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xaig Chaquico, former songwriter
al lead guitarist for Jefferson
\—x &gtarshtp, has earned more than
. .a dozen gold and platinum records, has
been honored with both Grammy and
Academy Award nominations, has
" topped the New Age charts with his last
two solo records, Acoustic Highway
and the Grammy nominated Acoustic
Planet, has just released his third solo
effort, A Thousand Pictures, and now
has yet another accomplishment to add
fto his list: The EA26 Craig Chaquico
Signature Series Model guitar.

1e EA26 Features:

* Mahogany back, sides and neck, with
" select Spruce top
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©1996 TDK and the TDK logo are registered trademarks of The TDK Electronics Corporation.

INTRODUCING A LINE OF RECORDABLE MEDIA FOR PERFECTIONISTS. THE TDK PRO LINE. IT'S PURE PRECISION.
BECAUSE EVERY FORMAT, EVERY LENGTH, EVERY GRADE IS 100% SPECIFICATION GUARANTEED. FOR YOUR
FINEST WORK. IT'S MORE INNOVATION FROM THE PEOPLE THINKING ABOUT WHAT YOU DO, AND THE TOOLS

For more information on our complete line of recording products, please
call 1-800-TDK-TAPE or check out our site on the World Wide Web.

YOU NEED TO GET AHEAD. FROM THE COMPANY THAT'S TAKING PROFESSIONAL RECORDING FAST FORWARD.

http://www.tdk.com




WHAT DO YOU THINK ABOUT
SUCCESS?
I don't.

THAT'S A BALLSY TONE.
I've got more.
thits the crunch switch| {

WHAT'S THE COOLEST
SOUND YOU EVER HEARD?
The echo in Union Station.
What reverb!

WHEN YOU WERE YOUNG,
WHO INSPIRED YOU? g \
Gilligan rocked my world.
{kicks up the treble and
plays the TV theme)

’-’

IS THERE ONE GUITAR PLAYER
YOU'D LIKE TO BE?
I already am.

HOW DID YOU GET YOUR START? =
Coffee and donuts.

YOU SEEM TO BE MORE
VERSATILE THAN EVER BEFORE.

I grew up.
WHATDO YOU & : L%
THINK ABOUT FLEXIBILITY: .. , &
You either have it or you don't. o F }
igoes from shred 1o vintage blues| -

) // Fa

’ A t 1

WHAT'S YOUR FAVORITE y Eany .’ !

MEANS OF SELF-EXPRESSION ? - =
I'm plugged into it.

Ikicks the volume up and

starts to wagl!

WHAT 1S THE BEST PART
ABOUT PLAYING GUITAR?

The part where you split
and | play.

There is a response for everything. 2

=Roland

A
. Roland Corporation U.S., 7200 Dominion Circle, Los Angeles. CA 90040 (213) 685-5141 Roland Canada Music Ltd.. 5480 Parkwood Way. Richmond. B.C. V6Y 2M4 (604)250-6626
M COMPUSERVE : GO ROLAND  Fax-Back Information: (213) 685-3141, ext. 271
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The Whirlwind PM Story

Whirlwind'’s Precision Manufactured

| tubes are designed to exceed original
type specifications—to perform better
and last longer without compromising
the classic tonality of the tubes. How is
this achieved?

3

Several years ago world consumer
demand for tubes was collapsing and
western manufacturing facilities were
shutting down. We believed tubes would
continue to be important to the music
community and began a multi-year
process of developing manufacturing
capability in China.

The assembly of tubes has never been
fully automated. The tiny parts are
assembled into their glass envelopes by
hand, like building a model ship in a bot-
tle. As with the Soviet Union, China had
the workforce available and tube facto-
ries in place—still producing tubes for
domestic equipment. However, both the
Chinese and USSR plants used equip-
ment, materials, and procedures that
were well below the level of technology
being developed in the West at what was
thought to be the end of the tube era.
Compared with the USSR, China’s
strong economic and industrial growth
made it the obvious choice for our efforts.

We could have simply bought thousands
of tubes from the existing factories,
thrown away most of them, and sold the
ones that happened to accidentally per-
form well. That system is inherently
unpredictable, however, and there is no

way to guarantee that the tubes which

do pass will continue to perform after a
few hundred hours of use. We also had
new designs we wanted to produce.

So with the services of some of the top
engineers from the world’s classic tube
companies, we set out to match and sur-
pass the best of the classic tubes using
selected Chinese manufacturing plants.

To achieve this goal we modernized the
systems of our partner factories and
imported equipment capable of produc-
ing better mechanical connections and
higher vacuums—keys to consistent per-
formance and longer tube life. We
brought in high-tech alloys for a new
generation of superior tube designs and
developed rigorous quality control proce-
dures. Finally, we placed our own people
at these factories to work hand in hand
with their production staffs. The result
of these efforts is a tube quality unparal-
leled in the history of tube manufacture.

These superior tubes are then final-test-
ed and grouped in the U.K. using a com-
puterized multi-parameter matching sys-
tem. This system allows us to compare a
range of key parameters and organize
our power tubes by group number. The
process is so precise that once your amp
has been properly biased for a set of PM
tubes, new PM tubes as much as 10
group numbers away from your originals
will generally not even require rebiasing.

Our designs have restored and upgraded
thousands of classic and current amps.
Yours could be next. Ask your dealer or
contact us directly for more information.
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s the king of juju music, why would

you record your first album in ten

years, E Dide/Get Up, in Seattle?

Don’t mean to alarm you, but that
fad is over.

There’s a place we were playing there,
on the tiniest stage—imagine a 12'x8' stage
with 20 people with instruments, like
when you have a group of students wait-
ing to take a picture; there’s no room to
dance. On our way out, a friend said,
“Come see this studio.” It [Bob Lang
Studios] was more or less an antique-style
place, but the sound coming from there
was so fantastic, we decided, “Let’s do an
album.” There was no time to sleep: We'd
leave the stage at three in the morning, do
rehearsals ull about six, then back to the
hotel to sleep for three hours, then to the
studio from ten to six in the evening and
straight down to the stage to perform at

cight. We did that for two weeks. [ love
that studio. I said to myself, “Let’s mix
everything there. Then we’ll know it’s
been recorded in Seattle.” Unlike in
Nigeria, where ['m even busier, here
we can deal with it.
In your music you really use the
guitar in its original intent, as a
pitched percussive instrument.

Yes, definitely. Like, [ play open
chords, but sometimes I use it for
rhythm. Over here, when you start a
number, the drummer will hit the
sticks—“1, 2, 3, 4”—and before he fin-
ishes, you’ve got the tempo. But with
me doing this (vocally mimics muted,

syncopated guitar strumming), they

know the rhythm, the tempo—every-

“King

-

When I made my music that way [i.c.,
modernized], it was because of the unlimit-
ed areas it could go. Juju itself has differ-
ent styles. But you must really know your
identity, or every one of you will sound
alike. It’s like when you draw water into
your cup; the moment you put in some
color, they will ask you, “Is it water, or is it
Fanta?” [Laughs.] Then it is for you to
explain, but the basic theme is the water,
the music. You can find three or four styles
in my music now and easily recognize the
way | combine rhythms and different
drums, guitar lines, bass, the vocal system.
In Nigeria, nearly every three months, we
introduce new dancing and rhythms into
the music. And chanting: We have so many
festivals. When the Muslims are doing
theirs, you can chant but you don’t match
it completely to one particular religion:
You just dance to the music. This integra-
tion is the way [ modify my own music.

We have trouble getting away with play-
ing three guitars at a time in American pop.

Actually, in the totality of African music,

Sunny Ade

“You must know
your identity or

every one of you
will sound alike.”

thing’s there. This is part of the advantage
of using the guitar to pattern the songs.
The music is inside; the six strings must
breathe the rhythms.

Your music began as a communal art
form, with the band scraping the ground
with nails hammered into their shoes.
Now that juju has adopted a conventional
pop/rock format, can you take it even
further?

M U S 1 C1I AN

so many instruments sound like guitars. In
Nigeria there’s one that’s more or less like
a guitar with one or two strings, and
instead of a pick you play it with a piece
of leather. From there you play kora, and
when you match them they have a partic-
ular sound. We’re looking to all these—
strings and tunes and instruments—
because we want to carry ourselves along
with modern technology. But your roots
must stay within that, or else you are
playing a different music entirely. That’s
part of why we left Island Records. They
wanted to rearrange our music, and if [
did that I would vanish. [ have to bring
African music to America, but if I vanish
from home, where will I say I’'m coming
from?—Matt Resnicoff
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our résumé suggests a wide range of
musical styles.
Once you tell me the style, I've got a

general pattern in my mind of what
I’'m gonna need. There’s a lot of similar
roots, but the feel changes—some blues
cats, you gotta keep that kitchen hot!
*Cause if you ain’t cuttin’ it and they look
across the room and see another drummer
they know, that’s it. Then that drummer is
playing on your set—and don’t even think
about saying no.

What’s the solution?

You give ’em what they want—but give
’em three or four examples to choose from.
You can’t overdo it, or
else you'll confuse them
and be gettin’ on their
nerves: “No man, I just
want you to hit that
snare.” But, if you had
that snare triggered for
one or two other
sounds, you're giving him that single lick
but with different tones. Then he’s going,
“Hey, let’s use that fat one,” you know?
Then he loves you.

So your technique is as much psychological
as it is musical.

Hey, one of the biggest ways you get
hired is not your playing, it’s your ATTI-
TUDE. Put that in big letters. In L.A., you
don’t even need talent—I know I'm gonna
get blacklisted now! [Laughs] It’s who you
know and how you hang out. It’s even your
equipment. You come in with a slammin’
drum set with triggers galore: “Oh, he’s
bad.” In New York, they play from their
guts, but L.A. musicians don’t want you to
work so hard. You be up there sweating and
it’s like, “Hey man, what’s wrong with you?
You’re making the same money and making
me look bad on top of it.” [Laughs] When 1
first got here, cats hated me! I had to find a
way where I still got the job done but didn’t
look like I was trying to kill it—make it
look like it’s just a hang,

But a lot of your work now involves pro-
gramming.

Oh yeah, knowing triggers, knowing
sampling, is more important these days.
When producers and artists go into the stu-
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dio, they’re not going to write the songs
around what a drummer can’t do. They’ll
write that song with dogs and moons and
chickens and stars, and when you get the
call, you gotta do it. And when you do,
that’s when you start getting bonuses and

“In L.A. you don’t
need talent. It’s

who you know &

how you hang out.”

‘ Wor. 3 Radio Histc

they start calling you back.

How do you overcome that?

You have to stay focused. When you’re
young you have a dream, but as you get
older and get out there to make a name,
nine times out of ten you’re not on course
with that dream any more. Strive to be your
own boss. We are leaders, man. Narada
Michael Walden got off the drum set.
Norman Connors, Buddy Rich, Max
Roach, on and on. Be your own boss.
’Cause you always stand the risk of waking
up one day and they don’t want you no
more.—Mark Rowland

Cheron Moore

Dr. Dre
Snoop Doggy Dogg
Albert Collins
James Cotton
General Public
Shirley Dixon
Linda Hopkins
Solomon Burke

photo by jeffrey bender
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We can't guarantee the

record deal and fringe

w he r e Our . benefits, but we can make
feedback problems a thing
of the past. The MAQ™

- feedback is? Seris fdsl i s

4 |
{

equalizers with our
Feedback Locating System

tor amps do! {patent pending) built in. An

The MAQ"300 and MAQ™ 600 m
: LED above each EQ slider

illuminates when that

The record company A & R you've been frequency bondSo:{the most
. . energy present. Under
bugging for over a year s tonight to ) feedback conditions there is

visit your house band gi he club owner no more guesswork, just pull
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cranked to 11, it happensd.s "brain darts.” 15 bands of graphic EQ,

each channel has an

Before everyone can cover their ears and adjustable low cut filter to
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to your MAQ 300 and pull down t’ slider . oD Th &5;8”580' €
with the red LED glowing above it. The delivers 2x150 W @ 4 ohms

while the MAQ 600 puts out

feedback is gone so quickly, you don't miss 2%300 W @ 4 ohms.

a beat. You get a record deal, marry .
Baywatch hard-body and live happil '“ssysﬁgzdﬁgk;g;g;g

ever after. * Bass roll-off filter, adjustable
from 25 Hz to 300 Hz

* Dual 15-band graphics
with 45 MM sliders
500 Hztc 4 kHz 1/3
octave bandwidth
160, 250, 400, 6.3 k and
10 kHz 2/3 octave

o * Balanced XIR input,

FLS- —— . € sceTe® , bal/unbal 1/4" TRS input

. = * 1/4° TRS thru out jock

{only on one channel)

* 1/4" EQ Out and Power
Amp In insert points

* Stereo/Mono link switch

* MAQ 300-2x150 W @ 4
ohms in an XR type
top box

* MAQ 600-2x300W @ 4
ohmsina 5ux 19"
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Vision for Window

version of Opcode’s a winning
sequencing software. Visio™ lets you
work the way you. want—choose between pattern or
linear based sequencing, or a combination of both.
Record your tracks in real time, step-entry, or drum
machine-style looping...even loop tracks independently!
Editing® a snap—move or copy phrases with a dick of the mouse.
Vision uses familiar tape recorder-like controls and configurable
mixing consoles, so it’s easy to turn your musical ideas into
professional mixes. Vision indudes integrated OMS software for
trouble free studio setups to get you up and running instantly.
So get your hands on Vision for Windows and start making music today.
The Power is Yours. "

Cull 800.557.2633 ext 820 for a Vision Windows brochure and info on Opcode’s
full line of PC MIDI interfaces. For the dealer nearest you call 415.856.3333.
Surfing? www.opcode.com
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Hendrix ad infinitum

After reading your report on Jimi Hendrix’s last
days (Feb. "96), | need to reply to all these false
accusations and accounts regarding Jimi and
myself. It seems to be an invention from Tony
Brown (head of the Jimi Hendrix Archives) that |
visited Jimi's family “twice a year” and that this
should be the reason why they accepted me as
Jimi’s fiancée. Apart from the fact that since his
death | only went there every two or three years,
it was Jimi himself who informed his dad of his
intention to marry me at his last stay in Seattle.
It is incorrect that in my book, The Inner
World of Jimi Hendrix, | described the time
after Jimi and | got engaged as “blissful.”
Rather, | clearly explained the financial and
legal pressures he was under. | also wrote
about the problems of his last concert tour
through Europe a couple of weeks before he
died, and especially about how upset he was
after Billy Cox’s breakdown. But equally |
wanted to make clear that Jimi was a fighter,
making plans not just for our personal future
but also for writing new music, creating
videos and films, etc. In fact, he made it
unmistakably clear in many interviews that
he looked forward very much to this new cre-
ative phase.

Jimi and | were invited by three young people
on Sept. 17 in the late afternoon. But it is
nonsense that we, as it is quoted in your arti-
cle, stayed there for more than five hours.
We only stayed for about an hour, which can
be verified by several witnesses who called
Jimi at our flat from 8:30 onwards that
evening. Apart from that, all the events
which are asserted to have taken place in
the young people’s flat are pure fiction,

You forgot to mention that in 1993 and '94
Scotland Yard started a new investigation
into Jimi's death because a former girfriend
of Jimi's had claimed to have found new evi-
dence. She brought forward a Dr. Rufus
Crompton, who alleged that Jimi's death
occurred around 5:30 on the morning of
Sept. 18. But when Scotland Yard completed
their investigation, they established through
their own pathologist that all speculations
were unfounded. Their report ascertained that
Jimi had died after his arrival at the hospital, as
stated at the coroner’s inquest and in the final
report delivered by the police after a tenday
investigation in 1970. This is why the case was
not reopened by the General Attorney, even
though | asked them to do so to find out the truth.
Scotland Yard also confirmed that | did everything
in my power to save Jimi's life. Statements to the

[ 12 ] JUNE 1996

contrary, as alleged by the ambulanceman John
Suau, are incorrect. In fact Suau testified to
Scotland Yard that Jimi was still alive when he
arrived at the hospital. He told the same to a
British newspaper, The Mail on Sunday, which cor-
rectly wrote that he had always insisted that Jimi
died in St. Mary Abbots Hospital.

You are also incorrect in stating that our flat was
abandoned when the ambulance crew arrived.
Dee Mitchell, who spoke to John Suau, writes that
he remembered a “little blonde girl” who let them
into the flat and showed them where Jimi was.

contrary attributed to him by a local newspaper
(as quoted by Musician) were not what he had
said.

You also neglected to quote the full written state-
ments of Dr. Bannister, the doctor who attended
to Jimi when he arrived at the hospital. First he
stated that an “unconscious patient” was brought
in. Then he said that Jimi must have been dead
many hours earlier—why then try to revive him?
And in his last written statement Dr. Bannister
admits that he cannot remember the details any-
more. His account that there was a large amount

From The Editor

What does it take to get on the cover of Musician? If the
answer boiled down to record sales, this month's choice
would be a natural, Yet the idea of giving that position to
Hootie & the Blowfish precipitated more discussion than
any other cover story I've approved here thus far. Why?

Because sales is only part of the picture. A band's musical
accomplishments and their ability to communicate to the
reader are at least as important as popularity. And though
the Blowfish were cooperative and candid, some Musician
staffers doubted whether the Blowfish had the musical
chops we consider essential in our cover artists.
For this reason, we took an unusual approach to the story.
Unlike almost every interview these guys have done to
date, our article approaches the subject from a musical
standpoint—then goes beyond that to address a more
compelling subject: the extraordinary imprint this band has
made on America.
What does Hootiemania mean? Specifically, what does it
mean to bands who aspire to build a career in the main
stream American taste, or to A&R reps who dream of repli-
cating the sales Atlantic rang up with the Blowfish? Unlike
a personality plece, this month'’s cover story looks past the
veneer of celebrity to dig into the story of how Cracked Rear
View exploded and what it means to the rest of us working
musicians. No matter what you think of this band, their
impact is undeniable-—and where there’s impact, there's a
lesson to be learned. Let us know what you think.
And join us in welcoming the legendary Charles M. Young
onboard as a regular contributor to our Records section.
His review of hot new releases will run each issue as
Chuck's Cuts, Pass the hot sauce and dig in.

~Robert L. Doerschuk, editor

of red wine in Jimi's body contradicts the
findings of the first pathologist; indeed,
his written report states that Jimi had
only a small amount of alcohol in his sys-
tem when he died.
Dr. Martin Seifert is right to say that it
was against the rules for me to see Jimi
in the hospital after his death. What he
does not know is that the nurse, realizing
how serious and determined | was, even
tually gave in and let me see him, break-
ing the rules. My words, which you quote
regarding Gerry Stickells identifying Jimi,
refer to a few days later, when | was
asked to see him again and refused, as
| wanted to keep my last memory of him
as | had seen him in the hospital.
Monika Dannemann
Seaford, East Sussex

[Dannemann has yet to declare who the
“several witnesses” were who suppos-
edly called Hendrix at the Samarkand
Hotel during the time when Philip Harvey
and Penelope Ravenshill swore, under
oath, that they saw Dannemann and
Hendrix arguing at Harvey's flat. The
pathologist used by Scotland Yard--the
same Rufus Crompton cited in our arti-
cle—now is on record as saying that it is
impossible to ascertain the exact time of
Hendrix's death; he has not declared
that Hendrix definitely died at the hospi
tal. In taped interviews with journalist
Kris Needs, lan Smith confirms that the
ambulance crew had no doubt that

Suau gave the same testimony to Scotland Yard.
He also confirmed to Dee Mitchell that | drove
with them in the ambulance to the hospital. Any
other statements of Suau and his colleague are
products of imagination, created to “prove” that
Jimi was the victim of my carelessness. The same
goes for the testimony of police officer lan Smith;
he gave a written statement that he never saw
Jimi dead at the flat and that statements to the

Hendrix was dead when they arrived at the
Samarkand. Scotland Yard has not issued any
statement confirming or denying anyone's fault
with respect to Hendrix's death.]

Send letters to: Musician, 1515 Broadway, New
York, NY 10036. We are currently revamping our
E-mail; look for our new Web address in next
month’s issue,



The most advanced drum set technology ever developed

has now passed its toughest test.
The Jeff Hamilton Test.

Jeff Hamilton has chosen a new REMO MasterTouch® VenWood™ drum set, topped by our
FiberSkyn® 3 heads. Why? Well, there's our warm traditional sound.

The unrivaled consistency and durability. Not to mention a fusion £ 9

of modern materials only REMO can deliver. “Venwood and

FiberSkyn 3 is my sound,” says Jeff.

Maybe LtWId be yours.

",—u

- : » .' ’

[/
Whether Jeff Hamilton is playing with
Oscar Peterson, Ray'Brown, Natalie Cole,
Clayton-Hamilton Jazz Orchestra, or the
Jeff Hamilton Trio, it's a sure bet he’s play-
ing a REMO MasterTouch VenWood drum
set with FiberSkyn 3 heads. “It's got the
whole sound,” explains Jeff, “a big round
sound. All the calf’s off my drums.
Everything's FiberSkyn 3.”

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

REMO, INC. 12804 Raymer Street North Hollywood, CA 91605 U.S.A.
(818) 983-2600 Fax (818) 503-0198



NOW HEAR THIS.

The MIDI and Digital Audio Workstation for Windows™ : H?E\:J%L :

_IIHKEWHLK' Audio




You heard right. The
world's leading MIOI
seqguencer now lets
you record. edit.
and play digital
audio and MIOI in
one integrated
environment. So

you can record

or any other audio

along with your MIOI
tracks — and play

them back in tight synchronization.

Cakewalk Pro Audio is the MIDI and digital audio
workstation for Windows. It combines pro-level
MOl sequencing with multi-track digital audio

technology. So you get the best of both worlds.

Unlike ather digital audio systems.

Cakewalk Pro Audio doesn't just support
SRR pxpensive audio hardware. Its scalable
architecture lets you recard CO-guality digital audio
with a wide range of Windows sound cards. and the
DOigidesign SessionB™. Cakewalk Pro Audio's Turbo
Mixer™ technology drives your Windows sound card
to new levels of audio performance. You can do
graphic and parametric EQ. cross-fades. mix-downs.

and other audio edits quickly and easily.

i | MR RS e PN Unie
vocals. guitar leads. By []

Pro Audio™.

But listen up. With
over 50 new features.
the next generation of
Cakewalk software
brings more than
digital audio to your

desktop.

Use new “clips” to

“‘*‘—‘“'“““iﬁm build visual song

A s S B 12:01:000 =
Only $399:

without measure

and beat boundaries.

Now your printed scores will look even more

polished. Cakewalk Pro Audia’s

D#
staff notation supports
| ® G fr dynamic markings. expression
K1l text. enharrmonic spellings. and
even guitar chord grids.

See and Hear It for Yourself.
Cakewalk Pro Audio is available at finer music

and computer stores everywhere.

For more information. please
cal 800-234-1171, or
fax 6B17-924-6657.

Ask about our DOemo Pack!

CAKENALK

MUSIC SOFTWARE

P.0. BOx 760, WATERTOWN, MA 02272

*Suggested list price. Actual retail price may be lower.
CompuServe: type G0 CAKEWALK. Selectisection 3. /i24-hour Fax-Back Service: 800-370-6912.




How We Wrote That Song

“Brown Sugar” by D’Angelo

t was very spontaneous. Everything
that’s on that track, it was the first
ume we tried it. What happened was,
me and [co-producer] Ali Shaheed
Muhammed were in the studio finish-
ing a couple of tracks, and right in the
middle I started playing that melody, the
chorus. It was like, what was that? |

couldn’t stop playing the melody, could-
n’t get it out of my head. We stopped
what we were doing, and in a couple of
hours the track was done.

The track comes first for a majority of
my songs. The lyrics came a couple of
days later, after the vocal arrangements
were done. People think “Brown Sugar”
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is a love song: “I get high off her love, T
don’t know how 1o behave.” In reality, it’s
about weed and getting lifted.

The talking [in the background of the

song], it’s just some noise. | wanted the
song to have the feel of a club scene, a

party. That was the whole atmosphere
when we were making it. Wu-Tang was

1B

L

’

right across the hall and Tribe was in the

room with us, so the vibe was really there.

[ always say that track is hot "cause to me
it was done under the influence.

I play bass and drums and guitar, but 1
almost always write on the keyboard. 1
got one keyboard [ really use, the
[Ensoniq] EPS, basically because I'm used

M U S I C1 AN

to it. I’ve played it so much that T know
it in and out, so when [ have an idea and
I don’t want to be pushing a whole lot of
buttons, that’s the best way. All the songs
start with that keyboard but we build
from there. On the album I layer a bunch
of other keyboards and instruments on
top. We use [Hohner] Clavinets a lot, a
[Hammond] B-3, and a Rhodes.

The last song T wrote for the record
was “Jonz in the Bonz.” That's the direc-
tion ’m trying to go now—to the dirt,
trying to strip it down. “Brown Sugar” to
me is more “produced,” more buttery. 1
enjoy the more spontancous things on
the album, the stuff we kept raw. The
songs that take forever, [ don’t even want
to deal with them. I don’t want to puta
song I’'m tired of on an album.

A lot of times I think, “This song is
too personal.” You really have to have
courage to hold onto that emotion and
put it out there. I respect anybody who
writes their emotions down, because
that’s sacred. But I don’t come out and
shove an idea down somebody’s throat.
It’s all in the way it’s approached, the
whole angle. Tt ain’t really what you say,

it’s how you say it.
b y

nce it was easy to put together a home
studio; A recorder or two, a mixer,
some mikes, a few direct boxes, moni-

tors, amps, and headphones, and you
were rolling. But it’s not that simple anymore. The sin-
gle set of standards that once existed has been shat-
tered, and the new ones can {ook pretty confusing.

But there’s hope. Your studio is still a place to
capture your art for posterity and/or dollars. No mat-
ter what you're planning to record, your new studio will
still have some basic audio buiiding blocks, with ways
to capture instruments or voice (mikes, direct lines),
capture the sounds (recording device), and listen to
what you're doing (speakers, headphones).




Sampling the
World

by David Parsons

ew Zealander David Parsons

began his music career as a

jazz/rock drummer, but be was

soon seduced by Indian classical
music and lured to India to study sitar.
Now he spends several months a year
engineering field recordings for the
Celestial Harmonies label.

We always go for a pure, natural,
organic sound. [ prefer not 10 use a
recording studio, because many of the
musicians [ record aren’t used to them.

We've just finished a series of record-
ings in Bali, in which the musicians were
sitting in a temple courtyard as we
recorded them. There are some quite
loud crickets, frogs, and things like that
on some of them. In this case I'm going

to keep them in because they’re natural

The first decisions are about what equipment
you'll use. Your choices depend on being honest with
yourself about what working style suits you
best. If you're an acoustic slide blues
player with no computer experience,
no matter how seductive that com-
puter/ MIDI/hard disk system
seems, you might be better off with
a more traditional recorder and mixer
setup that's a bigger brother to that
fourtrack porta-cassette you've been
using for years.

But if you're a synth/MIDI/digital audio musician,
a computerbased system with a virtual mixing con-

and they sound great. Of course, it some
big truck drives past, blasting its horn,
that's another matter.

