,. 
Call.... (800) 487-SPIN "Free Catalog:" 
Songwriter Products Ideas 8t Necessities 

SERVICES-

Bulk CD's 

60¢ 

1000 .CD's 
For $1100 
in ¡jewel Case/Wrap 

MAO ea. 
wee dent steprolled evens. C.1)11. Mann Sial File, 

4 Panel 4/1C CO Folder a Tray Card S 273.00 

CO SONIC 
Tel: (617) «14-0670 Fes: (617) 24-0637 
Toll Free 1-0118-CD. SONIC (237-6642) 

25 CDs 
(or$3 4 ! • Ir . a 

Includes jewel 
case and 

direct printing 

on disc', Call 

for details 

,T.orrpact Discs • Roil more Ca.•sehes • airs, Masteimg 

(800) 249-1110 
Motional Multimedia Services 

INS,11ABELS, it WAGERS [0% HERE 
Looking tor an inexpensive way to promote 
your band Cr independent record label? 

Gull Tell-Free 444-444-NLin 
Ur yid- 1111 

THE NAMES YOU KNOW AND TRUST... 
HIGH Mai BULK- LANK AMMO TAPES 

UNIIOXED-UNLABBJED 

LENGTH 
*Tim( ppo-se 
CO8412 

rnaxell 
XL II 

I BASF 
CHROME 
PUJS 

CI BASF 
CHROME 
SUPB1 

C-10 24 at 25 t 25 t 28 t 

C-15 26 t 27 t 30 t 311 
C-20 28 t 30 t 314 351 
C-30 331 36 t 35 t 45 it 
C-46 40 t 43 t 42 t set 
C-62 471 501 50 t 684 
C-80 566 68 t 651 854 
C-82 621 754 72 c 87 t 

_ C-I00 701 834 76 t 951 

AU. LENGHTS AVAILABLE - 1 MINUTE 10 126 MINUTES 

FULL UNE OF RECORD NG 
AND DUPLICATING SUPPLIES 

DIRECT ON CASSETTE PRINTING 
CUS-OM LABELS AND .1 - CARDS 

...FROM THE COMPANY YOU KNOW AND TRUST 
764 51St Avenue, 

Brooklyn, New York 11232 
In NYC Tel: (718) 369-8273 

24 Hour Fax (-718) 369-8275 

e.,=)NRS 
National Rec ording Supplies Inc. 

145 Lauro Piero Ave.. MI 
Ceto, Plied() Rica 00735 le 
In Puerto Rico Tet 
18091 885-2316 Irrf 

CALI. TOLL FREE 1-800-538-2336 

M USIC I M A F. C 1 9 9 7 



SERVICES SERVICES 

TR' P'WCE" s ', L. 
21 2-333-5953 

E-Mail digitalforce@morebbs.com 

I TOTAL CD, CD -ROM 

& CASSETTE PRODUCTION 

MASTERING 

REPLICATION 
PERSONALIZED EXPERT 
SERVICE 

GRAPHIC DESIGN 

PRINTING 

PACKAGING 

The Power of Excellence sm 

330 WEST 58th ST, NY, NY 10019 

IF YOU THINK YOU'VE GOT THE 
GREATEST PRODUCT AROUND... 
CHECK US OUT! WITH OVER 14 

YEARS EXPERIENCE IN MASTERING 
AND MANUFACTURING, TO FULFILLMENT 

AND GRAPHIC PRINTING, 
YOU CAN'T GO WRONG. 

CALL US NOW !!! 
AND ASK FOR OUR FREE CATALOG. 

THE 1 NUMBER 2 REMEMBER: 

MASTERING • MANUFACTURING* PRINTING 

DierROM' 
FOR COMPACT DISCS CD-ROM 

REAL TIME & HIGH SPEED AUDIO CASSETTES 
COMPLETE PACKAGES • COMPETITIVE PRICING 
GRAPHIC DESIGN STUDIO • PERSONALIZED 
EXPERT SERVICE • FAST TURN-AROUND 

CALL (800) 815-3444 
(212) 730-2111 

VISA 

130 WEST 42NO STREET • NEW YORK, NY 10036' 

EIZZI=31 
TDK PRO SA BULK 

CUSTOM LOADED HIGH BIAS (TYPE II) CASSETTES 
WAWA., U... • •••.C.I.DE CUM 5 50.5-55 S.. • 0.191.0.4 M.,. • 

Lan. 
Pnca 

C-10 

1031 

C-20 

SO 37 

C-30 

SO MI 

C-40 

10 40 

C-45 

sa SO 

C-50 

so.53 
C-60 

$0.61 

C-10 

$ou 
C-00 i C-30 

SO 75 1 1082 

MAXELL XLII BULK 

CUSTOM LOADED CHROME HIGH BIAS (TYPE In CASSETTES 
.1.0,M1.51,0 5.00.15 • .1.C.1.05 0.E45 5-5C.5 SAW. • OAT. L0411•3 AVAL•BLE 

1,501 

PR. 