We have to travel light, so on location
we only use one DAT recorder—a Sony

TCD-10—and one stereo microphone,
either an AKG or a Sony. The AKG is

slightly better but it doesn’t perform as
well in breezy conditions, so I'll use the
Sony if the wind’s up.

Working with thesc sorts of condi-
tions is not ideal. I'd love 10 take these
musicians into a state-of-the-art studio in

sole under glass might be just right for you—unless
you're sharing your studio with other projects or

New York. But while vou'd get a techni-
cally wonderful result, you'd lose quite a
bit of atmosphere. So what I'm trying 10
do is compromise between audiophile
recordings and field recordings. We have
the power to do it these days with the
new digital editing systems that are out,

so why not? Let’s make it sound as good
as we can without sacrificing any of the
atmosphere. M

clients; then the archiving and reloading time
for the digitat audio hard drives might
make some other setup more appro-

Contributors: /nierview by Dev Sherlock,
Musician promotion director.

need. The endless possibilities for shaping and refin-

ing become part of the performance, and tearning
about the new possibilities can open up more options.
Defining your goals is the first step in planning
your studio. Then the other pieces wili fall into place.
Larry Fast is best

known for his pioneer-

ing electronic music

priate.

process, then the editing and sound modifying powers
of computerbased systems are probably what you

'World Radio Histol

If you “sculpt” your recordings so that
your performance is only the start of the

albums record-

in the studio

name Synergy. He has also worked extensively with

ed under the

Peter Gabriel and other top artists, and composed
extensively for movies and television. Send your ques-
tions to Larry ¢/o Musician.




arts, this high point that one might
achieve, has always excited me.”

Of course, actually achicving synacs-
thesia may be impossible, and even if it
can be done, it probably requires special
equipment. So Summers concentrated on
doing the next best thing: writing music
that blended styles and moods the way a
synacsthetic experience would ideally
combinc the senses. “I wanted cach picce
to be a sort of creative pastiche,” he
explains, “where I’d draw from a lot of
different sources, put disparate clements
together, and not have seamless crossings
from one to another but jump-cut from
one to another instead.”

“Monk Hangs Ten” is a perfect exam-
ple of Summers” method. As the title sug-
gests, the picce combines a driving surf-
style backdrop with a deceptively simple
melody whose staggered rhythm, penta-
tonic base and distinctive tritones bear a
heavy Thelonious Monk influence. The
example below shows how the blend of
styles also leads to a blend of tonalitics.
The song’s central “Batman”-style riff
moves down chromatically from Bb,
leading the listener to believe that’s the
tonic key. But when the melody comes in
over that riff, it’s unambiguously in G
major. You may need to pause for a sec-
ond to readjust your personal tonal cen-
ter, but Summers insists that’s not neces-

sary. “It’s actually in both keys at once,”
s he says. “I tried doing it all in the same
. key, but it sounded better the way it is.
An dy Su m m Ers G Ets Syna Esth Etl C The B natural in the melody should clash
with the Bb, but by the time the bassline
est album on CMP. “The title’s a nod to gets down to G, it works out and there’s
my past,” he says. “When I was younger,  no obvious discord.”

LAY L=l ]y

by Mac Randall

ynaesthesia—the mystical blending I was very interested in the subject and The harmonic intricacies of a picce like

of the five senses—is a concept read a lot about other people who were “Monk Hangs Ten” indicate that, blazing

that’s been on Andy Summers’ mind similarly interested, like [artist Wassily] soloist though he is, Summers’ main

for many years, so it’s not surprising  Kandinsky and [composer Alexander] intercst is in the compositional process.
that it’s also the title of the guitarist’s lat- Scriabin. The idea of this synthesis of the ~ “I’m most concerned with creating an

intoxicating pic-

ture,” he says.

| Ex. 1 BS AS A G5 BS  AS ABSGS  BS A5 AW GS B AS_AS G “The guitar is only

[ &ﬁ; 3 .")T.';)?-! l;“—\t'."? ]r,}.?""‘,] ,"_']?“'bv')T H there as a way to

; : i i serve the music. It’s
! ¥ia let ring not about writing
= 3 3 : - vehicles for solos
T —3—5 ! ~—3—5 - 35 °53 - ., .
A 34 | 94 54 & i's about writing &
B pieces of music that 3
- L
“Monk Hangs Ten” by Andy Summers, ©1995 Final Curtain Music. SIan‘.i as plCCCS Of é
— I e — music.” 3
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true 4-bus design ® AFL/PFL 8 swept mid eq ® |IB mic preamps

MORE BUSES, MORE PREAMPS, MORE EQ, MORE
FEATURES. INTRODUCING THE NEW CRIGO4-VLL.

Five years of user input, new materials, new technologies and the soul of our 8%Bus..we packed a lot in for just *1199*
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ant some cookics?”
Katryna Nields, the raven-
haired, deep-eyed singer
with the band which bears
her family name, smiles
unsettlingly and offers what

turns out to be a tasty,
home-baked treat. Each cookic has the
same face on it—one that we’ve seen
before, on the cover of the Nields® debut
album for Razor & Tie.

Any band that hits the road with a
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trayful of happy cookies in its van
deserves some notice. Especially if they
do music as well as they do pastrics.

THE NIELDS
DEBUT ALBUM:

GOTTA GET OVER GRETA
LABEL: RAZOR & TIE
RELEASE DATE: MARCH 5

M US I CIL AN

Gotta Get Over Greta is a gentle explo-
sion of high-strung harmonies and spare
arrangements of songs that snap like cin-
namon sticks. They ride their dynamics
trom literally whispered passages over
tick-tocking sidestick or no drums at all,
up to clectric squalls that push Katryna
and sister Nerissa Nields” vocals without 2
overwhelming them.

Cliff Chenfeld and Craig Balsam, the
co-founders of Razor & Tie, first heard
the Massachusetts- [cont’d on page 24]

Michael Halsbal
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How do you improve on the most

successful professional multitrack tape
recorder of all time? Listen to your
customers. Do some heavy thinking, and...
Make the transport four times faster
and put it under constant software control.

Incorporate advanced onboard digital editing

8 THACK DIGITAL AUDIO RECeRrRDER
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with track copy, auto
punch, track delay, tape offset, 10-point

autolocator, rehearse mode and more. Use

- - p , - -~ Taw,
the latest oversampling converters for the : - o s S -~
ultimate in digital audio quality. Design a g E / e N = B
beautiful vacuum fluorescent display that y Pl : h —

play 14 B

provides all the critical information. Wrap all

fivar: r/ 0 JJ uj jj T —

this well-thought-out technology in an utterly 5

professional six-pound solid die-cast aluminun ”

chassis. Of course, make it 100% compatible J -, -/ ,H U ‘-, ] : ,-/ I., -;'J j J Ltj I' _] d :

with over 70,000 ADAT"s already in use i  »
worldwide. Introducing the new, definitely m

improved ADAT-XT" 8 Track Digital

Audio Recorder. Consider it a think tank

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

For more information about the ADATXT, see your Authorized Alesis Dealer or SEIKRIOEESRFZ#S

® Alesis and ADAT are registered trademarks, ADATXT is a trademark of AlesgEeatserelion
Alesis Corporation 3630 Holdrege Avenue Los AnqE ¢S UI0) CRCA I0:% Y Evpy A o (@RS S WIS R | A LE']S



daniel tashian the 21yearold Tashian
and producer T-Bone Burnett labored for two
years off and on to find the best way of show-
casing Tashian's weatherbeaten vocals and
stripped-down guitar-rock melodies before
reaching a breakthrough on the last week of
recording Tashian’s Elektra debut Sweetie.

“We were down to the wire,” Tashian
recalls. “We just plugged in and did every-
thing live. In other words, we could have
made the record for five grand.”

After being cooped up in the studio for so
long, Tashian blew out the cobwebs with a
cross-country road trip. “l encountered all
kinds of interesting sounds,” he reports,
“and | found myseilf talking to truck drivers
and prostitutes | probably wouldn't have
talked to otherwise.”

—Melinda Newman
Gerry Gibbs “| really
do hate being compared to
Spike Jones, because it's
not a big influence on me,”
says Gerry Gibbs, the New
York-based
whose

drummer
penchant for
employing cowbells, wood-
blocks, and whistles gives
his sextet a sound some-

where between the Art

Ensemble of Chicago in a funky mood and
McCoy Tyner's early '70s band on a zany
night. “Just because you squeeze a bike
horn once doesn’t mean you're Spike
Jones.”

Son of the great bebop vibesman Terry
Gibbs, Gerry has put together a band fully
conversant in various jazz styles, but also
willing to incorporate more far-flung ele-
ments. Under the direction of Stix Hooper at
Quincy Jones’ Warner Bros. label Qwest,
Gibbs’ first album as a leader comes out in
April and features such heavyweights as
pianist Billy Childs, saxophonist Ravi
Coltrane, and violinist Mark Feldman. Add

Gibbs'  swinging-with-everything-and-the-

JUNE 1996

kitchen sink percussive ap-
proach, and you get a band
that sounds like no other.

“I think on my album the

biggest influence is McCoy
Tyner,” Gibbs said, “but at
the same time | think my
music covers a little bit of
everything from the '20s
and '30s through the "90s. |
may use a little section of
zither music, but not in a
Spike Jones way, trying to
throw people off.”
—Andrew Gilbert
Rollerskate Skinny whiie it seems
like every indie rock elitist and corporate rock
hack nurses an affinity for
the music of Brian Wilson,
Ireland’s Rollerskate Skinny
achieves its own brand of
Wilsonian  majesty on
Horsedrawn Wishes (Warn-
er Bros.), and they don't
even like the Beach Boys. In
fact, they despise the
> Wilson clan.
“l used to work in this
hardware store where they
played Pet Sounds con-

stantly,” recalls songwriter/vocalist Ken
Griffin. “I hated the Beach Boys, because of
what they symbolized. | was at work; | didn't
want to be there. You can take no record six
times a day for two years, whether it's Pet
Sounds or Neil Diamond.”

Through toppling instruments, reverberat-
ing vocals and woozy atmospheres, RS cre-
ates a dreamily melodic world, then collaps-
es it back on itself. But°RS never engage in
simple studio foolery.

“Any truly experimental music that works
pays respect to tradition while trying to find a
“We didn't
approach anything properly. A lot of technolo-

new way,” explains Griffin.

EEE— gy was used but not in the
expected way.”

RS's cacophonous mel-
odies seem to come from the
land of unknowing where rea-
son is suspended. “We wanted
the album to create an atmos-

phere of giving you an answer

without your having asked a

question. Rather than being
isolated from the world, it's
coming from a different place.
It's about not understanding,
rather than coming to an under-
standing. That in itself creates

Paul McCarthy

images.”"—Ken Micallef
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THE NEW K2500 SERIES: THE REVOLUTION HAS BEGUN.

THE PRODUCTION STATIONS — Kurzweil's most
powerful sampling synthesizers ever: the K2500
Series. So powerful and flexible, you can take a
project from conception to completion without leaving
the instrument — and interface with a myriad of analog
and digital formats. The K2500 instruments, available
in rack-mount, 76-note semi-weighted and 88-note
fully-weighted keyboard versions.

STUNNING ON-BOARD SOUNDS — A stunning
new soundset of 200 programs and powerful perfor-
mance setups, plus a separate disk containing 1,000
useful programs. Load samples in Akai*, Roland®,

Ensonig®, AIFF and WAVE formats from disk, via SCSI or
MIDI, and process them with VAST.#

VAS.T. POWER — Variable Architecture Synthesis Technology
offers 60 DSP functions arrangeable in 31 algorithms. Use different
methods of synthesis within the same program, including the unique
KB-3" harmonic synthesis mode, as simple as the drawbars of a

/2) tonewheel organ.
SAMPLE WHILE PLAY — The SMP-2
Sampling Option has digital and optical

KURZWEIL

S,

Kurzwell is a product line of Young Chang

PURE INSPIRATION

Kurzweil Music Systems, 13336 Alondra Blvd., Cerritos, CA 90703 Tel: +1 310/926-3200 Fax: +1 310/404-0748.
Young Chang (Piano) Canada Corp., 335 Cochrane Drive, Markham, Ont L3R 9R5 Tel: +1 905/513-6240 Fax: +1 905/513-9445 E-mail: kurzweil@aol.com
Trademarks and registered trademarks are the property of their respective owners. °* Offers subject to availability.

I/0; use the sample-while-play facility to record samples
while continuing other operations, or sample the K2500's
audio outputs or sequencer.

MULTI-TRACK SEQUENCER — The K2500 Series’
on-board sequencer offers state-of-the-art, computer-
based sequencer features plus flexible live performance
interaction. Trigger sequences from keys or controllers
via the Interactive Sequence Arranger (ISA).

UPGRADABILITY — Optional upgrades for the
K2500 include the KDFX Digital Effects Option,
providing four stereo buses of state-of-the-art DSP; the
Orchestral ROM, Contemporary ROM and Stereo Grand
Piano SoundBlocks, for a total of 28 MB of Kurzweil's
finest sounds; and the Digital MultiTrack interface (DMTj), allowing
sample rate/format conversions and direct connection to DA-88 or
ADAT*.
SOFTWARE UPGRADES IN A FLASH — With Flash ROM,
upgrade the operating system from floppy disk or via SCSL
SEIZE THE MEANS OF PRODUCTION — Play the K2500
Series at your authorized Kurzweil dealer today.
“KB-3 Harmonic Synthesis Mode available 1996.

PLAYERS OF THE WORLD...

Visit our Web site — get a FREE T-Shirt!
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[cont’d from page 22]

distortion.

waves of echoing

“Any truly experimental music that works pays
respect to tradition while trying to find a new way,”
explains Griffin. “We didn't approach anything
properly. We played everything from dinner gongs
to kid's xylophones. A lot of technology was used
but not in the expected way.”

RS’s cacophonous melodies seem to come
from the land of unknowing where reason is sus-
pended. “We wanted the album to create an
atmosphere of giving you an answer without your
having asked a question. Rather than being iso-
lated from the world, it's coming from a different
place. It's about not understanding, rather than
coming to an understanding. That in itself creates
images.” -Ken Micallef
Contributors: Melinda Newman is a senior
editor at Billboard.

[cont’d from page 17] Sony. The
AKG is slightly better but it doesn’t
perform as well in breezy conditions,
so I’ll use the Sony if the wind’s up.
The best way for me to deal with
wind or other cxternal noises is with a
hard disk editing system. I don’t
process anything; I just try to get rid
of anything that’s extraneous to what
we're trying to capture. | might add a
touch of stereo spatialization to cor-
rect or improve what the microphone
catches.

Generally, Arab music is the hard-
est to record. The kind of clapping
they do has such a sharp, hard tran-
sience, and there’s nothing you can do
about it in the field. When I come
back home I'll spend weeks turning
down every handclap so that the

vocals come through it. You don’t
want a CD that’s just all handclaps
with some voices off in the distance,
which is basically what you get in the
field.

Working with these sorts of condi-
tions is not ideal. I’d love to take
these musicians into a state-of-the-art
studio in New York. But while you’d
get a technically wonderful result,
you’d lose quite a bit of atmosphere.
So what I'm trying to do is compro-
mise between audiophile recordings
and field recordings. We have the
power to do it these days with the
new digital audio editing systems that
are available, so why not? Let’s make
it sound as good as we can without

sacrificing any of the atmosphere. &

Contributors: /nterview by Dev Sherlock,

Musician promotion director.
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mnto a small
space, not as a method
of creating the usual dream-
scapes onto which the audience can project
any meaning it pleases. You might wonder
about an occasional reference, but mostly
their meaning has all the clarity that anger
brings to an issuc as it obliterates quibbles
and obfuscation.

The cover of their first album was a
photograph of a Buddhist monk burning
himself to death to protest the American
invasion of Vietnam. It’s horrible to look
at, probably cost them a lot in sales. In the
alternative climate of 1992, you might have
mistaken it for a sick joke. But it wasn't. It
signified that Rage was dead scrious in a
way that few other bands have tried. Most
of those who have tried screwed it up,
sounding like heavy-handed essayists in
the wrong art form. Rage Against the
Machine has created a music so heavy it
can bear the weight of their lyrics, giving
metal a political content it has mostly
lacked since the demise of the MC5.

Their new album, Evil Empire, is, if
anything, even more animated by a sensc
of history as a “cancerous mess” metasta-
sizing in our midst. “Vietnow,” about ter-
ror as a “product,” basically makes the
point that the war never ended. The single
“Bulls on Parade” denounces American
militarism, while the video depicts the con-
nection between revolutionary art and rev-
olutionary action. The music careens from
brain-rending guitar squonk to monster
riffing over a rhythm section that can be
measured only on the Richter scale. At this
writing they haven't decided how to go

- about touring, but it’s reasonable to
& assume that benefits for the right causes

will be a part of it.
“Yes, that is an easy way to be an
activist,” says Tom Morello in an office at
the Sony complex in Santa Monica. In the
current publicity blitz he’s the point man,
as de la Rocha, notoriously skittish about
interviews, prefers to let his lyrics do the
talking. “That’s why bands that have con-
victions beyond a pale belief in human
rights need to take it another step. That is
why we did that video ‘Freedom’ for
Leonard Peltier [the imprisoned American
Indian Movement leader] and got it on
MTV. In Europe the major thrust was
working with the Anti-Nazi League for
two tours. The National Front in England
had just elected its first member to
Parliament, and we found a great deal of
apathy there, as opposed to 15 years ago
when the Clash was out there sup-
porting the miners’ strike. We did a
couple of shows that culminated in
street action where the Kids in
Brixton were demonstrating to the
Nazis that their fear tactics wouldn’t
work. We played a small part in
that. And I’'m writing a book-25
short biographies of radical fig:
ures who have been marginal-
ized in U.S. textbooks. 1 saw
the need for it due to my
own academic experi-
ence in public high
school in Illinois. They
had one paragraph about
Malcolm X in my history
book and nothing about the
Black Panthers-two crucially
important examples for young
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blacks in specific and young people in
general. Had my mother not been radi-

cal, I never would have learned about
them.

“I hope to make the point that his-
tory is an ongoing process which you
and I are making right now, like it or
not. Whether you're sitting in front of
your TV set watching or on the
street throwing a Molotov cock-
tail at the LAPD, you are play-

ing a role in an ongoing histori-

cal process. It's the effectivencss
of corporate public relations that

keeps people atomized and thinking they
can play no role other than passive con-
sumer.”

The progeny of an improbable mar-
riage between an American school teacher
and a Mau Mau revolutionary from
Kenya, Morello did most of his growing
up in Libertyville, Illinois, a Republican
suburb where his mother, a single woman
with a child of interracial origin, was
nonectheless able to find a job.

“My mother was teaching on military
bases. She met my father in Kenya during
the insurrection. They were married when
Kenya became independent in 1963. He
was part of the Kenyan delegation to the
UN, and 1 was born in New
York. When they were

divorced he went back
to Kenya and




she went back to Illinois. We went to
Kenya for the first time just a couple of
years ago, so I met him really for the first
time when [ was 28.”

What’s your father doing now?

“He owns a tea plantation. He did pret-
ty well after independence. Whatever.”

So he’s not a revolutionary anymore?
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“No, sir. Nor are most of them. But [
still had some heavy moments in that
museum, secing what was going on in my

family just a generation ago, watching my
mother search for herself in a photograph
of the independence day celebration. And [
got some great tapes—music of the Mau
Mau. Interestingly, the music shops could

e
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be found only in the seediest sections of
town. | don’t speak Swahili, but I was able
to get some of the titles translated. It was
pretty clear they were very unhappy and
something was going to change. Maybe
you can hear some of that on the Rage
record as well.”

You can also hear his taste for heavy
metal, which started in grade school as he
became a big fan of Black Sabbath and
Kiss, for whom he retains an amused affec-
tion. The academics came easy and led
straight to an acceptance at Harvard. Music
didn’t come so easy, leading to two guitar
lessons at the age of 13. The teacher
thought he should learn how to tune up
and play a major scale, which was a total
drag when he just wanted to play “Black
Dog.” He didn’t touch the guitar again
until discovering the Sex Pistols at the age
of 17 in 1981. The very next day, without
even knowing how to play an E chord, he
was playing in a punk band. This would
soon change in college.

“I made the decision to be a guitarist at
Harvard when [ was 19. Thereafter [ had
no choice in the career [ was going to pur-
sue. And I was doing my best to incorpo-
rate my politics into that. The guitar play-
ing got unhealthy, became a real compul-
sive disorder. I had no natural ability as a
guitar player. None. Zero. So I had to fight
for every inch of the fretboard. And since [
started late, I had to make up for lost time.
During school I'd practice two to four
hours a day. If I finished studying at one, [
practiced until four. If T had a fever of 102,
I stll practiced until four. When school
was out, [ practiced eight hours.”

On the last album you had that notifi-
cation in all caps: NO SAMPLES, KEY-
BOARDS OR SYNTHESIZERS USED
IN THE MAKING OF THIS RE-
CORDING. Is that true of this one too?

“Oh yeah. But first of all, no onc in this
band has anything against sampling. [
think the sampling revolution that came
about because of hip hop is every bit as
important as the Sex Pistols coming along
and convincing people that you didn't
need much technique to make music as
powerful as any music ever made. That’s
righteous and right on. I love that music,
and industrial music. The reason we put
that statement on is that we make music
that sounds like that but isn’t made like
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that, so you should know that. It’s not an
anti-sample manifesto. We’re just making
those sounds in the context of a punk rock
band.”

Rage Against the Machine has this
weirdly asymmetric setup: One side of the
stage groans and sags under megatons of

Mark
‘\\
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golde
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mondo-colossal bass cabinets, and the
other side sighs with relief under Morello’s
frayed 50-watt Marshall head, single dilap-
idated Peavey cabinet with a few pedals
(DOD delay, Ibanez flanger, Crybaby
wah, DigiTech whammy, and a customized
Ibanez delay) scattered on the floor. His

Knopfler

makes his

debut?

Dire Straits legend Mark
Knopfler draws on
Celtic, country, folk

and rock influences

in his solo debut.

The results are hooks

with a heart of gold.

OPFLER

heart
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main guitar has been through so many
necks, pickups, and whammy bars that he
just calls it a “mongrel.”

This works for me. Within the context
of those pedals and that head and that
speaker cabinet, I'm still able to come up
with stuff that’s fresh to me. That’s how I
like to play and I don’t want to mess with
it. If T had to justify not buying new equip-
ment, I think embracing limitation encour-
ages a more rapid development of your
imagination. I just take the same crappy
four pedals I've always had and combine
that with the wood of the guitar, the prop-
erties of the strings, the proximity of the
pickups. There are orchestras of music in
that, which would go untapped if I just
bought some new equipment.

An anarchist in high school, a commu-
nist (that’s a small ¢) in college, now a non-
sectarian socialist with hopes for a revolu-
tion, Morello has always raged against the
machine. He and Rage, however, had to
absorb the same lessons about the machine
in the music biz that every new band learns
the hard way. Object of a major bidding
war after just a few shows, Rage found
itself in the spotlight before the four musi-
cians knew each other well. Touring for
two years straight after the first album
came in 92, they put off dealing with a lot
of personal problems that exploded when
it came time to record again.

In October ’94 they moved from Los
Angeles to a house in Atlanta in hopes of
creating some new music. Isolating them-
selves with one rent-a-car in a town where
they knew nobody seemed like a good idea
at the time, but it almost tore the band
apart as they developed Rage Against the
Other Guy’s Personal Habits. Meanwhile,
they began having severe doubts about
their manager, Warren Entner, who had a
penchant for flying first class while the
band flew in coach. They hadn’t heard
from him for a year before the Atlanta fias-
co, and they got no wise counsel or even a
phone call during it. When they played the
KROQ Weenic Roast back in L.A., Entner
(who declined to be interviewed for this
article) played in the radio station golf
tournament but didn’t attend the concert
that night. They discovered that manage-
ment hadn’t been responding to their mail,
leaving them with with a backlog of thou-
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sands of unanswered fan letters. (They’re

now sending their cover of NWA’s “Fuck

Tha Police” to everyone on their mailing

list as an apology.) And they had a strong

intuition that they weren’t taking home as
| much money as they should.

“We figured that since he obviously
wasn’t interested in us, we’d just part
ways,” Morello recalls. “He’d been an
absent manager, not a malicious manager.
Then after doing nothing for us, he wanted
a million dollars to be let out of his con-
tract.” Faced with the possibility of diffi-
cult litigation, and seeing other bands who
were paying a percentage of their income
to deadbeat managers after parting ways,
they settled by paying him $400,000.

The important question, though, is:
Will we be seeing any more shows like the
one in Philadelphia where they opened
Lollapalooza by standing onstage naked
with “PMRC” painted on their chests?

“I don’t know. We'll see. Those things
are best a surprise when they happen. Only
our touring manager knew beforehand,
because we wanted him to have bail money
in case we got arrested. The entire show
was just us standing their naked for 15
minutes. The crowd seemed to find the
spectacle quite titillating for the first five
minutes. Then the irritation factor began to
set in as the guitars fed back. The last five
minutes, they were very hostile. Then we
sort of disappeared into the dressing
rooms. I think the Philadelphia police were
too busy railroading Mumia Abu Jamal to
bother arresting us.”

What goes through your mind when
you’re naked in front of 40,000 people?

“Well, we took it very seriously. This
was a serious anti-censorship protest. It
wasn’t like, ‘Oh, how embarrassing—I'm
naked onstage.” As the crowd got angry,
we knew it was working. You need to be
angry about your First Amendment rights
being eroded, or you will not be allowed to
hear the work of dissident artists.”

’ ant me to be perfectly frank
\ Jwith you? The size of my

penis—that’s what was going
through my mind in Philadelphia,” says
Timmy C., wincing in a juice bar on the

Santa Monica promenade. “It looked like
I'd just stepped out of the ocean. I swear to

God, it’s bigger than that. So I was think-
ing, ‘I wish I'd worn boxer shorts before
instead of briefs,” because briefs kinda like
constrict me. [ took them off and it was
this .. . half roll of nickels.”

However his equipment behaves under
stress, Timmy C. more than makes up in

| FEATURING -
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equipment: The two Ampeg SVI-II Pro
heads sitting astride the megatons of
mondo-colossal Ampeg cabinets that are
to Morello’s setup what the World Trade
Center is to a Greek diner. But we’re talk-
ing more than phallic compensation here,

though, as his amps [cont’d on page 50]
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Bob Cranshaw, Georse IVExraa=

& David Williammss Bare the

Soul of Ja== EBass.

w hen introduc-
ing the Dbass
player to the audience, the great
Art Blakey often made use of
this preface: “And now, the
workhorse of our group. . . .”
Truth is, the bass is arguably the
most underacclaimed instrument
in the jazz ensemble. The young
lions phenomenon has com-
pounded the problem: Very few
middle-aged musicians are treat-
ed as prime-time material, no
matter what instrument they
play. And if you’re the guy who’s
plaved Dbass Dbehind  Sonny
Rollins for 32 vears, vou’re his-
tory, right?

In a manner of speaking, ves.

M U S

Bob Cranshaw is a seminal part
of jazz history, with onc of the
most impressive résumés of any
living musician. He has appeared
on more than 3000 albums and
toured with hundreds of per-
tormers, from Charles Aznavour
to Liza Minnelli to Maurice
Hines to Judy Collins to Quincy
Jones. His bass has been heard in
several major films—E.T., The
Anderson Tapes, The Pawn-
broker, For the Love of Ivy. He
has been ceaselessly active in
television: Merv Griffin, David
Frost, Dick Cavett and Saturday
Night Live arc among his credits,
and only recently he retired after
26 ycears on Sesame Street.
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“I'll lay a pocket down for
you for months,” he says atfably.
“That’s what I've been able to do
in music. [ don’t care whether [
solo: If it’s swingin’, if the group
feels good, the whole group is
noticed. I love—I love—to play
time! I'm on the line, I’ll block
for you, I'll open the hole so you
can run the touchdown. You can
get the eredit, because [ don’t
mind blocking. That’s been my

=y

IKarem Bennett

Photography By
Patricia
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attitude.” Bob Cranshaw is 63 years old
and going strong.

David Williams replaced the legendary
Sam Jones in a band that has become a cen-
tral focus in his career: the Cedar Walton
Trio. Williams, 49, has been working with
Walton regularly since ’83; he also plays
regularly with the Kenny Barron Quintet.
He is a virtuoso player of staggering reach
and inventiveness. The mostly straight-
ahead formats in which he is featured are
broadened by colorful musical allusions

i
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drawn from his wide-ranging
experience. Soloing on the
Walton composition “Iron-
clad,” for instance, David
quotes a pop hit sung by
Billy Preston and Syreeta
(“With You I'm Born
Again”), Nino Rota (“Theme
from The Godfather II”) and
a vocal riff Donny Hathaway
often used—all transferred so
seamlessly that many jazz
purists, unaware of the refer-
ences, applaud where they
might otherwise squawk.
“Most of the time I don’t
even listen to the stuff I play,”

says Williams. “I listen to
Luther [Vandross] and Marcus Miller.
Earth, Wind & Fire: Soon as 1
hear them, I perk up. Most of
the people who do what I do
and who | work with, they
don’t feel the same. They
don’t want to hear thart stuff,
but I love it.”

Williams, who has played
acoustic bass exclusively for
the past 13 years, moved
from Trinidad to London to
New York to D.C. 1o L.A.
and back to the Apple, play-
ing with artists as diverse as
Roberta Flack and Ornette
Coleman. His intonation is
exceptional, and it’s no acci-
dent: “T’ve always been very
conscious of being in tune.
Maybe it has to do with hav-
ing played the violin too, but
intonation is the first thing.
If someone’s not in tune, I
can’t listen to them, I don’t
care how great what they’re
playing is.”

George Mraz is a virtu-
oso whose solos are so musi-
cal they seem to function as
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“The Axt Blalkeys,

the teonchers, are
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songs within a song. He was born, raised
and classically trained in Czechoslovakia.
Like Williams, he has remarkable intona-
tion: “If you play a lot with the bow, all the
little mistakes stand out a bit more. T actu-
ally played with the bow every day for a
while. It’s gotta help,” he maintains, “but
I’m not happy with my intonation either. I
go through Hell with these things some-

At »n coxtain point
you stay away f£xoxxa
the thing:s you
rospectod. Whhy do
something almost as

3 <d == e did

IO yenrs agoT’’
“Gheoeorgse Nxamx

times.”

Mraz was studying at the Prague Con-
servatory when he won a music competi-
tion in Vienna in 1966 that netted him a
scholarship to Berklee. He didn’t use it
right away, and when he did come to the
States a few years later his playing was so
advanced that he ended up mostly com-
paring notes with his teacher. And work-
ing: He began with a gig the night after his
arrival in Boston, then worked his
way up to jobs with the likes of
Oscar Peterson, Ella Fitzgerald,
Dizzy Gillespie, Stan Getz, Jimmy
John
Pepper Adams, Tommy Flanagan
and the Thad Jones/Mel Lewis
band. Mraz, 51, now works fre-

Rowles, Abercrombie,



quently with Joe Henderson.

Obviously these three bassists are far
apart in terms of background, yet each
reveres his role as a group player and views
his own ability with a leavening dose of
humility. In their stories lic ample evidence
to support the contention that the bassist,
so long kept from the spotlight, is in fact
the central character in the drama of jazz.

Mraz can still remember his jazz
epiphany. “I was 12 years old or so. [t was
a Sunday afternoon. They used to play this
light operetta type of music on the radio,
but somehow they stuck in an hour of
Louis Armstrong. It really stood out, after
these trained voices.”

From that point George began tuning
into Radio Free Europe broadcasts at mid-
night every night. His diligence persisted;
nothing—not even his first encounter with
an electric bass at a Boston gig—dissuaded
him. “Mick Goodrick was in the band, and
I remember him saying, ‘George, you’re
playing your ass off, but would you mind
moving your hand down a fret?” I was
playing in a different key, but it was so
loud T couldn’t even hear the notes. That
was the end of my electric career.”

Williams, whose father was a bassist
and a renowned calypso bandleader, left
Trinidad to study briefly at the London
College of Music. While in England, he
heard some of the heavies: Blakey, Rollins,
Miles. “I started hearing Ron Carter and
Mingus and Paul Chambers,” he says. “I
saw Jimmy Garrison and Jymie Merntt.
Then, onc night at a party, one of these cats
put on [Lee Morgan’s] ‘Sidewinder,” and it
just flipped me out. I can sing that [bass]
solo!”

Which was played by our man
Cranshaw, who himself learned invaluable
lessons by listening to and observing the
clder statesmen of his day. Several times,
for example, he followed Milt Hinton to
recording sessions. “He wouldn’t even
know it,” laughs Cranshaw. “I'd be stuck
over in the corner, peeking like a bitch.
When Milt Hinton walked into the room,
the encrgy level in the whole place went
up. It was like God coming in.”

He also noticed that several players on
these dates had TV network gigs as staff
musicians. “They were getting paid for a
staff gig, and they could still do what they
wanted to do. I said, ‘I like that”” Ron

Carter and [ came here around the same
time, and we would stand on 53rd Strect
and call ourselves ‘the Supersubs.” Milt and
George Duvivier were doing studio work,
opening the way for Ron and Richard
Davis and me. [ wasn’t interested in taking
their gigs; I’d just sub. When Paul
Chambers would get drunk and fall asleep,
I'd tell him, ‘Shit, you fall asleep, that’s
your ass. Come on, be there!” So I got in
by being on the scene—maybe not being
the best bass player, but good enough.”

Williams” second visit to New York, in
’69, was pivotal. “I went to the Nucleus
Theater. The group was called the 360
Degree Musical Experience, led by Beaver
Harris. The first night, no bass player
showed up. I was scared to even talk to
them, but when the same thing happened
the next night, I told Beaver I was a bass
player. I ran uptown, grabbed my bass,
came back and played the second set. At
the end of the night, Beaver said, ‘See you
tomorrow night, right?” Then, the next
night, Ron Carter came in.”

Immediately David put down his bass,
but Carter urged him to continue, then
brought in a cello, which he played along-
side him. That did it, Williams remembers.
“I didn’t want to wake up from that
dream. I was listening to Ron with Miles,
so [ couldn’t believe it when he walked in.
He was the person | wanted to meet and
maybe study with. That sound, that tone. .
.. He's still my favorite.” Williams moved
to New York right away: “There was no
place elsc to go,” he explains.

But there was. Despite the fact that
David spent two years in the Elvin Jones
band, the fantasy that he would create the
next Earth, Wind & Fire refused to go
away. He left for L.A. and plunged into the
studio whirlwind of funk, disco and
fusion. Pretty soon, though, it brought
him down: “The bullshit, the producers,
the studio people, the record company
people. They had no idea about the music,
and they’d sit up there and make the deci-
sions. In a sense they made me run back to
New York and this music, which I’ve
always loved.”

“I’'m worried,” admits Cranshaw. “I’m
looking at the younger players, like Joshua
Redman and Christian McBride, and the
industry is taking them in another direc-
tion. [ don’t like [cont’d on page 60]
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"Tools of
thhe Bass
"T'rade

B ob Cranshaw often plays
electric bass, and his
model of choice is a Roger Sadowsky. He
owns a Yamaha, but “as an old man, | find
the Sadowsky lighter, and it's a nice-sound-
ing bass."” With both he uses LaBella round
wound steel strings. He uses a Walter
Woods head and a Hartke 15" speaker
with the electric.

Cranshaw's acoustic bass is a 70-
yearold Italian model that he bought for
$15 years ago; over time, he has spent a
total of $10,000 to have this bass rebuilt.
“| liked the feel of the neck when | bought
it, but the bass itself was full of holes,” he
says. He uses a Barcus-Berry pickup and
either a Gallien-Krueger M Series amp or a
Walter Woods head and “any 15" speaker
they got for me.” Bob's strings of choice
for the acoustic are LaBella black nylons.
Recently he's been using a Fishman Model
B transducer interface. His bow is
German—no brand name available.

David Williams hasn't played the elec-
tric bass professionally for at least 12
years. His acoustic bass is a three-quarter
flatback Italian that's over 100 years old.
He uses Thomastik Spirocore solo steel
wound strings: “They're a little brighter and
thinner than the Reds.” He also uses a
Gallien-Krueger 200MB amp and an
Underwood pickup. His bow is a French-
style Dorfler.

George Mraz owns two acoustic bass-
es, both three-quarter size. One is a
Bellofi, made in 1803: “it's got a mellow
sound, not very loud. | can predict the
weather by the way it reacts.” The other is
a flatback Czech bass which he bought
recently in Prague.. George uses Thomastik
Weich Spirocore steel strings on the Italian
bass, and Thomastik Spirocore Red strings
on the Czech. His pickups are an
Underwood on the Czech bass and a
Wilson on the ltalian. He runs his instru-
ments through a Gallien-Krueger MBS
micro amp, though he'll switch to a Walter
Woods head and a Bose speaker. His bow
is a German-style Phretchner.
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he problem is, they’re
not assholes.

This shouldn’t
be so surprising. After all,
being normal is this
band’s gimmick. Still,

you keep expecting the
fagade to slip. I mean, how
can anyone sell as many records
as these guys and not be just a bit twisted
by the experience?

Instead, hanging out with the Blowfish
at the Ed Sullivan Theater in New York,
site of their canonization by David
Letterman when Cracked Rear View was
just beginning to grab America by the
throat, feels like passing time with the
stage crew while waiting for the real stars
to come on.

The guys are taping a promotional
interview with someone from the Gram-
mys. They’re uncomfortably bunched
together, singer Darius Rucker and bassist
Dean Felder on stools, drummer Jim
“Soni” Sonefeld and guitarist Mark Bryan
looming from behind. All sport scuffed
shoes, worn jeans—the clothes America
wears on weekends. Clearly, they’re tired;
probably they’re a little bored. But they’re
game, answering the lamest inquiries—
which ones are married? what do they
think of their fans>—with grave consider-
ation.

Then comes the Name Question,
prompting groans and flinches from the
band, none of whom has ever been known
as Hootie. The interviewer backtracks. To
show she’s in on the joke, she says, “Hey,
I won’t even ask the Other One.”

Which is, of course, the black-guy-in-

a-white-band question, the one that
concerns so many writers for
whom that idea seems dangerously exotic.
This makes the band quiet down real fast.

“Which question is that?”

“Oh, you know . . .,” the interviewer
twitters.

“No, we don’t. What question are you
talking about?”

This interrogation—which drags out
for maybe ten seconds—hints that some-
thing is churning deep down in the
Blowfish soul. Something that will put up
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with the predictable, the intolerant, and
the stupid only for so long before doing
something everyone will regret.

Like, I don’t know, ordering the Super
Size fries instead of regular.

But the moment passes, and now we’re
talking about the Grammys. The inter-
viewer asks for predictions: Who will take
top honors as artist of the year? The band
spoons up a few names—TLC, Alanis.

Each nominee, they agree, is terrific.

Then Darius mutters, almost under his
breath, “We’re not gonna win.”

“Pardon me?”

He looks up and repeats himself, with
more emphasis now. It’s not quite modesty
talking, it’s more a statement: This is the
way the world is. This is how it is with this
band, whose only friends are millions of
normal people. You can score big in these
pedestrian times, but twelve million sales

M USICIlAN

won’t buy respect from those who dole it

out in the industry’s name.

Dean Felder jumps in. “He’s just afraid
of making a speech,” he observes. Every-
one kind of laughs. But then Darius adds,
“It’s better not to win.”

Aside from the fact that they did score
at the Grammys, and that Darius actually
delivered an eloquent blast against censor-
ship at the ceremony, the question
Better for
whom? Perhaps for the

remains:

credibility of a band whose image and
music reflect the culture of the average
guy: the hoop shooters, the Bud guzzlers.
This is a demographic that transcends age
and ideology. The only ones left out of the
picture are on the fringe, where rockers
and other misfits lurk. In Hootieville,
everyone else can feel at home.

Which is why this band blew the roof
off the charts with Cracked Rear View. As
with fast food, it’s not a question of taste.
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In fact, the more taste there is in fast food,
the less it sells. Success in America is often
a matter of offending the fewest people.
And with the icons of pop music imitating
Eva Perén or spending nights with pre-
pubes, the door was wide open for what-
ever act could turn being normal into its

epic
http://www.sony.com

“Epic” and = Reg. U.S, Pat. & Tm. Of!. Marca Registrada./
© 1996 Sony Music Entertainment Inc.
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calling card.

So it would seem with
the Hooties. They don’t
freak anybody out. Their
music doesn’t challenge lis-
teners. They’re a natural for
the ’90s, when presidential
hopefuls wear backwards
baseball caps instead of
diplomatic pinstripes. Their
songs, on Cracked and their
new follow-up, Fairweather
Johnson, are somchow
catchy and forgettable at the
same time—disposable pop,
after  tme.

tasty time

Ebet Roberts

Everyone  plays  well
enough. Their harmonies, stacked some-
where in the baritone depths that once
belonged to the Village People, are clean,
even robust. And Rucker’s passion as a
singer is undeniable, if confined 10 a some:
what narrow range and punctuated occa-

sionally by hyperventilated gasps.

wwner wordld
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A 2-CD set
of 32 new studio tracks
from Ottmar Liebert + Luna Negra.
Featuring
“"Nuevo México,”
“Pangos De Tesuque” and

Music like this would be killer at frat
gigs. In Billboard’s Top Ten, where

Cracked has nestled for nearly a year and a

half, it’s one of the inexplicable phenome-
na of our time. It is evidence that rock
music, once the soundtrack for revolution,
15 now family entertainment. If the impor
tance of this music can be measured by the
work of its most successful bands, rock is
no longer about defying old attitudes. One
can imagine Dylan’s Mr. Jones commuting
to work with Hootie in his headphones.
And that is where the problem comes
in. Tempting as it is to dis this band for its

improbable achievement in the charts,

none of this is their fault. All they’ve done,

from their nascence at the University of
South Carolina in the late "80s to the are-
nas they pack today, is play music they
enjoy. They’re the first to agree with the
reservations many other musicians express
about them. (Says Mark Bryan to Enter-
tainment Weekly, “We're about as alterna-
tive as John Tesh.”) They’re really not a
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“Montana Walking,”

“Snakeoilsurfer.”

Don’t miss the first leg of
the Opium Tour coming in
April °96.

Produced by
Ottmar + Stefan Liebert
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bad band, except when measured by stan-
dards they never embraced.

So let’s leave it at this: Hootie and the
Blowfish. Nice guys. Hard workers, with
plenty of van mileage and gut-bucket gigs
in their history. As media manipulators,
they can’t even be compared to the Mal-
colm McLarens and abdicated Princes.
And, no matter how it goes down for you,
they’re a symbol of what people expect
from music today.

To celebrate, mourn, and mull over all
of this, we poured a few beers and hooked
the ’Fish one afternoon in New York.

ou differ from every star of compa-
rable stature in that you celebrate,
rather than defy, the status quo in
both image and sound. What does this
say about what rock music means today?
Soni Sonefeld: That you don’t have the
kind of icons you used to have, because of
the way the press is. You get tired of seeing
the same people all the time on TV. If the
Beatles were coming to America now,
you’d get burned out on them before they
even got here.
Mark Bryan: Nowadays Jim Morrison
would be blown out of the water on 4
Current Affair. He couldn’t be a legend
today.
On balance, is this good or bad for rock
and roll?
Dean Felder: It does take an option away
from bands. You almost have to do like
Pear] Jam, not doing press and trying to
concentrate on the albums, or you’ll get
oversaturated. I don’t know how we’ve
escaped that so far.
Can you explain why you’ve been so phe-
nomenally successful?
Bryan: No. | mean, we’ve been lucky with
demographics: A lot of eight-year-olds, as
well as 58-year-olds, like the album. But
why thatis, I don’t know. I guess you have
an element of the late "80s college rock
scene—all that stuff that we covered when
we were on that circuit. It never got really
big, except for R.E.M. But now you have
bands like the Gin Blossoms, who were
definitely influenced by that scene, and us
as well. If there’s any sort of style that we
can fit, we’ve kind of started it ourselves.
We’re paving our own way.

Darius Rucker: If you really want to give
us a chance, don’t compare us to Pearl Jam
or Stone Temple Pilots; compare us to
Petty or Mellencamp.

What do you see as the differences berween
Cracked Rear View and Fairweather
Johnson?

Felder: There’s been some growth. There’s
a couple of songs that were different for us,
but ten songs of it were pretty much the

same songwriting style as on Cracked
Rear View. We were able to take it to a dif-
ferent level, though, because we’re better
musicians now. '

It sounds as if you feel that, as musicians,
you don’t deserve the kind of success
you’ve gotten.

Sonefeld: Oh, God, you’re absolutely
right.

Bryan: We're still coming into our own.
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uring the band’s '95 tour, MARK BRYAN
switched back and forth between his '73 Les
Paul Standard and "93 Chet Atkins model
Gretsch Tennessean.
though, he gives equal time to his '71 ES 335, '71
SG, '71 Fender Thinline Telecaster, and Gretsch
Country Gentleman, which Mark describes as “awe-
some. It's like the Tennessean, but a little more
orate. Obviously the Les Paul is for the rockin' stuff
and the SG for the harder, solid-body parts. And the
Fender is great because it's the only Tele with two
humbuckers.” At home Mark does his writing on a
'63 Gibson J-45 acoustic. In concert he plays through
a Mesa/Boogie head plugged into a 4x12
Mesa/Boogie cabinet and a Mesa/Boogie Mark Il
combo, which contains one 12" speaker. His pedals
include an Ibanez Tube Screamer, a DigiTech Double
Play chorus/delay pedal, and a Whirlwind selector
box. Mark picks his regular Dean Markley .010s with
Fender mediums “because they make cool swirly
designs on them.”
Onstage and on both Hootie albums, DEAN
FELDER plays most of his bass parts on a Warwick.

At the moment,

Felder: In retrospect, [ don’t think we were
that good. But we weren’t unsatisfied with
ourselves. At the time we weren’t having a
confidence problem or anything, although
we didn’t feel as confident then as we do
now.

Rucker: I thought we were good,
but I never thought we were that
good. Cracked Rear View was a
good album. It should have been
successful. But I don’t think it was
that good. To me, the change came
in the middle of this last tour,
when we realized, “Oh, my good-
ness, we're really playing well!
We've got a good chemistry.”
Then, going in the studio for the
new album, that was the first time
I thought we were writing some
really great songs.

You'’re an unusually self-effacing
band, especially given how much
posturing goes on in this business.
Felder: That doesn’t happen
around us. If any one of us ever
started to do that, he'd get cut
down so fast and hard, he might
never come back.

Rucker: Even in our area [i.e., the
Southern club circuit] there’s that
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During Cracked Rear View sessions, he borrowed a
Carvin fretless, which he used to write “Not Even the
Trees.” That planted the fretless seed, which blos-
somed when he picked up his Warwick. Dean also
owns two Fender Jazz basses, one of which he takes
on the road. “I just couldn't get that tone out of any-
thing else,” he says. “That's what | fell in love with,
along with the feel of the thinner neck.” His grueling
performance schedule leads Dean to favor D'Addario
XL220 strings, whose soft feel is easy on the fingers.
After six years with a Gallien-Krueger GK-800 amp,
he’s moved on to a Trace Elliot 600XMS, biamped to
two dbx 166 over-easy compressors and sent to two
Mesa/Boogie cabinets, a 1X15 and a 4X10. “You
can't give Mesas too much,” he explains, “and the
Trace likes to put out too much, so it's a great com-
bination.”

SONI SONEFELD is convinced that Drum Workshop
makes the best drums around. “I never knew what a
good drum sounded like until | sat down with John
Good of DW. That sold me right there.” He’s used a
variety of heads in recent years, most often Remo
Pinstripes for their durability on the road and coated

competition thing. But to me, everybody
sounds different. There are so many peo-
ple around, but there are also so many
radio stations and so many formats that
there’s room for everybody. I honestly
don’t feel competition with any band.

Soni Sonefeld

M U ST CI AN

Remos in the studio. Soni's cymbals are Zildjians—a
14" New Beat hi-hat, two 18" rock crashes, 8" and
10" splashes, and a 22" ride. For size and weight, he
uses Vic Firth five-piece nylon tip sticks, which he
wields from atop his Roc-N-Soc throne. Don’t look for
electronic percussion or drum machines at the
Sonefeld home: “I wouldn't even know how to turn
any of that stuff on.”

DARIUS RUCKER applies strict standards when
choosing his guitars. He bought a Martin 00-18 last
summer “because Nanci Griffith sang about it on
‘Listen to the Radio.” " His first electrics were
Rickenbackers “because George Harrison looked so
cool playing them.” And he shows his affection for his
Takamine Santa Fe PSF 94 by “beating the hell out of
it. I'll play that one for a long time.” His strings are
Dean Markleys, and his amps are Matchless.

All three string players use Korg tuners and mon-
itor themselves with SES proprietary boxes.
Sonefeld’s drum monitors are LA325s from Eastern
Acoustic Works. A mixture of mikes is used onstage
although, the band’s equipment guru confides, “an
endorsement deal is pending.”

People always compare us to Dave
Matthews or Edwin [McCain]. Well,
Edwin and Dave are friends of ours. We’ve
been playing on the circuit with these guys
forever. Why would I feel in competition
with them? I want Dave’s next record to
do 12 million; I want Edwin’s next
record to do 12 million. I really, real-
ly do. All this talk that creates this
compettive frenzy—I hate it.
Bryan: There should be an element
of respect for anyone who makes his
own music and does things his own
way. Even if you don’t like that style
of music, if someone is doing what
they do from their heart, there needs
to be some respect there. But it isn’t
there all the time.
Sonefeld: It really bugs me when 1
hear people say that some band
sucks or that song sucks. Each song
is somebody’s piece of art, man; I
don’t think any of it sucks. The
competition among bands is the
same thing: Why would there be
any hatred because of somebody’s
, three-minute song versus somebody
5 else’s?
£ So when you see a critical writeup of
2 the band, how does that make you
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feel?

Sonefeld: Hey, [ don’t care if people write
that we suck. [ just think it’s stupid.
Felder: It gets back to what we were saying

about respect: You may not like our music,
but you have to respect that this is what we
do.

Rucker: That’s what bothers me, this lack
of respect. We love what we do and we're
not gonna change. We've been gigging
around the clubs of the South and the
Southeast for ten years, so when finally
something good happens to us, at least
they could say, “I don’t like the
music, but I gotta respect these o
guys.” For people not to say that . o
.. I mean, I don’t care if you hate

the record. That’s fine. But not to

give us the respect that we deserve.

. .. [Rucker runs out of words, shakes his
head in frustration.]

It’s got to be a drag to be aware of how
many people don’t respect you as a band.
Rucker: Man, [ just spent the past year
with eight of my best friends, traveling all
around the world, playing in front of as
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many as 75,000 people and as few as 3,000
people, every night, having a blast.
Nothing they can say can bring me down.
If it ended today, that’s fine, because it’s
been wonderful.
And yet it obviously isn’t going to end
today, with the new album coming out.
Rucker: Yeah, but no matter what this
record does, no one really expects us to be
around. The general feeling in the air is
that we’re a one-record band. Everybody
thinks we’re gonna fall flat on our face:
Fairweather Johnson is gonna be a shitty
album, we’re a shitty band. I don’t think
that many bands look up to us.

So maybe you’re not a

musician’s band;

@ @ 94 you’re more of a peo-
] ple’s band.

Bryan: Yeah, but my

main thought going
into this next album is, can we make a real-
ly good album musically? That’s what it
comes down to. As far as our public per-
ception is concerned, none of that is as
important as whether we made a good

Ebet Roberts
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record. And I feel that we did.

Rucker: The perception of Hootie and the
Blowfish takes away from the band as
players. If Bass Player magazine really lis-
tened to what Dean is doing, therc’s no
way they couldn’t put him on the cover.
He comes up with amazingly cool parts to
my vocals or Mark’s guitar. Every time [
hear “Sad Caper” [from Fairweather
Jobnson] the bass line just drives! It’s so

simple but so perfect for the song.
Sonefeld: The point is, we’re a role-play-
er band. Nobody’s doing this 15-minute
guitar solo or drum solo. We do really well
as a foursome: We don’t overplay, we
respect each player’s place in a song. That’s
the hardest thing to learn as a musician . . .
Bryanm: . . . which I think does make us a
musician’s band.

Felder: [t took us a while to realize that. It

Panhy Goldberg:
How We Broke the Blewfish

Mercury Records President Danny Goldberg was president of Atlantic when Hootie
and the Blowfish were signed; it was on his watch that they exploded from regional
act to national sensation. How'd it happen? In an interview with Robert L.

Doerschuk, he offered his view.

e had a research department at

Atiantic that would call around

the country and find out what inde-

pendently controlled records were

selling locally. When this band was brought to my
attention, | sent Tim Sommer, an A&R rep in Los
Angeles, to see them and let me know if they were
doing as well in the Carolinas as they appeared to
be. He said he thought they were great, they were
nice people, and we ought to sign them. So we did.

“We wanted them to re-record ‘Hold My Hand'
because that song was generating the sales in the
Carolinas. Tim had the idea to get [producer] Don
Gehman, and the band asked me to get David Crosby
to sing on it. We also had them do a new album,
since their independent release wasn't strong
enough. The single didn't sell very well, which was
confusing because big songs will usually sell singles
and albums. But Val [Azzoli, Atlantic general man-
ager at the time and now Goldberg's successor as
president] and | felt that something was going on in
terms of sales as the song got exposed, so we kept
pressuring the promotion department to work it city
by city.

“The big break was when they got WDVE in
Pittsburgh, because that was the first city outside of
the Deep South that played it. VH1 was also enor-
mously helpful two or three months into the record
by giving us that pulsebeat of national exposure. But
the hardest part of marketing is the first million
records. After the first million you need to keep exe-
cuting and doing the fundamentals, but a record
becomes more word-of-mouth and mechanically dri-
ven. Basically, you're reacting at that point, and
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you've got the income flow to trigger your marketing
costs. The horse is already running; you just have to
keep it from running off the road.

“It would have been very easy to walk away from
Hootie at a couple of hundred thousand records and
say, ‘This is a regional hit. Now let's have another
record.’ Radio stations didn’t want to play it. Hootie
didn’t sound like what was happening in rock radio
at the time. But we stuck with it. Our promotional
budgets were never particularly high on this album,
but our budgeting of time and energy to get it on the
radio was exceptional.