C-10 

SO 32 
PREMIUM ROUNDED-MI ALL CLEAR NORELCO MOM C11013 ARM 

mu. or 12 y  *lb Lad. tor 1.••••.* Jet Amen •133.or Mu. C.. 

118 U. /NW *I Ir.«. Caled. ca.a. P..« 0 1.10.315 gm Illeut 1.11•1 115.11(••• Moot I.. 

NOW RECORDING SYSTEMS, INC. 
32 WEST 38111 STREET, 8TH FLOOR, NEW YORK, NY 10018 
Talaphona 212-7857800 • 800-880-3879 • Fax 212-7869740 

MASTER 0117114131MORS P7 
35/ • ARAD • MU • Deal • PC • RIX • LIME, • 5014V • MK • TILER 

AND 411.5C51. MUCAI MORE 
Vo • Icuot NSA • Malow.C. • *re Upon. or UPS COO Car." 

c-To c.30 c-.10 
$O 37 1 SO 42 $052 

C-43 

$0 50 1 S055 SO 01 

_c.30 c.eio C-70 

SO 73 

cso 1 C-80 

$0 78 $ow 

Complete CO packages 

1 - 800-928-3310 
World Audio Video Enterprises 

Retail ready including full color inserts 

Bar-codes, CO- Porn, 
COR. Mastering, 
Design and Film 
services available. 

CD's 

Cassettes 

300 

975 

396 

500 

1075 

506 

1,000 

1637 

752 

Ily ckaged 
CD - $ 1.20 

sk about our 
Retail dy Packages 

Label? Studio? 
Ask about our 

OLUME DISCOUNTS 

AM-tech 
1-800-777-1927 
e-mail: 74043.1473@compuserve.com 

•CD ROM & CD Enha ed 

-Real Time & High S 

Cassette Duplication 

•Digital Editing 

.Graphic Design 

•Prmting 

A BREAKTHROUGH 

MAY ONLY 

BE A SMALL 

STEP AWAY. 

ONE DAY YOU CAN RUN. 

PERHAPS THE NEXT DAY YOU 

CAN'T EVEN WALK. MS ATTACKS 

YOUR NERVOUS SYSTEM IN A 

TOTALLY UNPREDICTABLE WAY. 

YET A BREAKTHROUGH THAT 

COULD FREE PEOPLE FROM 

THIS DISEASE MAY BE NEAR. 

PLEASE CALL THE NATIONAL MS 

SOCIETY AT 1 -800-EIGHT MS. 

N/IS 
NATIONAL 
MULTIPLE SCLEROSIS 
SOCIETY 

11[111 MARCH 1 997 MUSICIAN 



produçtinclex) 
Here's our product guide which lists the equipment and page number where the players talk about the gear they use. Feel 

free to call or fax the manufacturers listed below for specific info on what the best players play. 

ADA. 420 Lesser St., Oakland. CA, 94601, ( 510) 532-
1152: MIcroCab II. Ampulator, 84 
AIM 1449 Done'son Pike. Nashville, TN, 37217. (615) 

3992199: 0414. 44 
ALMS. 3630 Holdredge Ave.. Los Angeles. CA. 
90016. (3101558-4530: SR- 16, 82 
AMP291.400 Ferguson Ave.. St. Louis. MO. 63133, 
(314) 7274512: SAT heads. 33; SVT.II tube heads, 
cabinets. 40: '70s SVT. cabinets. 44: SAT heads. 8X10 
cabinets, 60; Ampeg SVT head & cabinet. 52 
AMES, 11068 Randall St.. Sun Valley. CA. 91352. 
(818) 767-2929: paranethc EQ, 40 
ARBORETUM SYSTEMS, 595 Smith St., Farmingdale. 
NY, 11735, ( 516) 391-5400: Hyperprism, 84 
AVEDII MIDJU4/I CO., 22 Longwater Dr.. Norwell. MA. 
02061. (617) 871.2200: BnIliants. 40: cymbals. 44; 
cymbals. 44: cymbals. 45: cymbals. K Senes cymbals, 
sa 

AYOTTE DRUV'ti, 2060 Pine St, Vancouver. BC. V61 
4P13. (6o4) 736-5411: drum kit, 46 
MEHRINGER, P.O. Bou 9031. 575 Underhill Blvd. 