“The main reason we stuck with Hootie was that
they are wonderful live. Early on | got to see them at
the Wetlands, and | realized immediately they had
this magical thing with their audience. It reminded
me of when | was managing Nirvana: Although it was
a totally different kind of music, there was a similar
sort of communal feeling between the band and its
fans, not the kind of separation you normally feel.
Here was a band that could satisfy a younger audi-
ence that was 0.D.ing on grunge; it felt like rock and
roll, but they had those classic songwriting elements
and a great voice in Darius that could bring people
from Nirvana and Whitney Houston together into a
common comfort level.

“Hootie and the Blowfish address that yearning
in the core rock audience for any kind of optimism
and harmony that seems to have an analog in the
concert audiences for the Grateful Dead. Their
record has to be compared to Fleetwood Mac’s or
the Eagles’ big albums from two decades earfier.
Hootie won't start any musical trends, but they will
stand the test of time.”

LW Urlk R div Histe. v L

took us many years of writing bad songs.
After writing some good ones, you figure
out why the good ones work and the oth-
ers don’t. We figured out that when we got
out of each other’s way and found our
space, the music got much better.

Working the clubs probably made you play
tighter as well.

Felder: The biggest thing we got out of it is
that we got good. Four years ago we
weren’t. [ mean, we were good for what
we were, but we weren’t where we needed
to be. That extra time in the bars improved
us as musicians.

Rucker: The main thing about being out
on the road for so long is that we learned
how to like each other and what it takes to
get along. [ feel bad for solo artists who
put a band together in the studio and then
go on the road. They’re all by themselves.
Whenever you need something or need to
get away from something, there’s always
somebody in our band who can take the
load. It’s just so cool to be able to say
“Fuck you,” and the next day you don’t
even have to talk about it. You just go on
with your life.

During those long years in the clubs, did
you ever feel like bailing out and getting a
real job?

Felder: No, because we weren’t chasing
stardom. We just wanted to get a career out
of music. So since our goals were different,
it was easier to stay on the ground.

Bryan: The bottom line is, we really love
music. We love to play together. That’s all
we were after, [ swear. If we had only sold
50,000 copies of Cracked Rear View, we’d
still be here, still be playing...

Sonefeld: We wouldn’t be talking to
Musician magazine [langhs].

Still, you’re all college guys. You could have
gotten straight jobs. Why would you want
to risk it all to play music?

Fetder: [t wasn’t that hard. Financially it
was a tough decision, because none of us
had any money. We were making the deci-
sion not to make money for a while. That
was the tough part: Are we ruining our
lives here? The easy part was the music,
because I’d wanted to be in a band since [
was a little kid.

Bryan: Would I rather be sitting in an office
from nine to five, or going out and playing
clubs five nights a week? The answer is
obvious. M
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[con’t from page 33]solve a specific artis-
tic problem. Recorded at Cole Rehearsal in
L.A. under very live circumstances (mean-
ing minimal separation of the instruments,
so everyone had to be happy with his per-
formance on a take), the new album need-
ed some oomph during the instrumental
sections. With no rhythm guitar when
Morello shifted into soloing, and Tim
adamant that adding rhythm guitar later
sounded bogus, they needed more noise
from the bass. Yet whenever Tim hit his
distortion pedal, producer Brendan
O’Brien (who also worked with Pearl Jam)
would bum out because they’d lose the
bottom.

“Why don’t you get an A/B box?”
O’Brien suggested. It changed Tim’s life.
When he wants distortion now, he shifts
from his normal warm bass tone (A) to
both amps playing simultancously (A and
B), the second amp set with the drive knob
up so they get distortion with no drop out
in the bottom.

“My  problems arc  solved,”
exults Tim, who favors a couple of Fender
Jazz basses with P-Bass necks and Hipshot
D-tuners. He’s also enthusiastic about his
Rickenbacker eight-string. “When [ hit the
box, it’s like a second bass player joining
the band. Every other bass player who
hears it, they just go, ‘Oh, my God, that’s
the most awesome sound I ever heard.” 1
swear, it’s the best thing I ever did. And it’s
so loud. I can’t turn the volume knob over
three. I'm excited to play live, just "cause of
my amp. I only wish [ would have done
this five years ago.”

For a couple of scasons he enjoyed
bashing people as a defensive end in high
school football, but eventually even that
gave way to the bass. He stll practices
obsessively, aspiring to be an old fat guy
with a jazz band someday. He also aspires
to move to Denver to be closer to the
Broncos; he figures that if he wasn’t play-
ing music for a revolutionary socialist
rock ’n’ roll band, he’d be the
Unabomber.

“Everyone should own an AK-47,
because someday we may have to use
it,” he says. “Violent overthrow is
the only way there will ever be a
revolution in this country. Right
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now, people need to speak up. That’s why
Rage is a cool band. We’re getting the mes-
sage out there, and I hope other bands will
be influenced by us to say similar things.
It’s important to reach kids when they’re
young, before their minds are made up and
they think that history is this bullshit you
learn in school.”

im will hit that A/B switch, and it’s
T louder than loud has ever been,”

says Brad Wilk, who plays a Pork
Pie drumkit with UDW hardware and
Zildjian cymbals. “It’s like, ‘Dude, I love
you. I'm not saying anything bad about
you. You are the God of Thunder. You're
a great musician. But you’re scaring every-
body. When you’re playing ten times loud-
er than everybody else, can you hear what
I’m playing even a little bit? I love you.
Seriously. But you’re blowing my hair off.’
I just wish I had an A/B switch for my
drums.”

Standing in the batting cage during
Little League practice in third grade, Wilk
heard Steve Miller’s “Fly Like an Eagle”; it
was one of those defining experiences. He
knew he wanted to be a musician, and
thereafter found respect and refuge in his
drums. Mystically connected to the num-
ber three, which has appeared at important
turning points in his life, he most admires
drummers—Elvin Jones and John Bonham
—for their mastery of triplets.

How close did the band come to break-
ing up in Atlanta?

“l thought it might
happen. But there
was always a
voice in

S
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my head asking why. There was such ani-

mosity that breaking up felt like the easy
way out. It'll always be day by day. [ hope
we can stay together because we haven’
reached our potential yet.”

never thought about anything being
' censored untl I saw a cop show a

PMRC film at a PTA meeting,” says
Mary Morello, mother of Tom, on the
phone from Libertyville. “The PTA is just
a big network for the PMRC, you know.
The cop said anyone could pick up the
video at the police station, and it just
seemed wrong to me, so [ spoke up.”

And she continued speaking up, found-
ing Parents for Rock and Rap in 1987 (long
before Tom was a star), appearing regular-
ly on radio and television, and publishing a
newsletter (Box 53, Libertyville, IL 60048)
that keeps tabs on Tipper Gore and her
minions in the machine. Winner of this
year’s Hugh Hefner First Amendment
Award and active in numerous community
causes, she doesn’t talk about her former
husband except to say he was “very intelli-
gent. Tom has great genes.

“I raised him to be free. When Tom
went to England and got his first framed
album, he gave it to me to say thanks for
the way I raised him. He’s a wonderful per-
son.”

How do you raise children to be free?

“You accept them as they are and love
them. A lot of parents say that’s what they
do, but they have a hard time with it.” &
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The
Rights
stuff.

How to keep royalty
disputes from

destroying y

hen musicians form a band,

they sometimes get all starry-
cyed and idealistic. That’s when
they start talking about “creative
democracy.” The term implies that
cach member takes on an equal
share of responsibilities, from find-
ing a cheap rehearsal space to lining
up gigs or lugging your bassist’s vin-
tage SVT up five flights of stairs. But
when it comes to writing music, the democra-
tic model doesn’t always hold up.

That’s because not everyone is a song-

by liichael Gelfand illustration by Tim Hussey

ur band.

‘ writer. very often one member

' / of a band is more prolific than
the others. Unfortunately, the
way the music industry works,
people who write songs make

more money than people who just
play instruments. And that can make
for real trouble. If your band doesn’t talk
about sharing the credit-and the
burden-for writing music, your internal har-
mony could be threatened down the line. It’s a
financial, artistic, and deeply emotional issue
that most bands don’t address until it’s too
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late.

“There’s all different kinds of permuta-
tions, but usually there are two members
in a band, like Edge and Bono or Keith
Richards and Mick Jagger, who end up
writing all the tunes,” says composer and
ex-Police/Animal Logic drummer
Stewart Copeland. “They can say
to themselves, ‘Hey, we get the
publishing so that we’re paid for
our extra homework. The rest of the
gang just shows up for re-
hearsals.’

“The songwriters
get the extra income
from the writing and
publishing, which is ==
paid separately from
the record royalties,” says Copeland.
“Sometimes the other players are very
jealous of that. Other times the song-
writers resent the fact that the other
members aren’t doing anything, so
they think they don’t need them
around. That’s when bands break

Pt ooy Toa11ing 'feel' a
contribution is
sort of walking
on thin ice."

-Richard Thompson

over time, so it would be unfair to
say that a single agreement for sharing
the writing chores and publishing rights
must stick forever. Situations and
personnel may change, but it’s still
best if young bands arrive at some
sort of an agreement early on in their
development.

“The laws are pretty specific
about how if somebody writes
lyrics they get a certain percent-
age, and if somebody writes
music they get a certain percentage,” says
Pretty And Twisted bassist/vocalist
Johnette Napolitano. “If you’re in a band
relationship, you have to assess how
important that relationship is. If it’s very
important and you want to keep your
band together, throw the laws out the
window and divide it evenly.

“There’s no reason for anybody to go
through it if they’re not getting anything
for their efforts,” says Napolitano. “It
doesn’t mean that the writer’s share has to
be split. You can be honest about what

Contributors: Michael Gelfand plays bass
with Models of Perfection. His articles have
appeared in EQ and Pro Sound News.

54 JUNE 1996

you wrote and what you didn’t, but the
publishing should be split evenly.”
Such an agreement may mean bending

your own cgo, and a lot of musicians

don’t like to be that flexible. Syd Straw,

who’s been in many different situations
ranging from work with the Golden
Palominos to War and Peace , her most
recent solo cffort, says that flexibility and
honesty are essential when working with
other musicians.

“If you’re going to sit down with
someone and try to have a musical baby,
you might as well agree that it’s going to
be an even split,” says Straw. “Otherwise,
you’ll be underlining the words you think
you wrote and trying to add up your con-
tributions incrementally. That doesn’t
work for me, but if you’re in a band situ-
ation it really has got to be split pretty
evenly because that’s the motivation to go
through the rigors of band life together.”

M U S I CIl AN

Some bands adhere to the “all-for-one,
one-for-all” ethic—a noble creed, consid-
ering that no band is created equally. Even
bands that can agree to divide the writing
and publishing credit into relatively equal
shares stand a better chance of surviving
together than those who reach no
agreement at all. But arriving at a for-
mula that works for everyone is easier
said than done.

“When we put out our first record,
some people in the band wanted to
share the credit equally because we’re

really good friends,” says Elizabeth
Davis, bassist and main songwriter for
Seattle’s 7 Year Bitch. “Giving credit
to the whole band is more politically
correct, but the problem with it is if
someone writes 90 percent of the
music and doesn’t get credit for it,
that’s going to make them feel like
shit.

“In our band it’s pretty well
defined, but we had to talk about
what songwriting is before every-
one could agree,” she continues.
“I was concerned because we had

photo by jay blakesberg

been in this long honeymoon
phase and this was our first
band spat. It made me feel
kind of torn because while I
understand why it’s cool to give
the whole band credit, I'm the
primary songwriter and [ want
credit for that. Eventually I said,
‘Look, I want songwriting credit
because ’'m working hard to write
these songs and I consider myself
as much of a songwriter as I do a
bass player.” But I still felt like a jerk.”
The first step toward an amenable
agreement comes when band members
can openly discuss their working relation-
ship and understand how it will be affect-
ed by whatever plan they embrace. In the
case of Luna, it was decided from their
inception that they’d split the money
from publishing. “People have to make a
living,” says bassist Justin Harwood, “and
90 percent of being in a band and making
records is about perseverance. How’s
everybody supposed to persevere when
they’re being financially handicapped?”
“The way a song turns out is very
much a group effort,” says Luna frontman
Dean Wareham. “We work out a percent-
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age depending on how we did the song. If
Justin and I collaborate on something,
maybe he’ll take 50 percent, I'll take 35
percent, and the other 25 percent will go
to the other guys.”

When Juliana Hatfield was in the Blake
Babies, the band split their publishing
rights evenly. On her second solo
record, Become What You Are,
Hatfield credited herself and her
band for arranging but she took all
the songwriting credit. “I wanted to
give the other players credit for their
creative input, but I felt that I was the
main songwriter because the songs
were whole before I brought them to
the band,” she explains. “I don’t con-
sider arranging songs to be part of it.
I write everything on guitar, and 1
think a song is finished when I can
play it on guitar.”

The situation becomes murkier
when you try to decide whether a
player’s style or “feel” is inseparable
from the song itself or simply helps
arrange a song that’s complete in
itself. A guitarist can come to a
band with lyrics and a completed
chord progression, but the bassist
or drummer may play a line or a beat that
turns the progression into a mem-
orable and instantly recognizable

“Calling ‘feel’ a contribution is
sort of walking on thin ice,” says
Richard Thompson, who recently teamed
up with Tim Finn to write a
song called “Persuasion” with
Tim Finn. Thompson supplied
the music, while Finn penned the
lyrics, but confusion arose when Neil
Finn, Tim’s brother, contributed to a sec-
tion of the song,

“Neil didn’t want any credit for it,”
says Thompson, “but if he had, I don™
know how we would have split it
Whether it would have been a straight
three-way split or between lyrics and
music, I don’t know. Our agents and man-
agement team resolved the issue, but it
really can come down to whatever way
you want to slice the cake. There are
strange stories out of Nashville where the
hook writer gets so much, and then the
person who actually wrote the song gets
so much.”
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“If you’ve written the lyrics and the
music to a song—even if it doesn’t get any
further than you braying it into a tape
recorder with a piano behind you—that

means you've written the song,” insists

Peter Holsapple, de facto leader of the

"I want credit as
the songwriter,
But I feel like

a jeI‘k."

-Elizabeth Davis,

7 Year Bitc

Continental Drifters and the main song-
writer behind the mid-’80s power pop
group the dB’s. “It doesn’t matter if Jim
Keltner comes in and sprays amazing
drums all over it, I don’t think that’s a part
of songwriting; that’s arranging. Peopie
who write songs know who wrote the
song. It’s not as fine a line between song-
writing and arranging as people are wont
to make it appear.”

Perhaps contrasts in method underlie
the madness that fuels these disagree-
ments. Many songwriters come up with

M US I C1I AN

ideas on their own, with no help from
bandmates. Whether you’re roused from
sleep with lyrics spinning through your
head or jolted by a riff while you’re dri-
ving to your next gig, the ability to hatch
an idea and turn it into a song can create
distance between you and other
bandmembers who’d rather write
by jamming,

“I like to believe that songwrit-
ing is just channeling energy that’s
already there,” says Holsapple.
“It’s just that some of us are better
receptors than others.” But being
a better receptor can create an
impression of arrogance or heavy-
handedness when a songwriter
brings a new piece, complete with
arranged parts for every instru-
ment, to the band.

“I don’t mean to seem megalo-
maniacal, but I do have a certain
set of standards for a song that I'd
like to hear come out in its perfor-

photo by jay blakesberg

mance,” says Holsapple, “and I'll
work as diplomatically as possi-
ble to achieve that end without
subverting some other goal of
the band. The Continental
Drifters’ repertoire is soulful,
countrified, and based on sto-
rytelling. Once I can wend my
way into that mindset to write,

as opposed to writing yet another

love song, that gives me enough
license to say to the band, ‘I’ve gotten
it this far and I hear what I'd like
things to be doing. So let me show
you, and let’s try to get it as close

) to that as we can.””

: ‘ Mark Eitzel, who used
(‘ \ to front American Music
& Club  and
released his first solo
album, 60 Watt Silver
Lining,

recently

{ empathizes
+ with Holsapple. “I've
had times when AMC
completely rearranged a song, and it’s the
song that’s most important. When I'd
complain about this, they’d say, ‘Mark,
you asshole, let’s just call the album Eitzel
and name every song “Eitzel’s Pride,” but
I’'m sorry. I feel like I gave away so much
already. That’s why the songwriter gets
the songwniter’s share. Everything else is
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Avoid B.S. and Know the Law 0

Curse it as an evil that's unavoidable with
commercial success, but you'll need a solid
legal understanding of how songwriting and pub-
lishing credit affects you if your band is going to
work out an agreement where nobody feels like
they're getting screwed. Once everyone in the
band understands where the money comes
from—i.e., mechanical royalties, performance
royalties, synchronization income—it's much
easier to make a fair decision.

The problem is that you can't always put
your finger on what you don’t know. There are
many helpful books to get started—Musician's
own legal correspondent Ned Hearn offered a
valuable intro to the issue in his March '96 Your
Music column. Even so, it's important for bands
to seek out a lawyer who can explain the differ-
ent ways of dividing credit and the possible legal
and financial implications each scenario may
have.

“I'm not going to tell bands how to divide
their Rosen, a

copyrights,” says Ross

Manhattan entertainment lawyer in the firm of

arrangement.”

Like many other artists, Eitzel says
that every member of a band should write
songs or at least try to collaborate, but he
recognizes it’s not that simple. “Since the
very beginning of AMC,” he recalls, “I
said we should all write songs, but the rest
of the band didn’t start until there was
money involved. Then they wanted to
write songs because they wanted song-
writing shares on the record, which is
bullshit. Everyone should approach it like
they’ve got to write songs. Take Lennon
and McCartney: They weren’t a happy
team, but they actually sat down and said,
“What can we do together?” That’s the way
todoit.”

Even if one or two members of a band
are writing all the material, it’s possible to
work out a situation that satisfies every-
one. Louie Perez and David Hidalgo of
Los Lobos share most of the songwriting
duties for their band, but the other mem-
bers reccive a part of their publishing. “We
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Michael Toorock. “What | will tell the band is
there are many different ways for writers to
divide the copyright in the composition and
share the income. I'll present some of the exam-
ples, discuss the implications, and ask them to
decide among themselves. When they come to
a decision, they should tell me what it is, and no
matter what, that decision should then be fully
discussed and documented. The important part
to remember is that the writers and the band
must come to an agreement they can live with.”

According to U.S. copyright laws, if your
band's song is played on television or radio, all
copyright holders for that song are entitled to
receive music performance royalty money.
Assuming that your band has decided to divide
that ownership, each member will then own a
certain percentage of an undivided interest in
the copyrights for each of its songs. That's
where being affiliated with a performing rights
society, such as ASCAP, BMI, or SESAC, comes
into play. These organizations compute, admin-
ister, and collect the earnings from your copy-

take the writer’s share exclusively, but
from the 50 percent that’s left over, cvery-
body gets a 10 percent share,” says Perez.
“It’s been that way since the very begin-
ning. David and I have been writing songs
together for 25 years now, and when we
write, we write on our own. When we get
an idea for a melody, then the lyrics come,
and then we’ll sit down and figure out the
structure of the song. It’s pretty much in
shape by the time we get it to the studio in
demo form. That doesn’t reduce the rest
of the band to sidemen: Everybody has
their own ideas for their parts, or they’ll
adhere to what we came up with. But
because they’ve added their signatures to
the tune, that’s where what we call the
‘non-writer override’ comes in. It is a per-
centage. It’s not like a work-for-hire situ-
ation where they get $100 for playing and
we get $100,000 if the song’s a hit. It’s a
percentage that grows according to how
successful the record is.

“But I can’t sit here and say to you that
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right income for you—but don't start looking for
your royalty check until your band has an agree-
nt in place.

You may say to yourself, ‘Ah, I'll worry
about that later,'” says Jeff Cohen, the senior
director of writer/publisher relations at BMI.
“But if two people in a band sent in forms to
take credit as the songwriter for the same song,
we'll put the song in question on hold until the
band works out the problem. BMI will pay the
bands according to the way they agree the splits
are made—and considering that they don't get
paid until they figure that out, it's in everyone's
best interest to get it done.”

Cohen has seen this issue destroy many
bands before they begin to reap the rewards of
their work, so he advises everyone to lay their
cards on the table in discussing songwriting
credit. “I've seen too many situations where
people start writing and then fight about who did
how much after they've done,” he says. “If you
cowrite a song with someone, try to get it
straight up front how it's going to get split up.
Save the hassles. Avoid the bad blood. And if
you can't agree, don't write together.”

“The band’s really got to function as a viable
enterprise,” adds Rosen. “If any band in the
early stages of its career is at odds over the pub-
lishing splits, that’s an indication of a definite
problem.”—Michael Gelfand

everything is rosy,” he cautions. “As we
all know, money ruins everything, I don’t
think it’s gotten to the point where there’s
animosity, because we talk about it
Basically, we’ve been together for 22
years, so we have to be big boys about it.”

Playing with nusicians whose song-
writing is stronger than yours can be hard,
but playing for your band more than for
your own ego will often get you through
the frustration. “Whar’s difficult to under-
stand with one’s own song is that you hear
all of its potential and can’t imagine any-
one not immediately getting into it,” says
Stewart Copeland, whose songs usually
languished on B-sides during his days
with the Police. “Sting wrote fantastic
songs and lived to write them, but he’d be
very upset if Andy [Summers] or I
showed up to record an album and he was
the only person who had been working
for the last six months. So we’d all show
up with tapes full of our songs—but
Andy’s and mine would be summarily




dismissed anyway.

“We’d end up doing Sting’s songs
because his were the best. It wasn’t a ques-
tion of someone’s ego prevailing. It was,”
he jokes, “our innate greed: ‘If we do this
song, we'll be rich!”” Sting’s dominance as
a songwriter created a lot of stress but,
looking back, Copeland concedes that this
was just part of the band package.

Graham Maby has spent a lot of time
playing the role of sideman, but he does-
n’t hold any resentment toward the song-
writers he’s worked with. Having played
bass with Joe Jackson, Freedy Johnson,
and Marshall Crenshaw, he understands
the sanctity of the songwriter’s work and
how his bass fits in with their material.
“Honestly and truthfully, I don’t ever feel
I should get writing credit,” he says. “I'm
glad to be working with talented people,
but I don™t feel like they’re milking my
ideas and using them for their own profit.
I’ve never been in a situation like that. I've
never asked for credit. I'm not saying that
the thought has never crossed my mind,
but you can sour a relationship by doing
that.”

Maby cites Jackson as an artist whose
knack for writing and arranging complete
songs makes his own job that much easier.
“Working with someonc like Joe, who has
tons of ideas in advance, keeps it all very
refreshing. It’s actually a turn-on when
someone’s got a concept for a song instead
of just floundering around and trying stuff
out. That scenario makes you wonder
why the songwriter didn’t think it out
beforehand.”

“Making it” in music requires, among
other things, lots of luck, tenacity, and tal
ent. But even with those bases covered,
many of today’s bands can’t scem to get
out of their own way. The best bands can
change the way people think and feel
through the music they play, yet when
individual bandmembers start concentrat
ing on not getting screwed out of writing
credit and lose sight of the group’s com
mon welfare, the joy of playing and creat
ing music together disintegrates.

Why can’t we all just get along?
“Bands are complicated environments,”
answers Copeland. “The interaction is
always a complicated maze, and the song-
writing aspect is just another tweak on the
track.” M)

you have a band.

you record in the basement.

you call SESAC. you sign with SESAC.
SESAC helps you set up a publishing company.
you need a better tape.

SESAC advances you $1800.

the tape sounds good. you do an inde release.
SESAC pays 1000 pre-chart payment.

you service college radio. college radio likes it.
SESAC buys a full page ad in CMd.

you get a manager you need an attorney.

SESAC gives you some names.

you have a number one coliege track.
SESAC pays $1.800.

your manager sets up a new york showcase.
SESAQC picks up your airfare.

you sign with a major.

SESAC advances you $8000.

you release an album.

SESAC pays °1. 800 pre-chart payment.

the first single hits number 1 alternative.

the record crosses over to the rock chart and goes number 1,

the album hits the top ten.

SESAC pays $307, 000.

you release more singles.

SESAC pays you more money.

you sell a ton of records. you get rich.
you buy a house. you get married.

you build a studio.

you have kids.

you record in the basement.

...it could happen.

SIE[SIA|C

NASHVILLE A 55 MUSIC SQUARE EAST A NASHVILLE, TN 37203
615-320-0055 A FAX 615-329-9627

NEW YORK A 421 WEST 54TH STREET & NEW YORK, NY 10019-4405
212-586-3450 A FAX 212-489-5699




BASS PLAYERS

[cont’d from page 37]  the quality of the
music now, but I understand why. I know
they have to make the money, but we’re
losing part of the history. I can’t blame
Joshua, because he didn’t get to see all of
this and be a part of what we were a part
of. The Art Blakeys, the teachers, are gone.
How are [younger players] gonna grow?

“Isit in clubs,” he continues. “I went to
the Vanguard one night, then I went to
Sweet Basil. I listened to the groups, and 1
left feeling nothing. I only got the feeling
that these guys up there were all friends of
mine, and that everybody could play, but
they gave me nothing. I left empty, to the
point that I wanted to cry! This is what I
hear generally: great
musicians, but no-
thing that will make
me excited. When 1
hear Cedar [Wal-
ton] I get excited:
Not only is every-
body playing, but I
can tap my foot and feel good. I get that
with very few bands. Ninety percent of
what I hear, I hate. I'd rather not have to
say that [ didn’t like it.”

From the even-tempered, upbeat
Cranshaw, this is a shocking and glum
pronouncement. But he’s not alone: Mraz
and Williams, though not as downcast,
share his doubts about the new breed.

“WWhoen Fasal
Chambers would et
dxuanixc, X'dd teoll Inizxx,
‘Woua fImll sasleoeop, thhat'ss
Iouux samsl’ /4

~-EBob Cranshaww

“This music will humble your ass,” says
Williams. “It’s already there. All you got to
dois step into it step inside. There are cer-
tain nights when I feel a magic Woody
Shaw had it. Kenny [Barron] and Billy and
Cedar: They’re the magic people who

bring it out of you, and you give it back

and share it. Givin’ it
up, that’s what it is. A

lot of new players
don’t have to give it
up. Some of them did
well in school, and
they come in with an
attitude. It ain’t about
that. Sometimes you can hear people just
waiting to take their solo. But every fuck-
ing note is your solo! Some nights I play
my baddest shit behind the horn or the
piano player.”

“There are so many good players com-
ing up now,” says Mraz. “When we were
young, we respected all the same people
they do. That was 25 years ago. But at a

certain point you try to stay away from the

things you respected. I mean, why do
something almost as good as someone did
30 years ago?”

Just for the record, these guys had plen-
ty more to say. George tells a story about a
remark by Mingus that started a riot. Bob

~

has anccdotes about
the “Sidewinder” date,
his first date with
Rollins—and he could
talk about Milt Hinton
David re-
members standing on a

for days.

little crate to play his
first gig, at 13. George
still hasn’t gotten over
the fact that prior com-
mitments forced him to decline the bass
spot with Bill Evans 19 years ago. David
had to turn down a gig with Rollins one
night and is still wondering what Sonny
meant by a remark he made as he was
hanging up. George can’t remember what
film scores he’s played on. David did a
recording with Liberace. Bob’s son plays
with Steely Dan. Cranshaw, Williams and
Mraz are full of jokes, regrets, opinions,
stories and hope. That’s why they sound
the way they do: That’s what you hear. @

Karen Bennett is a freelance
writer. She has been published in Interview,
Boston Phoenix, The New York Times and
The Wire.
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1 hartke kickback

This month's look at the gear blowout that was
NAMM '96 would not be complete without including
Hartke's Kickback bass combo amp. The 120
watt/8-ohm Kickback's most intriguing feature is its
twoway cabinet design; you can either stand it
upright or tilt it back, depending on your mood. But
the sound ain't bad either, and the amp's top-notch
contour filtering circuitry lets you enhance that sound
even more. Its one 12" speaker is available with either
a paper ($549) or aluminum ($599) cone. * Hartke,
c/o Samson Technologies, Box 9031, Syosset,
NY 11791; voice (516) 364-2244, fax (516) 364-
3888.

2 aardvark aardscape
Lots of people love digital recording, but some com-
plain about its "coldness." Aardvark's AardScape ana-
log solid-state processor ($695) tackles the problem by
simulating analog tape characteristics, leaving you with
a clear, warm sound and no added hiss. Three separate
controls—Saturation, Warmth and Brilliance-are the key
to this device, which is designed both for mixdown and
tracking instruments and vocals. ¢ Aardvark Computer
Systems, 202 E. Wash-
ington, Ste. 306, Ann
Arbor, Ml 41804; voice
(313) 6658899, fax (313)
665-0694.

3 yamaha bbn4

It all started with the BBNS, which

itself was a more affordable version of

Yamaha's Nathan East model. The con-

cept-a proworthy five-string bass for

shockingly little money-proved quite popu-

lar, and so this year Yamaha's bass honchos

decided five-stringers shouldn't have all the

fun. Result: the fourstring BBN4, The double-

cutaway solid alder body, maple neck and 24-fret

rosewood fingerboard are the same as on the 5;

the two single-coil pickups are controlled by two inde-

pendent volume knobs and a master tone. And the

price sure is nice ($499). « Yamaha, Box 6600, Buena

Park, CA 90622-6600; voice (714) 522-9011, fax (714)
522-9587.
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4 epip
The Rickenbacker 325 may always be remembered
as the John Lennon guitar, but let's not forget the
Epiphone Casino was the guitar John was pilaying
for that fabled 1969 Apple rooftop show. With
Epiphone's new Casino USA (price TBA),
you can revisit the past in grand style,
courtesy of a mahogany neck,
rosewood fingerboard, laminat-
ed maple body and two P-90
pickups. Don't let us down;
check it out. « Epiphone,
645 Massman Dr., Nash-
ville, TN 37210; voice
(615) 871-4500, fax (615)
872-7768.

You probably already know that Cakewalk Pro Audio

software integrates MIDI sequencing and digital audio
recording, making a full-service music studio for
Windows. What you might not know is what's new in
Version 4.01: specifically, synchronization of digitai
audio to SMPTE, a full comptement of replace, auto-
punch and loop recording modes, volume and pan for
individual tracks, an improved user interface, and
much more. Best of all, it's still $399. » Cakewalk
Music Software, 44 Pleasant St.,, Box 760,
Watertown, MA 02272; voice (617) 926-2480, fax
(617) 924-6657.

6 ind R3-147
How'd you like to be able to stick a Leslie in your
effects rack? We know it sounds impossible, but
Motion Sound has made the dream a reality with the
R3-147 ($1097), a rackmount tube preamp with a built-
in rotating horn. Four adjustable mikes inside the unit
pick up the speaker signal, while the front panel offers
control over 21 parameters with MIDI control capability
of fast, slow and stop functions. ¢ Motion Sound,
4426 South 450 West, Suite G, Salt Lake City, UT
84123; voice (801) 2650917, fax (801) 265-0978.
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Totally Tubular

by howard massey

t's always struck me as curious how
technological innovations can make
people nostalgic for the “good old
days” when the technology didn’t
exist. Today’s keyboardists, for example,
can instantly call up thousands of sounds
from a single multi-timbral synthesizer,
yet many still long for that vintage
Hammond or Rhodes sound that no
synth or sampler can truly capture—even
though, technically, the new sounds may
be much cleaner and more expres-
sive.

That’s the case with
recording technology,
too. The
engineer/musician of
1996 has the pick of
dozens of powerful
digital signal processors,
yet many still prefer the
sound of older, tube-based
devices. This has led to an
unprecedented revival in tube products
over the past year or so—a subject we’ll
be delving into in next month’s Musician.

In last month’s Editor’s Pick, we took
a close-up look at the Alesis ADAT-XT—
the latest incarnation of a technology
(affordable eight-track digital recorders
that use standard S-VHS tape) that has
revolutionized the way today’s music is
composed and recorded. Most everyone
agrees that the sound quality of the

talgia, lots of people are now saying they
prefer the “warmer” sound of analog
tape (though not many miss the
sound of analog tape hiss!).
The true test of any
recording device is: How
closely does what’s coming
out match what’s going in?
Today’s digital recorders
do a measurably better job
of accurately reproducing the
source signal than analog
recorders. But greater accuracy
isn’t necessarily the same as better sound,

INECT FROM MAINS BEFORE REMOVING COVER,
A-SERVICEADLE PANTS INSIDE "

accustomed to the subtle distortions
imposed by tube circuitry and analog
tape and so many of us prefer that
somewhat artificial sound to the greater
reality presented us by digital
recorders—a reality which critics some-
times characterize (unfairly, in my
opinion) as “cold” or “harsh.”

This was borne out by a series of

blind listening tests we conducted with an
ADAT-XT and this month’s Editor’s
Pick—the TL Audio VI1 eight-channel
valve interface, a remarkably simple new
device designed to subjectively enhance
the sound of digital recorders. (Last
month’s Editor’s Pick promised that we’d
be looking at two such devices; unfortu-
nately, the other manufacturer was unable
to get us a unit in time for this review.)
The VI1 (list price $795) is not a signal
processor per se; it doesn’t compress,
limit, gate, equalize, slice, dice, fold, spin-
dle, or mutilate. All it does is take up to

TL Audio V11 INTERFACE
A N

Mt &gt

ENIUNE COMMCT VOLTAGK
SELECTEO BUFORE CONNICTING
TO AC MASES SUPRLY

=

REPLACE WITH COARECT
TYPE AND RATING ONLY

TL Audio’s VI1 valve interface wai

ADAT (and other similar digital tape-
based or hard disk recording devices) is
phenomenally accurate—easily as good as
an audio CD. But, in what might be
described as a burst of technological nos-
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since the former is an objective technical
measurement, while the latter is purely
subjective opinion. My theory is that,
over more than a century of listening to
recorded music, our ears have become

.
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eight signals going into or out of your

recorder and pass them through four hon-
est-to-goodness 12AX7 vacuum tubes }
(each independent input passes through |
one half of a tube). Period. As such, the



VI1 requires absolutely no technical
expertise to operate—you simply connect
it between your mixer and recorder. The
onc and only front panel control is an
on/off switch, and the only adornments
to the rear panel are eight input and eight
output jacks (all 174" TRS connectors).
No displays, no menus, no buttons, no
knobs—how refreshing!

Out of the box, the VI1 is set up to
work with professional-level balanced +4
dB signals; however, jumpers are provid-
ed to convert any input and/or output
signals to unbalanced -10dB (the semi-pro
standard), so it can work with pretty
much every kind of mixer and recorder. If
your studio has a patch bay, simply con-
nect cach of the VI1 input/output jacks to
a patch point, and you’re done. If not,
you might want to invest in TL Audio’s

s the digits

optional VIS 8-channel switcher (list price
$595), which enables individual channels
to be switched in and out during both

recording and playback. This makes it
easy to pass a signal through the VI1

twice, once during recording and again
during playback. Alternatively, you can
simply patch the VI1 in and out manually,
as needed.

The effect of the VI1 is subtle but per-
ceptible. It adds what many would
describe as “warmth”—a slight fattening
of the low mid-range and bass frequencies
(not so much a boost as a spreading) and
a mellowing of the higher frequencies
usually associated with “harshness.” I also
found that it creates a small (roughly 2
dB) increase in level. It’s a lot like what
analog tape does to a signal (minus the
tape hiss, of course), or the rounding that
a tube guitar amplifier (as opposed to a
solid state amp) adds when played at low
volumes. (Since the tubes in the VI1 are
being driven at a low

to tracks both directly and through the
VI1. Thus, there were four playbacks of
cach of the recordings (with levels adjust-
ed to compensate for the 2 dB increase in
gain caused by the VI1):

A) A signal which was both recorded
and played back directly and never passed
through a tube.

B) A signal which was recorded
through the VI1 but played back directly;
thus, it passed through a tube once.

C) A signal which was recorded
directly but was played back through the
VI1; thus, it passed through a tube once.

D) A signal which was recorded
through the VI1 and was also played back

through the V11, thus pass-

V rigure 1 ing through a tube twice.

voltage, there’s no

[EJESS==== Hormonic Spectrum: Bass no tube ===

overt distortion or
overdrive.) Figures 1
and 2 show this graphi-
cally. Both are harmon-
ic spectrums (as ana-
lyzed by Passport’s
Alchemy program) of
the same Fender bass

guitar note, with Figure

1 showing the original ¢
“direct” non-tube sig- 15
nal, and Figure 2 show- | 5
ing the signal after pass- |
ing through the VI1

60

tube. You can clearly
see the reduction of
high frequencies (har-
monics 73 and above), as well as a general

smoothing in mid- and high mid-range
frequency areas.

We conducted our listening tests by
recording a variety of instrumental and
vocal sounds (which included acoustic
piano, acoustic guitar, electric guitar—
clean and distorted, Fender bass,
Rickenbacker bass, drum samples, a com-
plete “ensemble” of MIDI sampled
sounds, and both male and female back-
ing and lead vocals) to an ADAT-XT. All
sounds were recorded twice, once directly
and once through the VI1. During play-
back, we used the VIS switcher to listen

M USICcCI AN
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A rigure 2 Though our listeners had
no idea which was which,
they were asked to pick which of the four
was their favorite and to write down their
general comments about each playback.
The result? In almost every instance, the
listeners preferred the enhanced sound to
the direct one—in different cases, prefer-
ring options B, C or D, but only rarely
preferring option A (in fact, the only
instance where all listeners clearly pre-
ferred the direct sound to the tube sound
was on male backing vocals). This was
somewhat surprising to me. I expected
that some signals would be enhanced by

JUNE 1996 u:i



the VI1, but I was also reasonably sure
that many would subjectively sound bet-
ter without passing through a tube at all.
All listeners agreed that in no instance did
the VI1 seriously degrade the signal; in
the best case, it significantly enhanced the
signal, and in the worst case, it simply

dulled the signal to a less than acceptable
degree. In most cases, they agreed that
the effect was positive.

I also expected that options B and C
would yield very similar results; interest-
ingly, this was not the case. Most listeners
preferred sounds recorded through the

Revolution

Equitek E-200

Introduced in 1989, as the Equitek II,

the first microphone under a $1000.00

featuring:

* State of the art servo head amplifier,
eliminating coupling capacitors phase
anomalies and feedthrough distortion.
High SPL capabilities (148dB),

providing tremendous ballistic integrity

Non capacitive 20dB pad
Proprietary H-frame internal shock
mount, isolating capsules from
most vibrations

High fidelity audio reproduction

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

Every hour of every day, in thousands

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

Also available
in matched
pairs.

E-200 Shown
with optional
ZM-1 Shock
Mount

Join the Revolution!

For a CAD dealer near you call: 148007

CTT Audio, In

H St (
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VI1 (option B) to those recorded “dry”
and played back through the VI1 (option
C). Option D (where the signal passed
through the tube twice) was picked as the
hands-down favorite in only a few
instances (snare drum and ensemble of
samples, where it was felt that the tube
processing helped meld the sampled
sounds together into more of a cohesive
whole), though some listeners also pre-
ferred the double tube routing on distort-
ed lead guitar and snare sidestick. Of
course, if you like this effect, you can
always patch a single signal through two
or more channels of the VI1 in series,
passing it through a tube three or more
times. This yields an extremely tubby
sound, but one which can work well for
particular applications such as reggae bass
or hip-hop kick drum.

The conclusion I’'ve come to after
playing with this box for several weeks is
that the VI1 can subtly but very definite-
ly enhance the sound of many instru-
ments and certain vocal recordings. It
tends to have the greatest
thickening/mellowing effect on signals
with lots of transients (short bursts of
sound) and/or those with lots of low fre-
quency content, such as bass. These two
phenomena also allow the VI1 to help
bind together disparate signals, sort of
like applying subtle limiting to a mixer
subgroup. Using it sparingly and judi-
ciously, your ADAT or DA-88 tracks will
still have that great digital accuracy and
cleanliness, but with some of the harsher
edges rounded off just a bit. For less than
a hundred bucks a track, then, the VI1
can prove to be your secret weapon in the
digital recording wars—a weapon that
requires no technical know-how to oper-
ate! It’s a specialist box, to be sure, but
one which should find a great deal of
appeal among musician/engineers who
aren’t quite satisfied with the sound of
their digital recorders. M

Special thanks to Curt Smith at Sascom, to
Jim Mack at Aless, and to Doug Cook
and Martin Goodman at AudioTech-
niques for their assistance.
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ADD THE WARM

I first tested the TL Audio Vi-1
m conjunction with a Yamaha ADEX
A-D convertor and 8 Sony 3324
digital multitrack. - | was so
impressed with the warmth end
smooth bottom end that the unit
added to the recoroing that | have
ordered a VI-1 for our in-house
studio and for our hre stock.”
ian Sitvester
Digital Audio Technology, London

L

Give your recordings the rich, warm glow of Tube Technology, a series of tube based mixers
& signal processors, Take for example the new VI-1 interface, which offers 8 channels of tube
warmth making it the ideal partner for digital multitracks, hard disk systems, stereo mastering
& copying. Then there’s the superb new EQ2 - a sophisticated, twin channel, parametric 4

band Tube Equaliser. Both these new additions offer the smooth sound, very low noise floor,

quality construction & everyday affordability that only TL Audio can deliver.
- To feel the glow contact your nearest authorised dealer.
TL A udio

Worldwide Distribution Tony Larking Professional Sales Ltd. Letchworth, SG6 1AN (UK). Tel: +44 (0)1462 490600 Fax: +44 (0)1462 490700
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N .
EQ2 Stereo T
4 band parametric, variab
mic-amps, +48v phanto
dual mono or stereo linked




making it even less expensive than the
Alesis ADAT. Its fair to say that dealers
and musicians alike were salivating over
the VS-880 at NAMM—dealers for the
profits they hope to make by selling
them, and musicians for the recordings
they hope to make by using them.
Other new recording products at
NAMM included the Tascam DA-38
($3499), a “musician’s” version of their
DA-88 8-track deck widely used in video
post-production environments, and their
MD-801R and MD-801P, both of which
are four-channel MiniDisc portastudios
(the “R” model, priced at $2499, does
both recording and playback, while the
“P” model is playback only, for a hun-
dred bucks less). Digidesign had a num-
ber of hard disk recording product
announcements, including Pro Tools
PowerMix (technology that allows their
Pro Tools software to run as a stand-

N-100

“ca

D-100

$-100 —
Designed : S
and manufactured by *

74ICD

ACTODYNE GENERAL
INCORPORATED

5561 Engineer Drive
Huntington Beach, CA USA
Ph. 800-575-LACE

Fax 714-893-1045
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e W New Don Loce: Series

Taylor’'s Baby model (above) is a nifty travel
guitar; Roland’s VS-880 (left) ruled the record-
ing roost at Anaheim.

alone on high-end PowerPC-based
Macintosh computers); Pro Tools Project
(a scaled-down version of the Pro Tools
workstation, priced at just $2495); and the
debut of their Audiomedia III card for
Windows platforms (bundled with their

The Don Lace” Series, designed by
Actodyne General Incorporated,
manufacturer of Lace Sensors.
Vintage tone without the hum or squeal

of conventional pickups. Tight response
and great balance with no frequency
peaks. A great buy for every
musician. Products now available . . .

$-100 single-coil

"Rich, full and fat” with a

vintage bite.

N-100 single-coil

A nostalgic design with pole
pieces for that vintage look.

=

D-100, humbucker-size
The two single-colls give a
"hot and heavy” humbucker
sound when in dual mode
and a “creamy smooth’

sound when in split mode.
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Session software, priced at $995).

There were also quite a few hot new
mixers at the show. Countering Yamaha’s
02R all-digital console (first shown pub-
licly at AES and still attracting large
crowds at NAMM), Korg unveiled their
168RC 8-bus console, which includes two
ADAT optical inputs, onboard processing,
and (non-moving fader) automation. The
board (priced at $3500) is being marketed
as part of their new integrated SoundLink
DRS (Digital Recording Systems) line.
Behringer (renowned manufacturer of sig-
nal processors) made quite a splash with
their first ever entry in this market, the
48/24 Eurodesk. Modestly priced at just
$2795, the board offers many professional
features, including 48 input channels (with
fader flip control), eight subgroups (feed-
ing 24 multitrack outputs), four-band EQ,
six aux sends/ returns, channel, group, and
mix insert points, and unusually flexible
signal routing.

Not to be outdone, Soundcraft
showed their 8-bus Ghost console (prices
start at under $4000, depending upon
configuration), unique in that it offers



NADY ﬁ Mw

Wireless Transmitter

Prafessconal
Featurnes al an
AYfordable Price

> Nady’s The Link™
makes it easy to
convert your micro-
phone to wireless. Just
snap The Link™ on your
favorite microphone and
feel the freedom. Chances
are, you won't hear the
difference because The Link™
won't affect the natural sound of
your microphone. And superb clear,
clean sound is just the beginning. The Link™
is built solid with a durable all-metal housing for
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There are a lot of reasons why
Nady makes the number one
seﬁing wireless products in
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quality wireless audio
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clean, clear, natural sound.
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four dedicated MIDI faders as well as
onboard MIDI Machine Control for
remote control of tape decks, hard disk
recorders, etc. A moving fader version is
expected in the near future. And Mackie,
who have long dominated the home stu-
dio mixer market, are certainly not resting
on their laurels. They unveiled the
CR1604-VLZ (list price $1199), a new,
improved version of their popular
CR1604, as well as the MS1402-VLZ
($599). They also provided a “sneak pre-
view” of the SR408 (price TBA), a large-
format sound reinforcement board sched-
uled to ship in mid-1996.

We also saw a number of intriguing
new effects devices at NAMM. t.c. elec-
tronics, who manufacture a range of pro-
fessional-level studio signal processors,
made their first entry into the project stu-
dio market with their Wizard M2000,

which provides multi-effects and dynamic
effects “morphing” (where one effect
turns into another as the signal gets loud-
er or softer) for a list price of $1995.
Lexicon’s $2995 PCM90 is a new digital
reverb with algorithms that are said to
“derive their heritage” from Lex’s super-
high-end 480L and Model 300 units (as
opposed to their PCM80, which is a
multi-effects box which derives its reverb
algorithms from the PCM70). Zoom
raised (and singed) more than a few eye-
brows with their new “Fire” (model
7010) programmable guitar effects box,
which includes a built-in 10-watt amplifi-
er, flip-up speaker, chromatic tuner, head-
phone and direct outputs, and a stereo
mix input so you can jam with your CDs
and tapes—all for just $349. But wait,
there’s more: Alesis unveiled their highly
affordable ($179) NanoVerb multieffects

processor; Aphex debuted their 108 two-
channel Easyrider Auto Compressor
($349) and 661 Tubessence Expressor
(tube compressor/limiter, price $749); and
dbx showed their new 1066 Compressor/
Limiter/ Expander/Gate (list price: $549).

Guitars and Basses

As we mentioned in our last issue, the
Peavey EVH Wolfgang, co-designed with
Edward Van Halen, was the NAMM axe
with the heaviest hype. Hype deserved,
for the most part, due to its lightness and
casy playability—and just a slight Paul
Reed Smith influence, perhaps? For those
of you who don’t happen to have a copy
of the May ’96 Musician on hand (shame
on you), here’s the lowdown: single-cut-
away, archtop basswood body (optional
quilted maple top), single-piece bird's-eye
maple neck, two humbuckers wound to
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Digita e Audioe Workstat.: 1BM PC or Compatble PC
Runs with any Windows ™ MIDI Sequencer
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Punch mout

Mutt: track Audro Scrubbing
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Supports JL Cooper CSI0 and Penny & Giles MM 14
999 namable markers

Noise gate/Normahzing/Phase mversion

Full dignal parametrc EQ

Compute Tempo/ Varispeed +

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

In this age of glokal commmunications good news
travels fast.... especially in this industry. Talk to
any of our users (there are now over 2000) and SHund
they'll tell you the same thing. Soundscape’s SSHDR1 has Oiscapa
the creative tools to inprove productivity and saved them agreat deal of time ;- offers all of ihis
and monex This is why more and more of the worlds top professionals are 4! @ price m uch ["“_"’" than
changing 1o Soundscape and the PC. From music albums to blockbuster  you 1would expect! With total
movie soundtracks, the SSHDR 1 has some of the fastest and niost powerful ~ commitment to our new and existing customers, and with on going
editing features available. development and support from other manufacturers you can have confidence
Does your existing Digital Audio system vun with rock-solid synchronisation in your investment. If yoi're serious about Hard Disk recording ring the
to MIDI sequencers or Digital Video systems on the same PC ¢ s it frame  mumbers below now ...

accurate 10 slave sync with your _ana[og/digital multi{rack, expanduble from I0s the difference between “Mard Disk Recording” and “HARD™
8 10 128 tracks with realtime editing, volume contouring and fidly parametric
EQ? Does it give you professional I/0) with audio quality uncompromised by
noise from your computer?

Disk Recording. . . theve is a difference!!

“Love.it- Love it - Love it - Love it - Love it !!! Great box, I've got two of them and session after session | rely on my Soundscapes to deliver the pristine
sound that our clients demand. It vari-syncs and chases video like a hound dog and believe-it-or-not the owners manual is intelligable. And HEY!! - just

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

It’s affordable-it’s modular-it's expandable-it's got crash proof reliability!!! We have 3 x 16 track systems at the studio, and
we’ve used the SSHDR1 on almost every project that's come through the facility. Soundscape is fast becoming one of the
top systems around in digital audio post production here as well as around the world. Keep it up. guys!”

Frank Serafina, Sound designer on Star Trek, Virtuosity. Lawnmower man, VRS, Hunt for Red October.

Soundscape Digital inc. 705-A Lakefield Road, Westlake Village, CA 91361 Tel: (805) 495 7375
Gerr Audio Distribution. 2 Thorncliffe Park Drive, Unit 9, Toronto Ontario, Md4H 1H2 Tel: (416) 696 2779 sounDSCAPE DIGITAL TECHNOLOGY INC




Edward’s specs, three-way selector for this issue they still didn’t have one, so
switch, master volume, master tone, all we can tell you is to keep your eyes

Floyd Rose-licensed tremolo, and option-  and ears open.

al Tune-O-Matic bridge that’ll drop your The rebirth of another company close-
E string down to D in no time. Peavey ly associated with Mr. Van Halen provid-
didn’t have a price or ETA for the ed one of the bigger guitar-related sur-

Wolfgang at Anaheim, and at press time prises at NAMM. Yes, Kramer is back

"Rekreshing and 0rigina|" - Music Connection
"Cutting and Aqgressive” - BAM Magazine

"They're Dramatic, Passionate Rock

Nternative. DiHerent!" - RIP Magazine

Look for their First h||-|ength album in Septeml)er!

CD distributed ¢. promoted by Radio & Retail - 213-816.7027
Call ABG Management for band information - BIB-932-1488
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making guitars once again (Spector basses
too), and once again, several models—the
Stagemaster, Disciple, Ray Gun, Route
66, Generator, Racer Custom and Jazz
King—are sporting aluminum necks.
Guitar historians may recall that Kramer
first introduced an aluminum T-neck in
their guitars and basses in 1976. Now
they’ve tweaked the original design, com-
ing up with a neck that’s guaranteed never
to bow or warp, can be easily adjusted,
and has fine sustaining qualities. Since the
metal’s encased in wood, everything feels
just dandy. Still, purists may be relieved
to hear that Kramer’s got models with
regular wooden necks as well. Prices for
the aluminum-neck models range from
$1038 for the Ray Gun to $1690 for the
Jazz King, wooden-neckers are $1089-
$1414, and Spector basses go from $996
to $2850.

Yamaha’s Pacifica 303-12 ($699) does-
n’t have an aluminum neck—it’s maple all
the way. But it does sport 12 strings, the
first of the company’s Pacifica electrics to
do so, along with a unique bridge design
that runs heavier gauge strings through
the body and lighter gauge strings
through the bridge, which means the
strings can be kept closer together (no
wide neck necessary) and intonated inde-
pendently. Electric guitars arent much
good without pickups, of course, and the
most interesting of those came from
Actodyne (run by Don Lace, he of the
Lace Sensor). The new Lace Transensor
($49.95) uses a current-based (rather than
the usual voltage-based) design. Result:
90% less wire and five times less noise
than a typical single-coil pickup.