Syosset, NY. 11791-9031. (516) 3642244: Intelligate. 
$o 

boss, 7200 Dominion Ce.. Los Angeles, CA. 90040, 
(213) 685-5141: nangers, mum-effects unit, bass cho-
rus, 40; delay. pitch shifter, Tuba Overdhve. 44: 0C-2. 
CE-2. IS: AW-2, CS-3, 0C-2. 413. EQ. 52: SE-70. 0C-2 

Odaver. 53: DM-3. AW-2, 82 
CAD. 341 Harbor St.. Conneaut, OH. 44030. ( 216) 
593-1111: MegaMix. 74: Equnec E-200. 84 
CALATO/REOAL TIP, 4501 Hyde Park Blvd.. Niagara 

Falls, NY, 14305, ( 71.6) 2853546: 7000. 50 
CELESTION. 89 Doug Brown Way. Holliston. MA. 
01746. (508) 4296706: Vintage 30, 40; 30-wart 
speakers. 53 
CROWN »wt. 1718 W Mishwaka Rd.. Elkhart. IN, 
46517. (2191294-8000: Macro-Tech 1204 48 
=mom AUDIO ELECTRONICS. 10648 Magnolia 
Blvd.. N. Hollywood. CA, 91601.1818) 763-8898: Super 
Tremolo. RSB, 44 
ITADDARM, 595 Smith St. Farmingdale, NY, 11735, 
(516) 391-5400: strings. 48; strings, S. 
dIhk. 8760 5 Sandy Pkwy., Sandy.UT. 84070. (801.) 
568-7660: 160s compressor. 50: 120XP, 84 
ODIUM. 300 Long Beach Blvd.. Stratford, CT. 06497-
7153. (203) 3800000: 3, 50 
DEAN MARKLEY, 3350 Scott Blvd.. Ste 29. Santa 
Clara, CA. 95051, (409) 988-2456: strings. 40: 
strings. 50 
DIBIDEUGH, 1360 Willow Rd., Ste. 101, Menlo Park, 
CA, 94025. (800) 333-2137: Pro Tools. 34: Pro Tcols 
SMPTE Slave Driver. Audio Interface. Intelligent Noise 
Reduction System, MasterList CD. 84 
DIGITAL MUSIC, 53122 Derry Ave.. Agoura Hills. CA. 
91301. (818) 991-3881: ground control unit. 53 

DIOTTECHMOD. 8760 South Sandy Pkwey, Sandy. UT. 
84070.(801) 566-8919: GSP 2101, DSR-24. 46; 
analog delay. $2: DHP-55, 84 
DRUM WORKSHOP, 101 Bernoulli Cir., Oxnard, CA, 
93030. (8051485-6999: drums, 44; pedals. 44 
DUNLOP MF13. 150 Inudstnal Way. P.O. Box 846. 
Benicia, CA. 94510. (8001 722-3434: Crybaby wah. 
Rotovibe. 45; Rotovibe. 49 picks. so; fuzz wan. 60; 
picks. 53 
EASTON, 7800 Haskell Ave.. Van Nuys, CA. 91406-
1999. (818) 7826445 aluminum-shaft sticks. 40 
ELECTRONARMONIX/SOVTEK, 20 Cooper Square. 