Over at the Fender booth, the concept
of vintage reissues was being taken to
bizarre extremes. The Relic serics of
Telecasters, Stratocasters and basses aren’t
just modeled after classic *50s and *60s
instruments—they’re pre-aged to look
just like those instruments do today.
(Both of the “new” Relic models at
NAMM, the ’60s Strat and the ’60s Jazz
Bass, retail for $2499.) The Fender people
weren'’t too forthcoming about how this
aging process works, but believe us, the
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Robert Cray, Los Lobos, Simply Red
Robert Cray, Los Lobos, Simply Red
Springsteen, The Blasters, Keith Jarrett
McCartney, Stanley Clarke, Buster Poindexter
Robert Plant, INXS, Wynton Marsalis

Stevie Wonder, Sonny Rollins, Joni Mitchell,
Johnny Cash

Sinead 0'Connor, Neil Young. Tracy Chapman

Pink Floyd, New Order, Smithereens

ZZ Top, Carlos Santana/Wayne Shorter

Keith Richards, Crowded House, Depeche Mode
Prince, Steve Winwood, Randy Newman

Guns N’ Roses, Midnight Oil, Glyn Johns

Year in Music '88, Metallica, Jack Bruce, Fishbone
Elvis Costello, Jeff Healey, Sonic Youth

Peter Gabriel, Charles Mingus, Husker Du

The Who, The Cure, Ziggy Marley

Jeff Beck, Laura Nyro, Billy Sheehan

The 80s, Daniel Lanois, Syd Straw

Aerosmith, NRBQ, Richard Thompson

George Harrison, The Kinks, Abdullah lbrahim

Tom Petty, Lenny Kravitz, Rush, the Silos

Paul McCartney, Cecil Taylor, Kronos Quartet
Robert Plant, Suzanne Vega, Soul It Soul, Drums
Steve Vai, Michael Stipe, Malmsteen/McLaughlin
INXS, Neville Bros., Lou Reed/Vaclev Havel

Slash, Replacements, Waterboys, Pixies

Robert Johnson, Bruce Hornsby, Soul Asylum
Jerry Garcia/Elvis Costello, NWA. Pink Floyd
R.E.M., Top Managers Roundtable, AC/DC

Eddie Van Halen, Fishbone, Byrds, Chris Isaak
Stevie Ray Vaughan, Morrissey, Drum Special
Bonnie Raitt, Tim Buckley, Sonny Rollins

15th Anniversary issue, Sting, Stevie Wonder

Paul McCartney, Axl Rose, David Bowie

Dire Straits, Jesus Jones, McCartney part 2

Jimi Hendrix, Frank Zappa, Fogerty/Duane Eddy
Miles Davis, Robbie Robertson, Massive Attack
Fear of Rap, Eric Clapton

Def Leppard, k.d. lang, Live

Drugs, Booze & Creativity, Lyle Lovett, Microphones
Guns N' Roses, Metallica, Genesis

Led Zeppelin, Faith No More, AM.C.,

T-Bone Burnett/Sam Phillips

David Gilmour, Robert Wyatt/Bill Nelson

U2, Guitar Special, George Harrison

Playlng With Elvis Presley, Producer Special
Roger Waters, Prince, Bob Weir

Best of '92: Extreme, Chili Peppers, Tom Waits
100 Greatest Guitarists, Paul Simon, Robben Ford
Mick Jagger, Hothouse Flowers, Annie Lennox
Neil Young/Peter Buck, Henry Rollins, Sting

World Party, Stevie Ray Vaughan, PJ Harvey
Speech/Curtis Mayfield, Soul Asylum, Chris Isaac
Getting Signed, Pete Townshend, Primus

Steve Vai, Guitar Special, Bono, Waterboys

Steely Dan, Belly/Breeders, Daniel Lanois

Pearl| Jam, Liz Phair, Producer Special

End of the Music Business, Lemonheads, The Band
Flea, Bill Graham, Max Roach

Zappa, Jeff Buckley, Slash, DAT

Nine Inch Nails, Elvis Costello, Kate Bush

Lyle Lovett, Soundgarden, Afghan Whigs

Counting Crows, Ricki Lee Jones/Leo Kottke, Bjork
Decline of English Rock, James, Perry Farrell
Branford Marsalis, Jazz Special, Smashing
Pumpkins

Danzig, Glyn Johns/Don Was, Me'Shell

Bootleg industry, Sheryl Crow, Phish, Green Day
Records That Changed My Life, Bob Mould,

Inside MTV

R.E.M., Jazz special w/ Pat Martino, Bootsy Collins
Led Zeppelin, REM pt. 2, Mazzy Star, Beach Boys
Revolutions of ‘95, War at Warners, Joni Mitchell
Slash & Eddie Van Halen, Youssou N'Dour

if | Knew Then... (career advice special),

Henry Threadagill

Pearl Jam's Stone Gossard, Des'Ree,

Ginger Baker

20 Years of Punk, Clash, Offspring, Green Day,
Steve Albini

200th Issue, 20 years of Musician, Best Interviews
In the Studio with U2, Steve Earle/Townes Van
Zandt, Buddy Guy

Pat Metheny, Hootie and the Blowfish, Oasis,
Merle Haggard
Collective Soul,
Claypoot
Bowie/Eno, Meat Puppets, Michael Hedges
Sonic Youth, Ponty, Clarke & DiMeola,

Alanis Morissette

Melissa Etheridge, Cypress Hill, Garbage
Jimi Hendrix, What Players Play, Sounds of '96

Dionne Farris, Frank Zappa, Les

100 Years of Recording, Women Producers, Keith Jarrett
Jackson, Masters/Slide Blues Guitar

Gin Bl

, Luscious

Choose from of incredible
interviews and in-depth stories.
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cracked paint, worn fingerboards and
rusty bridges are no fakes. There does
scem to be something perverse about pre-
senting new instruments as old, but hey, it
hasn’t stopped the jeans manufacturers, so
why should it bother the guitar makers?
Fender’s most major recent business
move was the acquisition of Guild, which

THOUSANDS OF MUSIC INDUSTRY CONTACTS

tion,
The Winter

QRDER._YOURS TODAY!
Please send me

Promotion Winter/Spring Edition.
for $8.95 each ($9.95 in Canada,

(Prices include all shipping and handling
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meant that their new acoustic line was
firmly ensconced at the Fender booth as
well. (How convenient!) High praise goes
to their small-body Concert Series, espe-
cially the A50 ($1499 without the option-
al Fishman transducer), which sports a
lovely solid Sitka spruce top and rose-
wood back and sides.

copies of the Musicians Guide to Touring and

Enclosed is check/money order
$10.95 overseas).

US Funds only.)
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In other acoustic guitar news,
Washburn announced they’d soon be
producing a limited-edition acoustic/elec-
tric double-neck, the EA220, modeled
after the one they custom-built for Jimmy
Page; the 220’s expected to retail for
under $2000. Martin unveiled its MTV
Unplugged model, a striking combination
of two woods (mahogany on the treble
side, rosewood on the bass) with a gor-
geous mother-of-pearl headplate ($2200
satin finish, $2400 gloss finish—no pick-
guard unless you specify, and no electron-
ics; unplugged means unplugged). The
folks at Kaman debuted two new finishes
for the Ovation Elite Standard ($1299),
Iced Coffee (replacing Root Beer) and
Antique Red (replacing Vintage), and a
blue-green addition to the Takamine G
serics, the G-330BG ($449.50). And
Taylor turned our heads with something
we thought they’d never make, a tiny (12
1/2" wide, 15 5/8' long) travel guitar, the
Baby Taylor ($398), which sounds—
amazingly enough—like a Taylor acoustic
guitar.

The bass domain wasn’t exactly shak-
en by new developments at Anaheim,
although the Moses KP Series all-graphite
upright (covered in last month’s Fast
Forward) did get plenty of attention, and
the Bassolin—an odd electric contraption
designed to be played with a bow—raised
some eyebrows. The winner this time
around in the value-for-money depart-
ment was most definitely the Yamaha
BBN4, but since it wanted to be in this
month’s Fast Forward new product
spread so bad, we decided to leave it
there. Page 62, in case you’re interested.

Other notables: Warwick’s Triumph
clectric upright ($2799 4-string, $3899 5-
string), a 3/4 double bass scale model
with flamed maple body, arched Bavarian
spruce top, maple neck, rosewood finger-
board, and MEC quad pickup/preamp,
and the Fernandes APB90 4-string ($959)
and APB100 5-string ($1049), with
EMG-style pickups, ash neck and rose-
wood fingerboard (the APB9OM 4-string
throws in a maple neck for the same

M)

price as the 90). M
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Passport
Take You?

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

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

Charles Floyd works as Natalie Cole’s
musical director, is a guest conductor for
many symphonies, including the Boston
Pops, along with being an outstanding
composer, classical

pianist, recording artist

and choral director.

Encore 4 has
established itself as
the professional
standard for

composing, arranging

and publishing music.

Why waste your time with anything else.

Get Encore today wherever fine music
software is sold

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

Passport Brings Out
The Musician In You.

Photo by Joanne Cortes
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From the beginning, the Posies have been
home studio creatures. The Scattle popsters’
first album, Failure (originally released in 1988
on the PopLlama label), was recorded almost
entircly in the rec room of singer/song

writer/guitarist Jon Auer’s father’s house—
with occasional trips to the garage for ambient
miking. “My dad was a musician himself, was
always interested in equipment, and he had a
great setup,” Auer recalls. “Old Tascam eight

track with dbx, couple of spring reverbs, Tapco
board—that’s the same people that make
Mackic now. You could slide these kitchen
pancls back and forth for different room ambi

ence.” Auer and bandmate Ken Stringfellow
played all the instruments, engineered and pro-
duced Failure on their own, mixing their work
to a Revox cassette deck. “The recl-to-reel was
broken,” explains Stringfellow. “I also remem

ber one Friday night we couldn’t record be

causc it was Jon’s family’s TV night.”

“That’s a friggin’ lie, Stringfellow,” Auer
shoots back.

“No, it’s true,” Stringfellow insists. “We
got to do one percussion track, then we had to
call it quits.”

“Well, you got plenty of free dinners any
way,” Aucr replies. “And it actually made for
cfficient work in the studio—we recorded the
whole record in 85 hours. All the vocals for
Side Two were done in about five hours.”

The years since that low-budget debut
release have seen the Posies ink a major label
deal (with DGC) and produce three top-notch
albums, the most recent being the just-relcased
Amazing Disgrace. All of those albums came
out of professional studios, but for
Stringfellow and Auer, the home environment
is still where it all begins. (And occasionally
where it ends too; “Coming Right Along,” the
closing number on 1993’s Frosting on the
Beater, is in fact a product of Auer’s four-track
setup, and several Posies B-sides are home cre

ations as well.)

BY MAC RANDALL

MUSICIANS INSTITUTE

HOME STUDIO PRESENTED BY
THE MUSICIANS INSTITUTE, HOLLYWOOD, CA.

JUNE
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“Our songs seem to get demoed twice
now,” says Stringfellow. “We’ll do a basic one at
home and then a more elaborate onc at a 16-
track studio like Egg.”

For the record, the cozy gear-filled room
that the lads (L to R: Stringfellow, drummer
Brian Young, Auer and bassist Joe Skyward) are
cavorting in is part of the apartment String-
fellow’s lived in for the past five years, but some
of the equipment in this photo actually belongs
to Auer. “Since we live three blocks apart from
cach other, things shuffle back and forth,” says
Ken. The Baldwin piano @, though, is definite-
ly a Stringfellow possession. “My parents
bought it new in ’72,” he remembers. “It lived in
their house for a while and then they said, ‘We
don’t want this thing here, put it in your apart-
ment.” So I did, played it for a couple of days,
and thought, “This sounds kind of funny.” I
opened it up, and all the felt on the hammers
was gone. Mice had gone in, taken the felt, and
made nests down on the bottom. A guy had to
come and rebuild the thing. But now it sounds
great. I've actually broken strings on that piano.
I didn’t know you could do that just by playing
hard.”

When Ken isn’t busy torturing his Baldwin,
he might be strumming his custom-painted
Gretsch Duo Jet @, tickling the plastics of his
Magnus air-powered toy organ ® (“If you
push two chord buttons at the same time, it
sounds cool”), pickin’ and grinnin® with a
Tempo banjo @, tooting on a no-name Mexican
flute @, or cranking up some tunes on the gen-

PN

uine antique Victrola @ . “I bought that in
Austin,” he comments. “It’s a little shaky, but
I’ve also got an RCA Victor gramophone from
the "20s which is in really nice shape. I'm totally
into them because there’s no electricity
involved.”

The heart of the recording operation, of
course, is Ken’s Fostex 280 four-track cassette
machine @ and Marantz 4230 receiver ©. Auer
has the exact same model four-track at his place
up the street, and he comments, “It’s the best-
sounding machine and the simplest to use.”
Behind the Fostex, crowned by bottles of Dr.
Stringfellow’s guitar polish @ (“No relation, no
royalties,” Ken remarks), is a speaker “of un-
known origin” @. Just one—Ken likes mixing
in mono. The pair of Fostex D-20 headphones

close by also come in handy for tracking

purposes.

In the processing realm, Auer’s Electro-
Voice EVT 4500 spring reverb
marks. “It’s from the '80s,” Jon explains, “and

gets high

it’s the same kind we used on Failure. What's
cool about it is that it’s got a short spring and a
long spring for different types of reverbs.” Two
dbx 161 compressors €9 are underneath the E-
V, followed by a Vox Super Beatle head €@ —
“home of the world’s fastest tremolo,” remarks
Stringfellow—and a *64 Fender Pro Reverb €
Ken’s amp for the Amazing Disgrace sessions.
Next to this pile of gear sits the mysterious
Black Box @. “It’s an unknown-functioning
audio enhancer,” Stringfellow says with a grin.
“This weird hippie guy named David Jennings,
from our hometown of Bellingham, built it. You
plug it in like you would a graphic EQ), and then
it takes over. Nobody knows what’s in it or
what it does—a little red light comes on and
suddenly your stereo sounds amazing.” Below
the Black Box are an Alesis Microverb Il €, an
old Symetrix CL-100 compressor €, and a
Sony 59ES DAT machine @ and Kenwood
KX-5530 cassette deck @ for mixdown. Also
getting into the mixing act is Ken’s Sony
MiniDisc Walkman
using that more and more to mix and bounce

D, “Recently, I've been

stuff down to, because it’s more portable than
the DAT.”

Rounding out the amp collection are two
Fender Deluxes, the first a ’52 tweed € and the

£

second a late-’60s silverface and a Sears
Silvertone @. Another favorite Posics toy is the
Echo Mike €5, “basically a small echo chamber
that you speak into,” according to Auer. A more
conventional microphone, the Shure SM57
hangs nearby.

Also pictured: ProCo Rat € and MXR
Phase 45 € pedals, a ’60s Fender Coronado
that Auer bought for use alongside Stringfellow
and Alex Chilton in the reformed Big Star, ’62
), and ’72 Fender
Mustang (in the case) €. Not pictured: Vesta
Fire distortion box hidden behind Auer’s head,
and Jon’s Mercury Pro drum kit. “It looks like

Fender Precision Bass

someone took red, blue and green crayons and
melted them all over the kit,” says Auer.

Last but by no means least are Ken’s cat
Punkin € and a vintage Hoover vacuum clean-
er €. “Essential gear,” says Stringfellow.
“Sounds great. No tubes, though.”
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BLUE NOTE,

BLUE NOTE BLOWS HOT!

jo€lovano

afQ
The saxophone master reigns supreme on this double e

CD set, capturing two quartets live at the Village
Vanguard. Band one features Mulgrew Miller- piano, mulgrew miller
Christian McBride-bass and Lewis Nash- drums. Chirseian|mabinidc ddflewisinash

Band two is composed of Tom Harrell-trumpet,

Anthony Cox-bass and Billy Hart-drums liVC.um.-

Joe Lovanoiiss

(35739

(29125)

DT
m=rhony son A Sally

Jacky Terrasson

The second release by the outrageously gifted
pianist reaches new musical and sonic heights.
Recorded on Mark Levinson's Cello sound system,
Reach explodes with power. With Ugonna
Okegwo-bass and Leon Parker drums.

(34634)

Fresh new compositions by one of
the brightest pianists in jazz. Renee
leads a provocative band of musicians:

Chris Potter-tenor sax, Al Foster-
drums, Nicholas Payton-trumpet,
Peter Washington-bass

and Don Alias—percussion.

 Renee Rosne

/)
Mind-bending highlights from the Cuban < E
virtuoso's first U.S. concerts are collected
on one CD. Solo and with groups featuring
Charlie Haden, Jack DeJohnette Gonzalo Rubalcaba in the USA
and his own quartet. .

</, P

(30491)



Paul Westerberg '

Eventually
(Reprise/Warner Bros.)

couple of things most folks may have figured out by now: 1) The

Replacements are never coming back, and 2) since then, ex-band-

leader Paul Westerberg has taken a very different tack, pushing pop's

parameters, critics be danmed. That much is plain as day on his new
solo foray Eventually.

"These Are The Davs” opens the set on one of Westerberg's all-time fa-

vorite sounds—a pick passing gently over warm acoustic guitar strings—but
quickly upgrades 1o 2 "Mats-electric melody which despite the song's dour theme,

approaches some sort of jubilation. By the *70s-ish "Century.™ he's draining test
s like a wibute to the

tubes into beakers and mad-scientist stirving; the thing fe
Nicky Chinn'Mike Chapman school, with guitars that echo their star pupil, Sweet,

a3 JUNE 1996 - MU
sifhd:

s

*Ballroom Blitz.™ And right when vou think the atfair's

<
getiing a tad lowbrow, Westerberg smacks vou with a sueker-
punch—"Love Untold.™ one of the more radiant gems in his
crowded jewelry box. A razor-sharp drumbear kicks it off, a
chiming chord piggvbacks tnto place, then his voice splinters
down—cracked, cigarette-ratty, but alive with nuance. The tale, of
course, is woetul, But Westerberg tells it with such practiced
panache, it takes on the color of a legend.
\s contemporary pop, Foentmally is about as good as it gets.,
Horns and a goofy “Dream Weaver -tvpe bridge (plus old "Mats
alumnus Tommy Stinson) beef up *Trumpet Clip.” The percussion
beneath the Wenders-weighty = Angels Walk™ is sleighbells, and vel-
Good Day.” apreuy puano ballad which

vety strings segue in 1o close
finds Westerberg at his most artistically honest, " A good day,™ he sighs,
“is any dav that vou're alive."—Tom Lanham



Dave Matthews Band
Crash
(RCA)
cegular guy Dave Matthews carries the banner for
R.\nyonc who’s no longer frec to indulge the whims
of passion, but still feels the urge. That is, anyone
who puts kids, mortgage and other obligations first, but
constantly battles baser impulses. With a wry, bemused
voice similar to Peter Gabriel’s, Matthews seems ideally
suited for chronicling the wig-of-war between grown-
up sobricty and callow thrill-secking, whether seizing
the moment on “Life in Our Graves” or groping for
identity in the jaunty “So Much to Say.” Restless souls
cager for moral support may ultimately feel short-
changed, however, since this tepidly proficient album
reters to emotions without actually inspiring them.

On many counts, the Matthews Band shines. Blend-
ing soul, folk and rock, these well-crafted tunes are solid-
ly catchy ina VHI1 way; the players boast tasty chops 10
spare, especially violinist Boyd Tinsley and sax dude
Lerot Moore. Matthews’ lyrics artfully chronicle the
endless quest to break on through, with “Too Much”
articulating a philosophy of excess the younger Iggy Pop
would admire.

Too bad dull arrangements keep the band under
wraps: Despite the edgy, headlong tempo of “Two Step,”
for example, the groove is so restrictive there’s no op-
portunity to cook. Crackerjack drummer Carter Beau-
tord sometimes threatens to disrupt the sensible sound-
scapes, getting raucous near the end of “Crash Into Me,”
but his unselfish team spirit wins out, alas. Surely pro-
ducer Steve Lillywhite could have let the musicians

breathe a hittle without threatening the material.

Such lack of zing defuses Matthews’ mes-
sages. “Say Goodbye” considers a forbidden
romance, but the execution is so mournful it
comes across as a pathetic, impotent fantasy
rather than a genuine expression of desire.
Closing the album with a skeptical look at civ-
ilization, “Proudest Monkey” strives for an
airy Jimmy Buffett vibe, only to evaporate in
an inconsequential haze.

Many bands choke when it’s time to follow
up on a big hit. Matthews and company are too
controlled and too competent for that—and
oo controlled and competent for their own
good. A few sloppy mistakes would’ve made
Crash a more interesting album.—Jon Young

Guided By Voices
Under The Bushes Under The Stars
(Matador)
hile recent pop scenesters like Supergrass, Oasis
W and Cast show up with their *60s goods, spit
shined and attitude-ready, Guided By Voices nos-
talgic songs tight through indifferent performances and
glaring lo-fi production, sounding like cheap home-
made demos. That’s a shame, because GBV has the
depth and maturity missing from many of England’s
stylish upstarts. They know they’re good, but they’d
rather be cool, indie-rock underachievers than clean up
their act.
Through their lyrics are often nonsensical, GBV’s
musical references are transparent: This is a group that
lives, dreams, and drinks in the past, especially the sum-

mer of ’66 when the Beatles tossed off reverb-drenched

guided by voice

classics like “Rain” and “I’'m Only Sleeping.” Singing
in fake English accents over murky drums and nonexis-
tent bass, GBV delivers melancholy Beatlemania
through the sound of a crummy transistor radio. Suill
there are gems that resist the band’s attempts to camou-
flage their brilliance: “To Remake A Young Flyer” is a
Badfingerish dirge that floats on gorgeously liquid gui-
tars. “Acorns & Orioles” recalls R.E.M. at their most
introspective and endearing while “ Atom Eyes” is brisk
power pop, all Raspberries-esque guitar and trebly cym-
bals. But what ultimately defines GBV is what they lack.
Besides carcless production, not one song in this hefty
collection has a bridge—ya know, the “middle cight,”
that spot midway through a song that either creates ten-
sion or offers release. GBV don’t use them. With their

iconoclast rules, GBV seem intent on inhabiting the

Refueling the Mothership: George Clinton & the P-Funk Reunion

It's well into the morning at Soho's Chun King
Studios, and George Clinton is keeping every-
body up. Engineer David Kennedy, hunched in
the same chair since late afternoon, is nodding
off. Keyboardist Bernie Worrell is on a
sandwich run. Guitarist/singer Garry
Shider is helping direct the umpteenth
take of the background vocals for
“Sloppy Seconds,” a salacious grinder
from Clinton’s next album, TAPOAFOM,
due from Sony/550 on May 28.

Shider asks, “Should | . . . aaah-
hh"—he offers a gospelly melisma—
“like that, you know?”

“Just do what you feel,” Clinton
says, brushing his trademark technicol-
or weave from his face and leaning back
in his chair. Clearly Clinton's production
style is, in its own charming way, wear-
ing everybody out.

For TAPOAFOM Clinton has assem-
bled his usual roster of nu-funk collabo-
rators and, more importantly, some of
P-Funk’s original architects. Worrell and
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Bootsy Collins have been only peripherally
involved with Clinton since the collapse of the
original empire, due in no small part to rhubarbs
over writing royalties. ("George's eyes start to

M U S I CI AN

twitch when you start talking about that stuff,”

Bootsy explains.) Getting them all in the same

studio at the same time is no small landmark.

“One Nation,” says Clinton. “That was the last
session with the crew: me, Bernie,
Bootsy. Junie (Morrison). There’s a lot
of history in the stuff we did. It's great
to have them all here.”

“It took the type of money Sony
has to bring us back together,” says
Collins. “In the end, we realized it took
the three of us working together to fuel
the Mothership to fly again.”

By three in the morning Shider
decides he wants to add some extra
guitar. He picks up a studio Strat copy
and starts warming up. Worrell returns
from the winter chill with his sandwich.
Bootsy heads out. Clinton calls after
him.

"Remember. Bootsy, this sum-
mer,” he chides. “This summer.
Remember to keep it open.”—Tony
Green
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words to their song “Bright Paper Werewolves™ “They
finally got recognized so they left in obscurity and mis-
ery.” It's an unfortunate point of view from these tal-
ented deconstructionists.—Ken Micallef

Cracker
The Golden Age
(Virgin)
f there’s anything more irritating than glib cheeriness,
it’s glib depression. And yet, as modern rock has
grown dominated by middle-class, college-educated
young adults infatuated with their own misery and frus-
tration, glb depression pervades the genre. Fortunately,
there are still folks like Cracker frontman David Lowery,
alum of U.C. Santa Cruz and the unapologetically post-
grad outfit Camper Van Beethoven, whose glibly de-
pressive tendencies are redeemed by his healthy irony.
Cracker’s The Golden Age isn’t quite as tautly pop-
savvy as its predecessor, 1993 hook-ridden Kerosene
Hat. That may be partly intentional: On Golden Age,
the songs are often more loosely structured, and ac-
commodate relatively extended, freewhecling instru-
mentals. (Lest we forget, Cracker did once open for the
Grateful Dead.) Guitarist John Hickman is an especial-
ly prominent force on this album, whether laying down
sultry blues-grunge licks on “Sweet Thistle Pie” or fil-
tering spooky, resonant country chords into bittersweet
ballads like “Bicycle Spaniard” or “Big Dipper.” On “I
Hate My Generation,” the album’s most fiercely catchy
cut, Hicks’ crunching riffs provide the hook.
Lowery is Hickman’s wry foil, spitting dark or vex-
ing sentiments from the back of his throat or, on “1
Can’t Forget You” and the deceptively sunny, sound-
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ing title track, conveying tender ambivalence in softer, al-
most hesitant tones. His flair for self-deprecating hu-
mor remains intact. On “Useless Swff,” a satirical young
rocker’s lament that some of his more petulant peers
could learn from, he sings, “If | call you from time to
time and say that life is such a drag...will you shut me
up?” It’s a deal —Elysa Gardnor

Stereolab
Emperor Tomato Ketchup
(Columbia)

t's hard not to love a band that gave their spanking
I new album such a fabulous title; harder still after ac-

tally hearing it. So much has been made of Stereo-
lab’s coolness by association—their indebtedness to
Krautrock, naming their Space Age Bachelor Pad Music
L.P before most hipsters had even heard of Esquivel—
you may forget this band absolutely begs to be taken at
face value, and should be.

And, on the face of it, Emperor Tomato Ketchup is
extraordinary. Though two prior singles compilations
have pointed the way, never before has this too-prolific
combo placed so much of what they’re good at in the
same place at the same time. Ketchup offers everything
you'd imagine after reading the press notices: squeak-
ing Vox organs, minimal repeating bass figures, the
Luro-tinged vocals of French singer Lactitia Sadler, and,
beneath it all, the sheer beauty of simplicity, of machine
in motion, boistered by titles like “Metronomic Under-
ground,” “Percolator,” and “Motoroller Scalatron.”

It doesn’t take much talent to press a few buttons
here and there—and while some bands do that, Sterco-
lab conspicuously don’t. What makes this record so fine

N
cracker
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are the numerous flat-out, hook-filled songs. Start with
“Cybele’s Reverie,” which features a half-avant string
arrangement by part-time labber (and full-time High
Llama) Sean O’Hagen, a sexily accented vocal midway
between Nico and that woman from Ivy, and a melody
that might’ve walked off the Youngbloods’ Elephant
Mountain. It may sound like a mess on paper, but blar-
ing out of speakers it sounds like the only natural direc-
tion pop music has left in the mid-"90s. Taking every-
thing that’s come before them, Stereolab stuffs it all ina
bottle, shakes it up, then pours it on your hamburger.
Order yours well-done.—Dave DiMartino
Wallace Roney
The Wallace Roney Quintet
(Wamer Bros.)

Graham Haynes
Transition
(Antilles)

Ron Miles
My Cruel Heart
(Gramavision)
riginality was second nature to Miles Davis, an
0 artist for whom there was nothing so noxious as
the notion of repeating himself. And so it was with
some curiosity that 1 approached the work of three tal-
ented brass players secking to extend upon the master’s
works, with varying results.

Before he died, Miles gave Wallace Roney the nod,
employing him as a stunt double during his Montreux
reprise of the Gil Evans charts. It’s easy to see why: The
trumpeter’s burnished tone and emphatic articulation,
coupled with a steely rhythmic dynamism and enor-
mous stamina, enable him to construct long, flowing
melodic lines. Wallace Roney’s got everything,

Except a clue. Not that there isn’t room for expan-
sion on mid-"60s Miles (although Wynton and Branford
did that to death a decade ago), and rhythmically the
Wiallace Roney Quintet is a powerhouse. But the origi-
nal experimental, exploratory impulses are reduced here
to virtuoso postures, so that the collective assurance of
the band’s polyrhythmic transitions and polytonal jux-
tapositions come across as relentlessly derivative, and
the listener inevitably falls into a game of name that tune
(as on “Spyra,” where the “Freedom Jazz Dance”

stereolab

m
groove bumps up against Shorter’s extended melodic
forms). Roney lacks a personal perspective—or as Lester

Young might put it, “Lady Roney, you're one hell of a
trumpeter, but what is your story ?”

Graham Haynes is a more limited player than
Roney, but he never bites off more than he can chew,
and his cinematic aural collage recalls the avant-garde
street beats of On The Corner (particularly
“Freestylin”), without being beholden to them. Transi-
tion begins by treating Coltrane’s changing theme to a
hip-hoppish set of variations, mosh guitar, and DJ-in-
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CHUCK’S CUTS

All Eyez, On Me
(Death Row)

Except for insisting on their First Amendment
right to use the word “motherfucker,” gangsta
rappers pretty much share the values of their
Republican detractors: the emphasis on making
money, the righteousness of bearing arms, the
wonderfulness of conspicuous consumption,
respect for hierarchy and loyalty to one’s own as
overriding principles. "1 know how to bow down
to authority if it's authority that | respect,” said
2Pac in a recent Vibe interview. “If Colin Powell
was president, I'd follow him.” This is not radi-
calism. This album isn't radical either. The
grooves are nice, though.

like each other, sitting on a major earthquake
fault, Armenia has had more than its share of
catastrophe. It's also home to one of the most
ancient musical traditions on he planet. The
choir of the Echmiadzin Cathedral, mostly a
capella here, sings something like Gregorian
chants crossed with a tragic opera. Neither
East nor West, it's ethereal while carrying the
weight of all history on its shoulders. Takes me
several galaxies beyond the St. Benedictine
monks.

you? me? us?
(Capitol)
Of the nineteen songs on this two-CD set (one
moderately electric. one acoustic), Thompson is

transfixed the world until the government finally
electrocuted them in 1927. The subject matter
was perfect for Guthrie: lots of fascinating per-
sonal detail with political implications that
stretch back to the propaganda-induced hysteria
of World War One and forward to propaganda-
induced hysteria of right now. America’s greatest
folksinger, inspired and inspirational.

Love Is Dead
{Lookout)
I'm often amazed at how few punk bands can
get their sound right. Stalwarts in the East Bay
scene for the past decade, these guys get the
proper midrange guitar roar and a big warm
bass tone that's an absolute prerequisite to

Picks on the Beatles
(RCA/BMG)

My ears attuned to rock & roll, |
never understood just how clever
Atkins was until | started play-
Ing...er, trying to learn...his songs
myself. Guess | mistook the mel
low amp tone and service to
melody for simplicity. Wrong. As
George Harrison says in the liner
notes to this reissue, Atkins adds
“harmonies and harmonics where
you least expect them.” And here
he's got some of the most memo-
rable melodies in pop history to
add them to.

Exception to the Rule
(Blind Pig)

pd of T

enjoying their energy, tight playing
and humorous songwriting.
Contrary to their proclamation of
being a *dumb little band” in
“Dumb Little Band,” | say they're
smart, even if they're late cashing
in on Green Day's success.

Amok Journal: Sensurround
Edition
(Amok)
There's this genre in independent
publishing that roughly amounts to
Ripley’s Believe It Or Not With Sex
And Varying Degrees Of Learned
Commentary, which has a powerful
appeal to the overeducated and
underemployed. This book, stocked
with the oddest historical docu-
ments and smart-though-terse clari-
fications by editor Swezey, is a

Like George Thorogood, Castro
breaks up his small ensemble blues attack with
a saxophone. Unlike Thorogood, he's way more
influenced by B.B. King than Chuck Berry, so we
have an emphasis on tradition here, not
humorous social commentary. The sax is cool,
though, adding a bit of honk and sass to
Castro’s exceptionally fluid Strat. Guitar cultists
will swoon for the sting, while blues babes wilt
dig his Pat Riley haircut. If the various music
channels would get off their ass and do a
regularly scheduled blues hour_with actual
blues artists—Castro could be a star.

Volume One: Sacred Choral Music
(Celestial Harmonles)
Surrounded by a whole bunch of tribes who don’t
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depressed, mournful, cranky, embittered, bereft,
or angry about something—usually a relation-
ship gone sour-in all of them. So | have to be in
a particular mood to listen. When I'm in that
mood. Thompson's an introspective pleasure.
When I'm not, his impressive guitar moves and
lyric literacy (guy's a big fan of the Romantic
poets) don’t entirely compensate.

Ballads of Sacco & Vanzetti
(Smithsonian/Folkways)
Italian immigrant anarchists Nicola Sacco and
Bartolomeo Vanzetti made the mistake of carry-
ing guns after one of their anarchist brethren
was murdered by the FBI in 1920. They got
arrested for a holdup and murder, and their trial

prime example. If you can stomach
the overwhelmingly macabre sections on auto-
erotic fatalities and trepanation (drilling a hole
in your head for enlightenment), you may find
the theological coordinates of your universe per-
manently altered by the chapter on cargo cults.
The astute music fan will appreciate the section
on infrasound (below 20Hz) as a weapon and
religious experience. | was most fascinated by
the stuff on Neue Slowenische Kunst, the
Slovenian art collective whose musical wing
Laibach is one of the few bands that can make
any claim on uniqueness. Are they satirizing fas-
cism, or are they fascists satirizing everything
else? Are they nihilists who like to play with dan-
gerous archetypes, or historians trying to warn
us of something we'd rather forget? The answer
appears to be more disturbing than | wanted.
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AARDVARK COMPUTER SYSTEMS, 202
E. Washington, Ste. 306, Ann Arbor, M.
41804, (313) 6658899: Aardscape, 62
ACTODYNE GENERAL, 5561 Engineer Dr.,
Huntington Beach, CA, 92649, (714) 898
2776: Lace Transensor, 74

ALESIS, 3630 Hoidredge Ave., Los
Angeles, CA, 90016, (310) 5584530:
ADAT-XT, 64; ADAT, 70; Microverb lll, 80;
Nanoverb, 72

AMPEG, 1400 Ferguson Ave., St. Louis.
MO, 63133, (314) 727-4512: SVIl Pro
heads, 33; SVT, 52

APHEX, 11068 Randall St., Sun Valley, CA,
91352, (818) 767-2929: Easyrider Auto
Compressor, 72; 6681 Tubessence
Expressor, 72

AVEDIS ZILDHAN CO., 22 Longwater Dr.,
Norwell, MA, 02061, (617) 871:2200:
New Beat, 44; cymbails, 44; cymbails, 50
BALDWIN, 422 Wards Corner Rd.,
Loveland, OH. 451408390, (513) 576
4541: piano, 80

BEHRINGER, P.0. Box 9031. 575 Underhill
Bivd, Syosset, NY, 117919031, (516) 364-
2244: 48/24 Eurodesk, 70

CAKEWALK MUSIC SOFTWARE, 44
Pleasant St., Box 760, Watertown, MA,
02272, (617) 926-2480: Pro Audio, 63
D'ADDARIO, 595 Smith St., Farmingdale,
NY. 11735, (516) 391-5400: XL220
strings, 44

dbx, 8760 S Sandy Pkwy., Sandy, UT,
84070. (801) 5687660: 161, 80; 1066
Comgpressor/Limiter/ Expander/Gate,
72; 166, 44

DEAN MARKLEY, 3350 Scott Bid.. Ste
29, Santa Clara, CA. 95051, (409) 988
2456: strings, 44

DIGIDESIGN, 1360 Willow Rd., Ste. 101,
Menlo Park, CA, 94025, (800) 333-2137:
Pro Tools Powermix, 70; Pro Tools
Project, 70; Audiomedia Wl, 70
DIGITECH, 8760 S. Sandy Pkwy, Sandy. UT,
84070, (801) 566-8919: whammy, 32;
Double Play, 44; DOD delay, 32

DRUM WORKSHOP, 101 Bemoulli Cir.,
Oxnard, CA, 93030, (805) 4856999:
drums, 44; hardware, 50

DUNLOP MFG, P.0. Box 846, Benicia, CA,
94510, (800) 722-3434: Crybaby wah,
32; MXR Phase 45, 80

EASTERN ACOUSTIC WORKS, 1 Main St.,
Whitinsville. MA, 01588, (508) 234-6158:
LA32S, 44

ELECTRO-VOICE, 600 Cecil St., Buchanan,
MI, 49107, (800) 2346831 EVT-4500,
80

ENSONIQ, 155 Great Valley Pkwy., Malvern,
PA, 19355, (610) 647-3630: EPS, 168
EPHPHONE, 1818 Elm Hill Pike, Nashville,
TN, 37210-3781, (615) 871-4500: Casino
USA, 63

FENDER MUSICAL INSTRUMENTS, 7975
N Hayden Rd., Scottsdale, AZ, 85258,
(602) 596-9690: Thinline Telocaster, 44;
medium strings, 44; Jazz basses, 44;
Jazz bass, 50; bass, 65; Relic models,
74; Concert Serles, 76; '64 Pro Reverb,
80; '52 and '60s Deluxe amps, 80; '60s
C do, 80; '62 Precision bass, 80;
'72 Mustang, 80

FERNANDES GUITARS, 16123 Valerio St.,
Van Nuys, CA, 91406, (818) 9886790:
APB90, 76; APB100, 76; APB9OM, 78
FISHMAN TRANSDUCERS, 340D
Fordham Rd., Wilmington, MA, 01887-
2113, (508) 9889193 Model B, 37;
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transducer, 76

FOSTEX, 15431 Blackburn Ave., Norwalk.
CA. 90650. (800) 7FO-STEX: 280, 80; D-
20, 80

GALLIEN-KRUEGER, 2240 Paragon Dr..
San Jose, CA, 951311306, (408) 441
7970: M Series amp, 37; 200MB amp,
37; MBS micro amp, 37; GK-800, 44
GIBSON, 641 Massman Dr., Nashville, TN,
37210, (800) 283-7135: '73 Les Paul
Standard, 44; '71 ES335, 44; '71 5G, 44;
Jas, 44

GRETSCH, P.O. Box 2468, Savannah, GA.
31402, (912) 7481101: '93 Chet Atkins
Model T 4; ¢ Yy
Gentleman, 44; Duo Jet, 80

HARTKE, 575 Underhill Bivd.. Syosset. MY,
11791, (516) 364-2244: 15" speaker,
37; Kickback, 62

HIPSHOT PRODUCTS, 8248 State Rte. 96,
Interlaken. NY, 14847, (607) 532-9404: D-
tuners, 50

HOHNER, 10223 Sycamore Dr., Ashland.
VA, 23005, (804) 550-2700: Clavinets,
16

HOSHINO, 1726 Winchester Rd,,
Bensalem, PA, 19020-0086, (800) 663
8262: ihanez flanger, 32; Ibanez delay,
32; ibanez Tube Screamer, 44

JBL PROFESSIONAL, 8500 Balboa Bivd.,
Northridge, CA, 91329, (818) 8948850:
AKG microphone, 17

KORG, 89 Frost St., Westbury. NY, 11590,
(800) 645-3188: tuners, 44; 168RC, 70;
SoundLink DRS, 70

LABELLA, 256 Broadway, Newburgh, NY,
12550. (914) 562-4400: strings, 37
LEXICON, 100 Beaver St., Waltham, MA,
021548425, (617) 7360300: PCM90,
72; 480L, 72; Model 300, 72; PCM80,
72; PCM70, 72

MACKIE DESIGNS, 16220 Wood-Red
Road NE, Woodinville, WA, 98072, (800)
2586883: CR1604-VLZ, 72; CR1604,
72; MS1402-VLZ, 72; SR40-8, 72
MARANTZ, 1000 Corporate Bivd., Aurora,
IL, 60504, (708) 820-4800: 4230, 80
MARSHALL AMPLIFIERS, 89 Frost St.,
Westbury, NY, 11590, (516) 333-9100:
50-watt head, 32

MARTIN, 510 Sycamore St.. P.O. Box 329,
Nazareth, PA. 18064, (800) 345-3103: 00-
18,44

MATCHLESS, 9830 Alburtis Ave., Santa Fe
Springs, CA, 90670, (310) 801-4840:
amps, 44

MESA ENGINEERING, 1317 Ross St.,
Petaluma. CA, 94954, (707) 7786565:
4"x12" cabinet, 44; Mark Il combo, 44;
115, 44; 410, 44

MOSES, 32591 Fox Hollow Rd., Eugene,
OR, 97405, (503) 4846068: KP Serles,
76

MOTION SOUND, 4426 South 450 West,
Suite G. Salt Lake City. UT, 84123, (801)
2650917: R3-147,63

OVATION INSTRUMENTS, PO. Box 507,
Bloomfield. CT, 060020507, (860) 243
7941: Elite Standard, 76

PASSPORT DESIGNS, 100 Stone Pine
Rd.. Half Moon Bay, CA, 94019, (415) 726
0280 Alchemy, 65

PEAVEY ELECTRONICS, 711 A Street,
Meridian, MS, 39301, (601) 4835365:
cabinet, 32; EVH Wolfgang, 72

PRO CO SOUND, 135 E Kalamazoo Ave,
Kalamazoo. MI, 49007, (616) 3889675:
Rat, 80

REMO, 12804 Raymer St.. N. Hollywood.
CA, 91605. (818) 9832600: Pinstripes,
44

RICKENBACKER, 3895 S Main St.. Santa
Ana, CA, 927075710, (714) 5455574:
guitars, 44; oight-string bass, 50; bass,
(-1

ROC-N-SOC, 2511 Ashevile Rd.
Waynesville, NC, 28786, (704) 452 17/32:
throne, 44

ROLAND, 7200 Dominion Cir., Los Angeles,
CA, 90040, (213) 6855141. VS-880
Digital Studio, 68; DM-800, 68

SHURE BROTHERS, 222 Hartree Ave.,
Evanston, IL, 60202. (800) 257 487/3:
SM57, 80

SONY ELECTRONICS, 1 Sony Dr., Park
Ridge. NJ, 07656, (201) 222 /669: TCD-
10, 17; 59€S, 80; MiniDisc, 80
SOUNDCRAFT, Cranborne House,
Cranborne Rd., Potters Bar. Herts, EN6 3JN,
(01707) 665000: Ghost, 70
SYMETRIX, 14926 35th Ave. W.
Lynnwood, WA, 98037 2303. (206) 787
3222: CL100, 80

TAKAMINE GUITARS, P.O. Box 507.
Bloomfield, CT, 060020507, (203) 243
7941: Santa Fe PSF 94, 44; G-3308G, 76
TASCAM, 7733 Telegraph Rd., Montebello,
CA, 90640, (213) /260303: DA-88, 88;
DA-38, 70; MD-801R, 70, MD-801P, 70
TAYLOR, 1940 Gillespie Way, £I Cajon, CA,
92020. (619) 258-1207: Baby Taylor, 76

TC ELECTRONICS, 705A Lakefield Road,
Westlake Village. CA, 91361, (805) 373
1828: Wizard M2000, 72
THOMASTIKANFELD, Diehlgasse 27, 1050
Vienna. Al, Austria, (43) 154-51262:
Spirocore strings, 37; Weich Spirocore
strings, 37; Spirocore Red strings, 37
TL AUDIO SASCOM, 34 Nelson St.,
Oakwville, ONT, L6L 3H6, (615) 872-8420:
VI1, 64; VIS, 65

TRACE ELLIOTT, P.O. Box 507, Bloomfield.
CT. 060020507, (800) 6472244
600XMS, 44

VIC FIRTH, 65 Commerce Way, Dedham,
MA, 02026, (617) 326-3455: mnylon-
tipped sticks, 44

VOX, 89 Frost St.. Westbury, NY, 11590,
(800) 645-3188: Super Beatle, 80
WARWICK, 5427 Hollister Ave., Santa
Barbura, CA, 931112345, (805) 964
9610: bass, 44; Triumph, 76
WASHBURN INT’L, 255 Corporate Woods
Pkwy., Vernon Hills. IL, 60061-3109. (800)
8776863. EA220, 76

WHIRLWIND, 99 Ling Rd.. Rochester, NY,
14612, (/16) 6638820: selector box,
44

YAMAHA, 6600 Orangethrope Bivd., Buena
Park, CA, 90622, (714) 522:9011: bass,
37; BBN4, 62; 02R, 70; Pacifica 303-12,
74; BBN4, 76

ZOOM, 575 Underhill Bivd., Syosset. NY,
11/91. (516) 364-2244: Fwe, 72

ABG Mgt. 1107 S Mountain Ave. Monrovia, CA 91016 (818) 932 1488, 5 .74
Actodyne General Inc. 5561 Engineer Dr., Humington Beach. CA (800} b7':>LACE 70
Alesls — 3630 Holdredge Ave., Los Angeles, CA 90016 (310) 5084530 ......... .

ATI/CMCE 3017 C Mendon Hall Ct.. Columbia. MD 21045 (410) 381 /470..
Audio Centron 1400 Ferguson Ave | St. Louls, MO 63133

BBE Sound Ine. —5500 Bolsa Ave., Sulte 245, Huntington Beach. CA 152649 (714) B9/ 6766

Blue Note
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1290 6th Ave., New York. NY 10036 (212) 492-5300 e 5 82
BM) —320 West 57th St, New York, NY 10019 (212) 586-2000 . 5 B—
CAD 341 Harbor St., Conneaut, OH 44030 (800) 7629266......... 66
Cakewalk PO Box 760, Watertown, MA 02272 (617, 9262480
Discmakers - 7905 N Rt. 130, Pennsauken, NJ 08110
Drum Workshop 100 Bernoull Cr, Oxnard. CA 93030 (805) 4&;‘1 ¥
Electro-Volce 600 Cecil St.. Buchanan. Ml 49107 (616) 6956831
Ensonlq 155 Great Valley Pkwy. P.O Box 3035, Malvern, PA 1935% (610) 647 3830 ...
Evans -595 Smith St.. Farmingdale. NY 11735 (516) 391 5400 ...
Full Salt -3300 University Bivd.. Winter Park. FL 32792 (417) 6790100 ...
Future Disc Systems 3475 Cahuenga Bivd. W, Hollywood, CA D0068........
Futurist Label Group P.0. Box 7032, New York, NY 10150 (000) phone...
MBL--8500 Balboa Bhd.. Northndge, CA 91329 (81&) RY3 8411.............
Kurzwel -13336 Alondra Bivd., Cerritos. CA 90703 2245 (310) 926 3200
Lexicon, Inc.—100 Beaver St., Waltham, MA 02154 {617) 891 A790........
Maciie Designe, Inc. —16220 Wood-Red Rd. N.E.. Woodinville. WA 8072 (800) 8983211
Mark of the Unlcorn 1280 Massachusetts Ave , Cambridge. MA 02138 (617) 5762760
Martin Guitar Co.- 510 Sycamore St., Box 329, Nazareth, PA 18064 (610) 7£/9 2837
Matchiess -9830 Alburtls Ave., Santa Fe Springs, CA 90670 (310) 801 4840 ...........
Musicians Institute— 1655 McCadden P1.. Hollywood, CA 30028 (213) 462 1384,
Nady Systems, inc.- 6701 Bay St.. Emeryville. CA 94608 (510) 652 2411
NARAS -3402 Pico Bivd., Santa Monica. CA 90405 (310) 3923777...... ...
Opcode —3950 Fabian Way, Ste 100, Palo Alto, CA 94303 (415) 812 3282.
Passport —100 Stone Pine Rd.. Half Moon Bay, CA 94019 (415) 7260280...
Peavey 711 A St,, Meridian, MS 39301 (601) 4831365 ..
PG Music Ine. 32 Hess St. S, Hamliton, Ontario, (.anaﬂaLsP
Remo 12804 Raymer St., North Hollywond, CA 91605 (818) 983 2600......
Roland 7200 Dominion Circle, Los Angeles, CA 90040 (213) £855141 .......
Sascom 34 Nelson St., Oakville, Ontario, Canada L6o 3H6 (05469 HOB0 ..
Sennhelser 6 Vista Drive/Box 987, Old Lyme, CT 06371 (203) 434 9190,
5% Music Square East. Nashville, TN 37203 (615) 320-005!
Shure 222 Hartrey Ave., Evanston, IL 60202 (708) 866 2200

Digital TObA Lakefield Rd., Westlake Viliage, CA 91361 (805) 495 7375

TDK-—12 Harbor Park Dr., Port Washington, NY 11050 (h16) 6250100. .

Thomastik-nfeld /o john M. Connolly & Co.. PO. Box 93, Northport, NY 11768
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Trace ENiot- P 0. Box 507, Bloomfield. CT 06002 (203) 2437941 .,
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Whirtwind - 09 Ling Rd . Rochester, NY 14612
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flected percussion, and concludes with evocations of
Arabic vocal stylings. Haynes’ terse commentaries pro-
ceed in discrete blocks of melody that echo his fascina-
tion with a polyglot of folk sources and dance rhythms,
but it’s as an arranger that he shines, using synthesizers
and samples to invoke a wide array of non-tempered
colors, while employing guitars both for frenetic vocal
effects and Frisell-styled misterioso (as on “Harmonic
Convergence,” which features Haynes” most lyric affir-
mation). Haynes isn’t breaking new ground (or breaking

“OUT or”
NOWHERE"t

THE LONG AWAITED
NEW RECORD.
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away from the metric regularity of the backbeat), but in
an era of acid jazz bosh, Transition is a breath of fresh air.

Ron Miles projects an air of fearlessness and origi-
nality on My Cruel Heart that compels me to overlook
the coarse production values, because the trumpeter’s
rich low-register inflections and colorful vocal phrasing
put me in mind of vintage Olu Dara and Lester Bowie
(check out his freeform firestorm “Rachel Has A Sec-
ret”). Bassist Artie Moore is a stalwart presence (listen to
how his woody tone and robust attack support Miles’

sel #11084-2/4

mayhem records, 1ltd.

Marketed & Distributed by The Futurist Label Group
6 Greene St. 2nd Fir., New York, NY 10013
For more info call: 1-800-326-6155
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gorgeous, plaintive lyricism on “Howard Beach” and
“Hosea & Gomer”), while drummer Rudy Royston of-
fers vigorous rhythmic support, though he has yet to
embrace the timely silence. But in the rough and ready
swelter of multiple melodic lines, crashing cross-
rhythms and canny dissonances, Miles’ imaginative ex-
tended forms suggest a stellar composer and improviser
in the making. Not everything works, but Ron Miles is
unafraid of failure, and there’s a lesson to be learned by
some of his more famous brethren.—Chip Stern

Merle Haggard

1996

(Curb)
espite his muttered threats of retirement, Merle
D Haggard ain’t goin’ nowhere. Those twin Silver
Eagles, or whatever Hag and the Strangers drive
these days, are out there as you read this, restlessly ply-
ing the four-lanes. In other words, he probably does

have a terminal casc of “White Line Fever.”

One thing he don’t have is time for album titles—
he named the last one 1994. MCMXCVI, as it were,
opens with “Sin City Blues,” a lightweight instance of
one of Merle’s weirder passions: Dixieland. He gives
“No Time to Cry,” written by his new favorite, Iris De-
ment, a beautiful reading, sounding alternately youthful
and wizened. He kicks up his heels in what may be the
album’s high point, “Beer Can Hill,” an ode to the good-
bad old days in Bakersfield.

The trucker tunes “Truck Driver’s Blues” and “Too
Many Highways” are mellow and sad. Merle sings up a
storm on “Untanglin’ My Mind,” while “Winds of
Change,” with John Anderson, is a mournful, first-rate
ecology anthem.

Great writing days may be gone—you need to be
aligned with the Zeitgeist to write bigger-than-life songs
like “Mama Tried” and “Big City.” But after three-and-
a-half decades, who's going to begrudge him these rea-
sonably lesser efforts?

His voice, on the other hand, remains one of popular
music’s prizes. The urban mandarins who decades ago
pronounced Sinatra a genius are still not in the habit of
investigating country music, but Haggard is cut from
the same cloth. You can’t ever say you’ve counted all
the colors in his voice; shade after shade falls away, re-
vealing another—an almost magical flexibility that has
only increased with age. Even if his days as the poet of
the common man are behind him, he’s a greater singer
than cver, at 58.—Tony Scherman

The Raincoats
Looking in the Shadows
(DGC)
hank Kurt Cobain for the rebirth of certain seminal
TBritish pop bands. After Nirvana employed the
Buzzcocks as an opening act, Pete Shelley and the
boys released an album (Trade Test Transmissions) that
stacked up surprisingly well against their late-"70s clas-
sics. And when DGC reissued the Raincoats’ catalogue
(consisting of 1979’s The Raincoats, 1981’s Odyshape
and 1984's Moving), Cobain wrote some liner notes, got
the word around that the *Coats were one of his all-time
faves, and next thing you know, they were out on the
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It’s a scientific fact
that guitar strings last
longer during April.
the opposite sex finds
guitar music particularly
stimulating this month. &
That s why we picked

April as International
Guitar lionth. 3

Oh yeah, your 1local
dealer is having his best
guitar and accessories
sales of the year in April

too. liake sure you visit
him this mornth and check

out the goings-on.

International
Guitar Month

This message brought to you by Galla (The Guitar and

Accessories liarketing association).
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BAND GOMPEITI

atMI-FINALISTS

ROUND 3

The great music just keeps coming. Here we are with the
third round of semi-finalists in the one unsigned band com-
petition that matters most. As you may have guessed by now,
we received a LARGE number of tapes (about 3000). So
remember, if you still haven’t seen your band’s name, there
will be yet another round of semi-finalists in the next issue of
Musician. These semi-finalist rounds represent the best 14
tapes out of every 100 that we received. So this time around,
let’s hear it for the following semi-finalists.

Irresponsibles, MA Click, PA Cathy Caparula, IL
Ringo & Garfunkle, NY Caryn Lyn, PA Elementary Penguin, IL
Big Holiday, TX Jazz Street Station, MD The Bishops, IL

Yep, MA Tanglefoot, NC N.LL.8., IL

Surefire, MA Papa Luna, NC Rod Tate, MO

The Rich Glenn Band, MA  Third Shift Poetry, NC  Bungalow Trailer Park, MO
Zen Lunatic, MA Jeff Hart In The Ruins, NC  Blackwater, KS
January, MA The Root Doctors, SC  The Jeff Smith Band, KS
The Arthur X Group, MA Eddie Bush Group, SC Ajadeen And The

The Buildings, CT The Michael Guthrie Band, GA peans Of Swing, KS
Pavlov's Dogs.'CT Total (?oqtrol. FL Spelling Tuesday, NE
Joshua Kutchai, CT Hp C‘h| Minh, EL Kelly Raines Band, OK
Touch The Sun, NJ Hippies And Pilots, FL Motherhen. OK

100th Monkey, NJ Halcyon, FL

Last Exit, NJ 1 Nite Stand, FL

Que, NJ Cup A Joe, FL
Susan & The Chain Gang,NJ  Pain, AL

Why, NJ The Masons, AL
Scissors, NY Steve Meyer & The Renegades, TN
Distant Cousins, NY Diane Williams Group, KY
Common Cents, NY The Attic, OH

Karen Lopes And The Katts, \Y The Menus, OH Punch Box, CA

Ray Schinnery, NY The Criminals, IN Mark Davis, CA

Violet Cage, NY The Chronics, IN The Legion Of Boom, CA
Ray Pasnen, NY Gadfly, IN Smash Palace, CA
Terra Mars, NY See Dick Run, M Chasm, CA
Undercover Funk, NY  Paradigm, Ml Tabula Rasa, CA

The Matt Forsythe Project NY  Reservoir, MI Somebody's Birthday, CA
Peg Delaney Band, NY Luis Diaz Quintet, Wi  Standard Fruit, CA
Nobody's Mouse, NY  Blake N Blue, IL Scarlet Theory, CA
Doombuggy, NY Chris Stacey N The Strangers, I Flood, WA

Low Sunday Ghost Machine, PA  Astroboy, IL Moss Dog, WA
Sleeping Giants, PA Every Hundredth Monkey, IL.  The Spectators, AK
The Dirges, PA Jean D’eau, IL Sean Driscoll, MA

Tony Romanello, OK
Dishpan, TX

The Reach, TX

Left Overs, TX

Pull My Finger, TX
Last Comedian, ID
The Aprils, AZ
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road again. Now they’ve released Looking in the Shad-
ows, their first album in 12 years.