4th Floor. New York, NY. 10003. (212) 5290466: 
Detone Memory Man. 53 
ELECTINSVOICE, 600 Cecil St., Buchanan, MI. 
49107. (800) 2346831: 12- speakers. 52 
EMAGTC BSA, P.O. Bon 771. Nevada City, CA. 95959, 
(9161477-1051: Logic Audio, 84 
EMS, P.O. Box 4394. Santa Rosa, CA. 95402, (8001 
821-1446: pickups, 40 
SPUMONI, 1818 Elm Hill Pike. Nashville, TN. 37210. 
3781. (6151871-4500: Casino. 53 
ERNIE BAY., 151 Suburban Rd.. P.O. Box 4117, San 
Luis Obispo, CA. 93403. (800) 543-2255: strings. 40; 
strings. 44: strings, 46. volume pedal, $2; OF'S. vol. 
time pedal. KS 
ESP, 7561 Sunset Plod.. 0202, Hollywood. CA. 90046. 
(2131969-0877: Explorer copy guitar. Stratocaster-copy 
guitar, 40 
EVENTIDE. 1 Asan Way, Little Ferry, NJ, 07643. i2011 
641-1200: GTR4000, 84 
FENDER MUSICAL INSTRUMENTS. 7975 N. Hayden 
Rd., Scottsdale, AZ. 85258. (6021596-9690: 400 
watt bass bins. Precision bass. 33; Telecaster. 3.: 52 
Telecaster, Stratocaster, Telecaster, Tweed amp. '63 
Stratocaster. 40: Stratocaster, Jazzmaster, Princeton 
amp, Precision bass. 44. '96 Telecaster, Jazz bass. 
44; Telecaster. Vibrolux. ' 71 Precision bass. 52; 
Stratocaster, 53 

SERRANO.. GUITARS, 16123 Valeno St.. Van Nuys. 
CA. 91406. (818) 988-6790: H Senes guitars. 50 
RIMS OREN COMPANY, 701 S Lamar Blvd., Austin. 
TX. 78704, ( 512) 4169955: drums, 52 

FISHMAN TRANSDUCERS, 3400 Fordham Rd., 

Wilmington. MA. 018872113.1508) 9889199: pie. 
amp. 52 
FOSTEX. 15431 Blackburn Ave.. Norwalk, CA, 90650. 
(80017FOSTEX: 281 4Track, 
TULLTONE, 3815 Beethoven St.. Los Angeles. CA. 
90066. (310) 397-3456: 69, Dejavibe, 44 
FURMAN SOUND. 30 Rich St.. Greenbrae, CA, 94904. 
(415) 927-1225: PL-8, 84 
13ENELEC, Olvtie 5.1salrni, 74100. ( 358) 771-3311: 
10304, ss 
MIS, 2813 Wilber Ave., P.O. Box 136, Battle Creek, MI, 
49015, (800) 388-4447: strings, 53 
GIBSON. 641 Massman Dr.. Nashville, TN, 37210, 

(802) 283-7135: ES-335, 38; Flying V. '63 SG. Les 
Paul, '62 Les Paul Special. '58 Les Paul, ES-335, Les 
Paul Junior, 40: Les Paul Jr. 44: ond-'705 Les Paul 
Deluxe. Les Paul, 44:1160E. 48: 69 SG. Mercury. '95 
Vintage Ai, '53 1-45, 62 
ORETSCH, P.O. Box 2468. Savannah. GA. 31402. 
(912) 748-1101: '58 Chet Atkins, 52 
OROOVE MBES. 12866 Foothill Blvd.. Sylmar. CA. 
91342, (818) 3614500: Soul-0-175, 48 
GUILD. 7975 N. Hayden Rd.. Scottsdale, AZ. 85258. 
(6021596-9690: 5100. 46; Manhattan & Songbird, 53 
HAMER GUITARS. P.O. Box 507. Bloomfield, CT. 06002-
0507. (860) 647-2244: Daytona, 52 
HOSIHNO/RIANET, 1726 Winchester Rd., Bensalem. 
PA, 19020-0086. (800) 669-8262: Tube Screamer. 
40; TR300. 50; Tube Screamer. 52 
J.L COOPER ELECTRONICS. 12500 Beatnce St.. Los 
Angeles. CA, 90066.1310) 306-4131: MSB Rev Il 
MIDI, 44 
mi. PROFESSIONAL, 8500 Balboa Blvd.. Northridge. 
CA. 91329, (818) 894-8850: EON Powersystem, 77 
ROIS. 316 S Service Rd.. Melville, NY. 11747-3201. 
(803) 6453188: DT.2, fin- 1. 82 
MEWS., 13336 Alondra Blvd.. Cerritos, CA. 
90703-2245. (310) 926-3200: DMTi, 63 
LAMELLA, 256 Broadway, Newburgh. NY, 12550. 
(914) 562-4400: bass strings. 40 
LEXICON, 100 Beaver St.. Waltham, MA, 02154-

8425. (617) 736-0300: Vortex. Jam Man, PCM-42. 
PCM-80, ea; Reflex. LXP-15. 84 
LUOV,00 84 MUSSER SHOUSTRIES, P.O. Box 310. 