That Cobain was influenced by this quirky all-fe-
male quartet isn’t surprising. In their previous incarna-
tion, the Raincoats were masters at walking that same
line between melody and noise, sophistication and prim-
itivism, that Nirvana would later tread so gracefully. On
Looking in the Shadows, melody far outweighs noise,
and the band sounds more restrained than in the past.
That’s not to say the funny noises are gone entirely.
Heavily echoed vocals, twangy guitars, cheesy percolat-
ing synths, and drumsticks clattering on rims are all pre-
sent and accounted for.

Sull, the goings-on are often decidedly strange. Both
Ana DaSilva and Gina Birch (the two remaining original
members of the band, joined by newcomers Anne Wood
on violin and Heather Dunn on drums) have unset-
tlingly idiosyncratic vocal styles. DaSilva is more inti-
mate yet oddly detached, with a mean hiccup; Birch is
nasal and whiny, with a delivery that drips sarcasm. On
“Don’t Be Mean,” she chides an inattentive lover: “My
name may be Birch, dear, but I'm not a tree.” No, this is-
n’t the warmest music in the world, and it’s just too
weird to recommend wholeheartedly to a general audi-
ence. But those with a little patience will be rewarded.
Every time the Raincoats threaten to become annoying,
a heaven-sent pop chorus (“Only Tonight”) or infec-
tious riff (“Love a Loser”) comes along.—Mac Randall

Bob Mould
Bob Mould
(Rykodisc)

his one is for me,” Bob Mould writes in the liner
Tnotes for this disquieting solo album, on which the

singer-songwriter-guitarist-producer played every-
thing. The overall effect of the record—Mould’s first
since File Under: Easy Listening, the 1994 album by his
now-defunct band Sugar—is like watching someone
play soccer with his own head. Never the cheeriest of
souls, the punk rock vet bursts out in all directions here,
and the result is an unnerving psychodrama. It’s unsur-
prising that one song here, “Egoverride,” makes use of
the lingo of analysis.

Some of the songs, with their blatant distaste for
music industry games, reflect Mould’s horrible experi-
ences making the last Sugar album. “I Hate Alternative
Rock” (in which Mould howls, “I knew you when you
had something to say”), “Fort Knox, King Solomon,”
and “Art Crisis” all shudder with unconcealed contempt
for contemporary rock’s creative shortcuts and incon-
gruous venality. Much of the rest of Bob Mould surveys
the dissolution of a relationship, not uncommon terrain
for this artist. Many of the tunes take full advantage of
Mould’s eruptive guitar, but the best of them is “Thumb-
tack,” an acoustic number that uses a simple image—
the crumbling of a wall map—as a compelling metaphor
for the breakdown of an affair.

Cathartic records like this one always pose a prob-
lem for listeners. While it’s impossible not to admire the
considerable craft and depth of emotion that went into
the making of Bob Mould, this is not an album that will
invite repeated listening. As personal statements go, it
ain’t no amusement park ride.—Cheis Morris




The band is not currently signed to
a national or internationally distributed label (self-produced
releases are okay) - band is not currently represented by a
major talent agency at the time of entry - band writes and
performs their own music - pop, rock, alternative, indie...and
band members are U.S. residents.
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IN ASSOCIATION

NSIGNED BANDS:

ickotmaster Music Showcase will invite 180+ bands from
across the country to perform in a series of more than
35 Ticketmaster Music Showcase events produced
coast to coast from August through November. There
are a lot of < talented bands »out there -- bands that

are endlessly reliearsing and haven't had the
opportunity to{ showecase their music
to the industry. Even when bands
manage to create the important
“local buzz,” they may never
get the chance to be seen

Music Showcase Tour gives EFRSE M RO
your band the opportunity to people...untll@
be seen and heard by profr‘essnonals who can
make a difference in your band's career! Some of

Complome the entry form (include name,
address, phone & age of all band members), send (1}
cassette with (2) original songs (no CDs or DATs please} - Only
one entry per band. Tapes will not be returned.

L Ll PR > e )Y Label A&R pros will lisien to all tapes
submitted. 180+ bands will be invited from across the
country to perform in a series of more than 35 live shewcase
events produced coast to coast from August through
November. If your band is invited to perform, you will be
contacted 6-8 weeks after we receive your tape by a
Ticketmaster Music Showcase representative with the date,
time and location of the showcase where we would like you to
perform.

We

bring the

industry to you.
| 806 no matter where
|you live Minneapolis...
 Tempe...Syracuse...or

Dallas, Ticketmaster's

Showcasing bands will be required to perform
their original music - absolutely no cover songs allowed.
Lottery will determine the showcasing bands' line-up. Bands
must provide their own backline. A&R reps will be flown in
from New York and Los Angeles to review each band's
performance. A&R reps will be available night of show to
provide bands with valuable feedback.

Five bands will be invited to
perform at the National Showcase this Fall. Each band will
perform for some of the industry’s top decision makers.
last year's partnclpat.ung labels included: A&M,\ . Ticketmaster will pay for bands' airfare and hotel. Best of all -

Geffen, Island, London, Maverlck, Mercury, \ each band will receive a minimum of $2,500.00!

{ PolyGram Music Publishing & Warner/Chappell. -

N‘ ... The Ticketmaster Music Showcase Tour provides Emplopess of Ticketmaster Corporition and their famibes.  Tlekatresal

aifiliates. subsidiaries, ana promational panners/isponsors mm not elgible 1o
something everyone wants and needs: CASli/) Every paritipate, with the exception of Tickeimaster Tickat Canler employpes ane

band performing in the 30+ Local Showcase events their tamilies. Void where pronibited by taw. Al fecery stite ant leoal bws 2nd

receives$200.00 - Twenty bands invited to liti regulations mpply. No fee or purchaies heoessary 10 enter. RBules and reg |ul 1hon:
ecrform zt%-oﬁ'oo;-‘ four ; ional Adaditional miay be modified vithout notice. el I ITE Mnfy you can protec: your fights &

P X L 'OU g na. entry Forms & songwriter. Gall or write ic Copynght Office Lrary of Cor IPOsS. L.‘n “'u"’"

§howcss§ events will each receive can be found DG 20559 (202)707 3000 for oofytight informanon

sl'ooo.oo_ . Five bands invited inthe.cUrnentirssue $ VRS UL WSS R o LU NS ETRN LTS R ATIEN) d3e. st liih B S

to perform in the National of Musician Magazine,

Showcase will each receive independent record stores,
a minimum development musical mstru/megtj_alers,

grant of $2,500.00> i W

Return this completed entry
form (photocopies accepted)
and your (2) song cassette by
REGULAR mail to:
Ticketmaster Music Showcase

(plcase print clearly) (727 00 oo 00

Tape R for {FedEx. UPS ar Priority Matl cannct Ine sacepted)
Entry E Voter Band Narme

Deadline: TE AInformation_ Type of Music

May73l, 1 996> 1-800 - CALL - RTV Band Contaet

Address

City State 2ip
Phonoday ( ) - night { ) -
Signature Age

All entries must be ied by a plete band roster (name, addross,
phone & agel of all members. Information provided is confidential,

1-800-800-3232

Check us out on the NET

httpi//www.ticketmaster.com/bachstag/showcase/
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CLASSIFIED
HOTLINE *

800-223-75244

Need an ad fast?

Call Jeff Serrette.

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

(Unlimited, Low Cost, Ins|
Background Music from

ings! Does Everything Karaoke
lggtterand ives you the

n Vocal dminator"‘
rochure & Demo T:- /™=
LT Sound Dept MU 4
/988 LT Par w(%
Lithonia, GA 30058
24 Hour Demo/info Request Line (404) <Ext 20
When You Want Something Better Than Karaoke!

_HACTORLDIRECT GASES

does...

:

for our S or stock
catalogue sizes:
or quote: our
Roadie Products, Inc. prices
1-800-645-1707 can’t
(316) 565-1181 (\Y) be
(516) 565-1390 (fax) beat

Bu
Guitar and Bass Bags - Electric and Accoustic
FOR THE SERIOUS PLAYER
1-800-REAL BAG
(1-800-732-5224)

't from MOORADIAN

email address - realbags@aol.com

HIGH ISOLATION
HEADPHONES

Reduce ambient room sound reaching
your ears by approx. 20 db and eliminate cue
bleed when recording low level signals.
SuperPhones " are 20 db hearing protection
headphones custom fitted with Sony MDR-V6
headphone drivers. $1799 + 85 S & H.

Mention this magazine for free shipping.
GK Music, P.0. Box 7540, Mpls. MN 55407
1-800-747-5545 visa/Master Card

ANNOUNCEMENTS

MUSIC BUSINESS JOBS! GET IN THE BIZ NOW!
1-(803)-750-5391. GI'T READY TO GFT SERIOUS! B
BEATLES! STONES! HENDRIX! ZEPPELIN! SPRINGSTEEN!
PINK FLOYI)! KISS! JACKSON! EIVIS! PRINCE! MADON
NA! JOPLIN! DOORS! GUNS N' ROSES! GOLI> RECORD)
PLAQUES 1-803-750-5391

LET US START YOUR OWN RECORIV/PRODUCTION/MAN
AGEMENT/PUBLISHING COMPANY. CONTACTS, CON
TRACTS, CLIENTS, STATIONERY, SUPPLIES, CONSULTA
TION, MORE! WORI 1DWIDE! $3,700.00—(803) 750-5391

HOW TO ORDER AN AD

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

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

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

DEADLINE: Two months prior to date of
publication.

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

FAX YOUR AD TODAY (212) 536-5055

be sure. But is
PO Box 181,

ELVIS, EVILS, LEVIS. .»
there more? Send 1 SASE 10: Professor Bac
Garrett Park, MI) 298‘)6. )

ods

ARTISTS WANTE

Production Company seek . tinidhed masters for n
tactune:
Productions, 40 Water Street, Milford, MA 01757

RECORD COMPANY NATIONAL DISTRIBUTION seck
Alternative, Rock, Pop, Artsts—Submit Tape, Biography, to
TopNotch® Entertainment, Box 1515 Sanibel Island. I1. 33957-1515
Lyndal’s Burning & Natalia albums now in stores!

BOOKS/PUBLICATIONS

The Theory of Polytonic Harmony by W.M. Beachy is a
method for writing in up to 9 keys simultaneously!
HOWARD PUBLIEAT[O S 1-800-887-5875.

r foreign many
s and distribution. Alleryles. Sand samble submissions to: Live

EMPLOYMENT

MUSICIANS NATIONAL REFERRAL—Professional
musicians seeking bands—bands secking professional musicians
Bands register free. Call now for information. 1 (800) 366-4447.

INSTRUMENTS

1958 FLYING \| 1924 ECASTER, PREWAR
D28. SUBSCRIBE NO! and vintage instrument
list with 20 jam-packed pages of quality instruments for plavers and
collectors at down-to-earth prices. $15.00/year ($30.00 overscas
Current issue free on request. ELDERLY INSTRUMENTS, 1100 N
Washington, POB 14210-EG5, Lansing, M1 48901 (517) 372-789Q.
hup://www.elderly.com

2 RECC
4

* TRAIN AT HOME Xl

Easy Home-Study practical training In

Multi-track Recording. Join our successfut

working graduates or build your own studio.

Diploma. Job Placement, & More.

FREE INFORMATION:
2 Audio Institute of America
2258-A Union 51, Suite H, San Francisco, CA 94123

INSTRUCTION

ATTENTION: KEYBOARDISTS. Beginne

pros. FREE Report reveals how o sound like your tavorite kevboardists
on recordings. (80U) 548-5601 24 Hry. FREE Recorded Message

RECORD DEAL!?! SHOWCASING!?!
GIGGING!?! Improsve your Music Income TODAY!! Send
1S.ASE. 1o REPORTS-S1, PO. Bos 326, Binghampton, NY 13902
- ' — i I N L. B |
= OR
IUSILENT & |
LAv ¥4 LV41 (413) 884-7944

58 Nonotuck St., Northampion. MA 01060
|IORDER (800) 484-1003 Code # 0032

silent@ crocker.com « htip://www.crocker.com/~silent |

Acousticon Fabric Panels « Sound Barrier

' Isolation Hangers « A.S.C. Tube Traps
Silence Walllcovering = WhisperWedge

| Melaflex « S.D.G. Systems * Hush-Foam |

| R.P.G. Diffusors » Sonex = NoiseMaster

I E D
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CATEGORIES: Please mark category desired

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

 Accessories . Books/Publications 1 Computers ]
4 Employment J For Sale d Instruction A Instruments 1
J Miscellaneous 1 Musicians J Records & Tapes
J Services J Software J Songwriters J Talent 1 Video I
Your Name I
T ]
Company B "]
Address B |
City State 2ip 1
Telephone ]
]
]
J American Express J Visa J MasterCard I
Credit Card # 1
Exp. Date Bank # ]
]

Your Signature

= wsPyblisher has the right to refuse all mail order retailer ads that might conflict with Musician dealers, ™ == =m == == == == = == o= = == o

FOR SALE

We're your #1 source for the
world's best sound absorbents,
barriers & accessories. Clients:
AT&T, NASA, Sony, Warner Bros.,
Ford, 20th Cent. Fox, NPR, Univ.
» Studios, US Gov't, Shure, efc.
. Don't waste good gear on a lousy
room. Call today for great deals!

1-800-95-WEDGE

USAFoam - Fax 317-842-2760

only $2,590
® FREE Graphic Design © Ready In 3 Weeks
o Major Label Quality ® Money Back Guarantee

DISC AAAKERS
1-800-468-9353

Coll today for our FREE
% full color cotalog
g g 17\

232 414C X1

B3 MUSIC INDUSTRY PAGESKZ
hp.//www musicindustry com

R MUSIC INDUSTRY PAGES A

___http.//www.musicindustr com
RL[4 MUSIC INDUSTRY PAGES\4

FOR COMPLETE COMPACT DISC,
CASSETTE & RECORD MANUFACTURING

QT ((800) 859-8401

QCA, INC. » 2832 SPRING GROVE AVE. » CINCINNATI, OH 45225
(513) 681-8400  FAX {513) 681-3777
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MUSICIANS

GROOVY BACKDROPS FOR BANDS!!!

Giant backdrops & promotional ideas. Add color to your performance
and drive the crowd crazy!!! 1 800-887-6811. htp://tapestrynet.com

SONGWRITER PRODUCTS, IDEAS, NECESSITIES! Books,
Contracts, Copyrights, Busin Forms, Record Co/Radi
Directories, Duplication, Stationery, Music Gitts, Jewelry, A
Holiday Gifts. “Free Catalog™ SPIN, 345 Sprucewood, MU
Mary, FL 32746-5917; (407) 321 2.

SERVICES

PLUG PRODUCTIONS—CD, cassette and vinyl manu
facturing and distribution in U.S. and overseas. Sampler $4.00
(803) 750-5391, 273 Chippewa Drive, Columbia, SC 29210.

parcl,
Lake

PROFESSIONAL SERVICES

Professional Music Promotion and Distribution using the Intemnet
Contact World Party Music now for special pricing—(610) 645-9762;
email: wpmusic@architech.com

DEAL DIRECT WITH THE FACTORY

Manufacturing Tomorrow s Technology Today

haraoke Mustering and Pre-Mastering
up lo 6 color printing, replicalion
graphics, shipping and packaging and
fuifillmes

-

4
Compact Disc Manufacturing
Cassette Duplication
Printing & Alternative Packaging
Graphic Artwork

1-800-668-0098

Internet Address: Torgray@NETAXIS.QCCA @ FAX: {514) 695-0593

30 Radio Pointe
Stoces Distrib

e g INCIucke e SO
A R iy e S

213\ 466 1162, in CA (800) 993-2300

fgQes
TOLL FREE 1-800-835-1362 |

COMPLETE FULL COLOR CD PACKAGES:
500 CD’s $1099. /1000 CD's $1599.

CD Package tncludes: color 2 page nsert. color traycard. 2 color on CD
printing, pre master & glass mastering. jewel box, shrinkwrap, insertion
of graphics, Does not include film or typesetting

CALL FOR CASSETTE PACKAGES
American Clients: No Tax... No Duty... No Problem!
Cutting Edge Technology...CD ROM Available!

B ALEvasc |

l MASTERING - MANUFACTURING PRINTING
l ™
DI /1-RIM

FOR COMPACT DISCS + CD-ROM
| REALTIME & HIGH SPEED AUDIO CASSETTES

COMPLETE PACKAGES » COMPETITIVE PRICING
GRAPHIC DESIGN STUDIO + PERSONALIZED
EXPERT SERVICE »+ FAST TURN-AROUND

W caLL (800) 815-3444f 0
R'e (212) 730-2111

| 130 WES, 7'42/VD STREET - NEW YORK, NY 10036

— o

(84|

e b
CALL OW I-800 S82-DISC(3472)

Complete Full Color CD Package

500 CDs: $999.00

€O package includes: color 2 page booklet, 2 color € label, all mastering, jewe!
box. shrink wrapping. geaphic insertion. Film supplicd by customer.

500 CDs: $1399.00

We do it all! - Package

(ncludes: Graphic dewign, film. color 2 page booklet, 2 calor CB label. all mastering,

Jewel box. shrink wrapping, graphic Insertion

Call for cassette packages!
Posters, T-Shirts, Press items also available

f@udl’o‘m—o‘h;n]

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

Unlimited Backgrounds
From Standard Records & CDs
with the Thompson Vocal Eliminator™

Call Now for Free Catalog & Demo Tape.
Phone (770)482 4189 Ext 20

LT Sound,
7980 LT ﬁarkwa Lnthoma GA 30058
Internet : ) www ltsound.com
24 Hour In[o Requet (770)4822485& 0
LT Sound- The Highest Q

Complete CD packages!

Retail ready including full color inserts.

Bar-codes, CD-Rom,
CD-R, Mastering,
Design and Film
services available.

1-800-928-3310
World Audio Video Enterprises

300
‘8975
*396

500 1,000
1075 ©®1637
506 °752

CD's
Cassettes
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212 333-5953

E-Mail: digitalforce @ morebbs.com
TOTAL CD >D ROM
& CASSETTE PRODUCTION
MASTERING GRAPHIC DESIGN
REPLICATION PRINTING

PERSONALIZED EXPERT
SERVICE PACKAGING

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

w MEDIAWORKS
1719 WEST END AVE, STE 100€
NASHVLLE, TN 17200

Compact Discs. Cassettes, and Vinyl Dise Manufucturing.
Graphics, Printing. and Packaging
Best Quality Competitive Pricing  Fustest Turnaround Tim
Call (615)327-9114

| N, = = = J

The one you
need to call!

0 CD & CD-ROM Manufacturing
LHIET 309 € 90 51, - B, NY, NY 10128
MAIN *  (300)344 4361 (212)369 2932

THE BEST CD MASTERNG. ..
Unsurpassed mastering quality by Bob Katz.
Custom hardware and software, 128x Oversampling
20-Bit A to D, Unique Digital Processors, Sonic Solutions
Editing, Tube and Solid State Analog Recorders
CD Mastering is an art. Levels, fades, equalization,

spacing... everything is important to you and {o us.
CD REPLICATIUN...
1000 CDs at $ /Jewel Box, Shrink, Insertion.
2500 at $1.50. Glass Mastering Free with 2500+ CDs

CD BOOKLET PRINTING...

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

...0OSTS LESS!

DUPLICATION

COMPACT DISC
DIO+VIDED CASSETTE
CD ROM

NOW FEATURING THE

\ Mnx
\‘
‘ ‘

THE LATEST IN OIGITAL
CASSETTE BIN TECHNDLDGY
FROM QaU

s (VY] V)
".Il\l, INC.

WORLD MEDIA GRO
- 6737 E. 30th Streat
Indisnapolis, Indiana 46219
317/649-8484 Fax 317/549-8480
Internet wmg@indy.net
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{ NATIONWIDE TALENT SEARCH '96

SEEKING: » BANDS « ARTISTS |
* ACTS » SONGWRITERS
* All types of originl music considere

* FREE Promotion & expasure if you qualify.
* NOT a contest! This & a career-lunching opportunity.

Send 6 cossette of your music with name,
" address, phone & best fime to contoct fo:

RODELL RECORDS
PO, Box 934574 o Holywood, (4 90093
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A Field Guide to Watering
Hole Wildlife

(Part 1)

0 ye of little faith and inflamed bronchial passages: Here it is, a field guide to a few of the species of wildlife
encountered by working musicians everywhere. Study them, memorize them, don’t buy them drinks.

Reverend Billy C. Wirtz

Gold Tufted Woo Finch

(Gluteus Spandexemus).

Plumage & Coloration:

often mottled blonde with brown
extension cranial plumage; bright body
coloring tightly fit over rump and repro-
ductive regions.

Characteristics:

piercing call—woo!—often emit-
ted in response to loud music;
appears to be incapable of any other
communication, except during mating but my hair was longer than yours! Did
season (see below); often emits woo while you see Woodstock? Right there, off to the left of Janis? Yours truly,
engaging in mating dance. Diet: high sugar and carbohydrate; highly man. Remember Don MclLean? My first roomie in college! Any
specialized digestive tract adapts well to luncheon meats. Habitat: chance of hearing some Billy Joel? Here's my card; call me when
southeastern states and Texas; may often appear with estranged rel-  you're looking to buy, man.” Diet: low-fat, low-salt. Habitat: alu-
atives on afternoon talk shows. Mating Habits: reproduces at early minum siding (“it’s the only way to go, man”). Mating Habits: infre-
age; often favors nest of mobile variety. Mating Caii: “Ahm drunk!” quent. Mating Cali: “SDWM seeks cowgirl in the sand.”

Gray-Tufted Dodo

(Hippus Nottabittus).

Plumage & Coloration:

gray cranial plumage at times
hidden by woven artificial
layer; body covered with gray
suit; often wears socks with
sandals in warmer climates.
Characteristics:

several jabbering calls, including,
“Hey, man, you wouldn’t believe this,

Red Throated Peckerwood
(Bocephus Maximus).
Plumage & Coloration:

Common Vulture
(Scrotus Chainjerkus).
Plumage & Coloration:

cranial plumage usually hidden
under adjustable cap; top half
of rump often visible beneath
loosefitting denim legwear; bot-
tom haif of abdominal region

cranial plumage similar to Gray-
Tufted Dodo; upper body often
covered with tour jacket or
antique deceased bovine; dan-
gling throat jewelry and de-

tachable communication devices
often visible.
Characteristics:

often protrudes over same leg-
wear.

Characteristics:

large, sometimes aggressive; often preys on younger, vulnerable musi-
associates with Woo Finch. Distinctive cal species; often hides behind faise
cail: a screeching yee-ha! Diet: same as coloration. Distinctive Caii: “Send me a

Woo Finch, with addition of certain items indigenous to water hole, tape.” Diet: cannibalistic. Habitat: variable; often migrates along
particularly sausages and eggs of the pickled variety. Habitat: wide-  with other members of species to large gatherings; identified by geo-
spread, but will not nest in close proximity to North American Black  graphical coordinates. Mating Habits: nonselective; will attempt
Bird. Mating Habits: also favors mobile nest; interrelated species mating with any species possessing a pulse. Mating Call: “Trust
often found within same nest. Mating Cail: “Git in the truck, woman!”  me.”

illustration by gary leib
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Every element of your performance is in place.

This is the take that goes for the platinum.

When there is no room for compromise, you choose
Neumann microphones. (Look-alikes just can’t cut it.)
Only Neumann’s unique combination of classic
engineering and advanced technology captures

the very passion of your performance. Accurately.
Each and every time. Neumann... the choice of
those who can hear the difference.

6 Vista Drive ¢ PO Box 987, Old Lyme, CT 06371
Tel: 860.434.5220 » FAX: 860.434.3148

West Coast: Tel: 818.845.8815 » FAX: 818,845.7140
Canada: Tel: 514-426-3013 » FAX: 514-426-3953
Mexico: Tel & FAX: 52-5-639-0956

World Wide Web: http://www.neumann.com



Get FreeStyle Today. "%¥
% Write Your Song Tonight. #

Mac OS e
Since its debut, FreeStyle has caught the attention of the have the title of ‘intuitive” bestowed upon it.” FreeStyle gives
music software world. Experienced users, magazine reviewers, you evervthing vou need to record your musical ideas quickly
educators and beginners alike are floored by I'reeStyle’s and naturally — without sticking a lot of technical nonsense
innovative design and impressive technical specifications. in your face. Want to try the bass part again? Just hit the

FreeStyle gives you state-of-the-art sequencer technology, ‘New Take” command. Need another instrument? Then add

like 960 ppq timing resolution and the another player. Want to arrange the

best real-time notation transcriptionvou | sections in your song? Simply tvpe
} & ply tv

“Jts automated
transcription abilities are l

the hest we’ve ever seen.”
— Keyboard Magazine

FUTURE|
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“The step in sequencer
technology a lot of people MULTIMEDIA WORLD

|
1 gl ] |
have been waiting for.” | - | MaeWorld 1995 7 1995
— Future Music | QI BT oF snow.« Ressler <. i
‘ ree y e [ my Most innovative Music Saftware‘Multimedia Praguct
|

can get, presented in perhaps the most

A-B-B-A. So put your mind at ease and

musical and intuitive song-writing environment ever delivered get ready to make some music. If you want the latest in
to the Macintosh and PC desktop. Keyboard Magazine says, sequencing technology combined with a musical
“IreeStyle is the first program we’ve seen that deserves to environiment, there really is only one choice: FreeStyle.

And get started quickly with these plug-and-play MIDI interfaces

FastLane’, .. - e PG-MIDI Flyer™

economical way to add MIDI to affordable new 32-channel MIDI interface
your Macintosh. FastLane can be for your notebook, laptop, & desktop PC
installed in seconds and opens with more features for less money. We’ve
your Mac to the world of MIDI, heen making interfaces for years, and our

music and FreeStyle. It even has experience makes this great value available

a unique MIDI THRU button that allows you to play your MIDI gear to you at an amazing price. You get 2 MIDI INs, 2 MIDI OUTs, and
even when the computer is turned off —without having to disconnect 32 MIDI channels. No clunky power supply is needed. You can even
cables. No other 1x3 Mac interface offers this important feature. use it as a thru box when the computer is turned off.

ﬁ Mark of the Unicorn 1280 Massachusatts Avenue, Cambridge, MA 02138 Phone +1 617 576 2760 Fax +1 617 576 3609
World Wide Web: http://www.motu.com America On Line: keyword MOTU