Elkhart, IN. 46515. (219) 522-1675: Black Beauty 
snare. 50 
MACKIE DESIGNS, 16220 Wood-Red Road NE 

WoodInvIlie, WA. 98072. (800) 258-6883: CR140. 
roper. 40: CR1604. 82; Mackie 24.8..4 
MARK OF IRE UNICORN, 1280 Massachusetts Ave.. 

Cambridge. MA. 02138 (617)576-2760: MIDI Express. 
84 

MARSHALL 1MPUMERS, 89 Frost St., Westbury, NY. 
11590. i5161333-9100: guitar cabinets. 33: amp, cab-
inets. 40, IMP-i. 44: (CM 1960 AV. 48 
MATCHLESS, 9830 Alburtis Ave.. Santa Fe Springs, CA, 
90670.1310) 801-4840: combos, 40 
MESA ENGINEERING, 1317 Ross St., Petaluma, CA, 
94954, ( 707) 778-6565: Boogie heads, 33; 4112 cate 

Mets, Tri-axis heads, heads, cabinets. Dual Rechfier, 
4X12, Vintage 30 40: Trem-O-Verb. 4X12 cabinets. 
Heartbreaker amp. Blue Angel, 290 power amp, 44: 
4X12 Rectlfers, amp switch. Triaxis tube preamp. 
Simulcast 2:90 power arnp. V-2 preamp, M-2000. 2X15 
diesels. Dual Rectifiers. 48: head. 4X12 cabinet, 50; Tri-
Pais preamp. 4X12 Rectifier cabinets. 53 
MORLEY, 185 Detroit St . Cary. IL 60013, (800) 284 
5172: wah/vdume pedal. 40: wah/volume pedal. 44; 
A/B/C box. 52 

MUSIC MAN, 151 Suburban Rd.. P.O. Box 4117. San 
Luis Odspo, CA. 93403. (8001 543.2255: bass. 33: 
Stingray. Silhouette, 44 
MXR, P.O. Box 846. Benicia, CA. 94510. (800) 722 
3434: Phase 100, 35; Phase 100. 40; Blue Box, d. 
tortion. 52 
NARY SYSTEMS, 6701 Bay St.. Emeryville, CA, 

94608-1023, (510) 652-2411: 950GS, 50 
IMIAMURT USA, 6 Vista Clive. Old Lyme. CT. 06371, 
(203) 434-5220: U-47, MI 
NORD LEAD. 923 McMulen Booth Rd., Clearwater. Fl. 
34619. (81317968868: keyboard, 63 
0111ERNERI, 2230 Livingston St., Oakland, CA, 94600 

(800) 279-4346: ahoplex Digital Pro, .2 
ORANGE, 645 Massman Dr.. Nashinlle, TN. 37210. 
1515)871-4500: Super Fuzz. 40 
PAISTE, 460 Atlas St.. Brea. CA. 92621. (800) 472 
4783: cymbals. 60; cymbals. 52 
PARKER, 316 S Service Rd., Melville, NY, 11747. 
(316) 333-9100: Fly guitar, .5 
PAUL REED SMITH, 1812 Virginia Ave., Annapolis, MD, 
21401. (4101 263-2701: Santana 8/ Standard 
Mahogany. 53 

PEARL, 549 Metroples D'.. Nashville. TN, 37211. (615) 
8334477: snare, 52; pedals, 63 
PEAVEY ELECTRONICS, 711 A St., Meridian. MS. 
39301. (601) 483-5365: Tube Fes, 45: Stereo Chorus 
400. 52: Ecoustic 112, 03; PC1600 MIDI controller, 82 

PRO CO SOUND, 135 E Kalamazoo Ave.. Kalamazoo. 
MI, 49007, (616) 388-0675: Rat, SO 
RARE CORP., 113802 47th Ave. W. Mukilteo, WA. 
98275, ( 206) 3556000: HC-6. 54 
REMO. 12804 Rayrner St., N. Hollywood. CA. 91605. 
(818) 9882600: drum heads. 40; drum heads, 44; 
drum heads. 44; percussion, drum heads. 44; drum 
heads. 52: heads. 53 
RICKENBACKER, 3895 S Main St., Santa Ana, CA. 

92707-5710. (714) 545-5574: '54 Rickenbacker lap 
slide. 52 
RIVERA R • D, 13310 Ralston Ave.. Sylmar. CA, 
91342, (800) 809-2444: M100, Hundred Duo 12s, 82 
ROCKTRON, 2870 Technology Dr.. Rochester Hills. MI, 

48309. (800) 263-ROCK: (orchites, 00: Replifes, 
Intellifes, Voodoo Valve, 53 
ROLAND, 7200 Dominion Circle. Los Angeles, CA. 
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(backside) 

"Pardon Me, I've Got Someone to Kill," ack around 1958 Mickey and 

Sylvia told us that " love is 

strange." With Valentine's Day 

looming just ahead, it's nice to 

know that buried beneath the piles of musical 

Hallmark sentiments and unchained melodies 

are a few truly strange, twisted, and even 

downright sick love songs. Here are a few of 

my faves: 

"Moody River," by Pat Boone 

Pat's woman apparently can't bear the 

thought of having done the horizontal 

Macarena with his best friend. To relieve her 

guilt she jumps in the river, leaving Pat a glove 

(?) and a suicide note. Unfortunately for rock & 

roll, he doesn't join her. First line of the song is 

borrowed from Othello. Features a real white-

bread backup chorus. 

_ 
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Banned in 62. Song opens with Johnny 

thanking a bartender for listening to his trou-

bles and then matter-of-factly mentioning, 

"'Scuse me. I've got someone to kill." Over the 

next couple of verses he tells the bartender 

why he's gonna do it, how he's gonna do it, 

and where the sheriff can find the murder/sui-

cide note and all three bodies. Garth who? 

"Radio Lover," by George lone 

A classic. George is an all-night DJ, kiss-

ing his lovely wife goodbye. Little does he 

know that while he's on the air, his wife is 

doing a little broadcasting of her own at 

home. Unfortunately for her, it happens that 

George has secretly taped the show so he 

could come home and be with her on this 

MUSICIAN 

night of their first anniversary. 

"I Hold Your Hand in Mine," by Tom Lehrer 

Very, very sick tale of a guy who can't let 

go. Literally. Matter of fact, a hand is all that's 

left of his recently deceased wife. Put this one 

in rotation with an album of koto favorites at 

your next feelings workshop. 

"The Whipping Post," 

Grade-Z Marty Robbins ripoff. Starts out 

with an ominous male chorus. Over the next 

two minutes the following occurs: A stranger 

rides into a Puritan town, in the center of which 

is a whipping post. He seduces the mayor's 

daughter, and her dad catches them playing 

hide the hamster. The stranger is told to leave 

town. He refuses and gets tied to the whipping 

post. As the whip descends, the girl runs in 

front of it and gets hit in the head. The mayor 

yells stop, forgives the two of them ... and the 

ominous male chorus shows up again to bring 

it all to an end. All in under three minutes. 

"Laurie," 

J.B. may be the godfather of soul, and B.B. 

is surely the boss of the blues. But during the 

early Sixties Dickie Lee was the king of the 

splatter platter. In this one he meets Laurie at 

a dance, lends her his sweater on the walk 

home, escorts her to the door. Goodnight. 

Oops, forgot the sweater. Goes back, only to 

be greeted by her irate father, who informs him 

Laurie died a year ago tonight and observes 

that Dickie's got a lousy sense of humor. On 

the way home (as the chorus hums softly), a 

strange force pulls him to a graveyard, and 

there on top of Laurie's grave is ... his sweater! 

Song ends with the chorus swelling as Dickie 

reminds us, " Strange things happen in this 

world." 

"She's Scattered Everywhere," 

by rcbib. 

A truly amazing cut by this early Fifties con-

temporary of Professor Longhair. His woman 

comes in, puts her false teeth on the dresser, 

her peg leg on the table, and her glass eye in 

his glass. Archibald is so shook up he starts 

praying. Then he gets upset because he wants 

to love her but ... you guessed it, " she's scat-

tered everywhere." Would have made a perfect 

answer song to " I Fall to Pieces." And next time 

you hear Bill Medley long for his darlin's touch, 

don't feel too bad for him—at least she does-

n't need reassembling. 

Special thanks to Ben Wade and George 

Lasko for digging up (sorry!) these tunes. 

Happy Valentine's Day! 

—Reverend Billy C. Wirtz 
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