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switching technology are used to display PLUS signal present 

■ Built 
in subwoofer 
filter. Powr i youi 'NBf 
subwoofer with an 
M-1400 and you've saved the 
S25O to $400 cost of an outboard 
electronic crossover (or the 
expense and hassle of "optional” 
plug-in cards). You get an 18dB 
per octave, linear-phase, uni-
form-time-delay design that’s 
switchable between 63Hz and 
125Hz. Since clipping elimination 
is undesirable when driving a 
subwoofer, that M*1400 feature 
is automatically disengaged 
when you switch to subwoofer 
mode (a critical detail not found 
on many comparably-priced 
amps with inconvenient plug-in 
subwoofer cards). 

I Short Circuit LEDs (a 
Mackie exclusive) warn you 
of wiring or voice coil short 
circuits BEFORE you crank 
up your system.-

■ Temperature status 
LEDs (previously only-

found on far more 
expensive amp 

models). 

.•sny Both 
.TRS&XLR 

inputs. 

■ Constant 
directivity HF 

horn compensa¬ 
tion. “CD” horns dramatically 
improve high-end dispersion. But 
to make them work right, you 
have to add special equalization. 
Until now, that's meant hard-to-
find, harder-to-adjust speaker 
modules (or using a graphic 
equalizer...which simply doesn’t 
work). The M»1400's separate left 
& right CD horn adjustments are 
continuously adjustable from 
2kHz to 6kHz. 

All products made in Woodinville USA by certified Mackoids— 

U.S. toll-free 800/898-3211 • Outside the U.S. 206/487-4333 
www.mackie.com • e-mail: sales@mackie.com • NASDAQ: MKIE 

possibly due to lack of robust 
cooling resources.) 

*10Hz to 20kHZ 

l\ight out of the box, the 
M»1400 is ready to improve 
your sound reinforcement 
system with tighter bass and 
better constant directivity 
horn performance. Because 
we’ve built in THREE critical 
electronic system enhance¬ 
ments that others leave out 
or charge extra for. And, 
signal processing aside, the 
M»1400 is also the gutsiest, 
no-compromise power amp 

in its price range. Call 
today for full 

BWyBht- information. 

mum gain linearity. (Some amps -o 
use cheap, 20-year-old-technol-
ogy metal TO-2 transistors... ' * 

■ Inside: expen¬ 
sive, state-of-the-art T0-3PBL-
case power transistors with 
perforated emitters for maxi¬ 

Male ^^B 
AND female 
XLR inputs let you ^B i 
use either gender of plug ^RHI 
on the cable from the mixer 
— and they allow one input to 
power multiple amps so you 
don’t have to wire up special 
“splitter” cables. 

■ Built-in low-cut filters for -
tighter bass and more system 
output. PA cabinets can only 
reproduce bass down to what’s 
called their tuned frequency 
Below that, you just get distor¬ 
tion and potential woofer dam¬ 
age. The solution is to chop off 
everything below the tuned 
frequency with a low-cut filter 
(equalizers — even /-octave 
equalizers —can’t do the job). 

k We’re not the only amp 
R maker to advocate low-cut 
By filters. But we ARE the only 
Br ones who don’t charge 

extra or force you into a 
couple of pre-set cut-off fre¬ 
quencies. Our low cut filter’s 
variable from 5Hz to 170Hz to 
fit your system’s size. 

■ Flxecl ' 
line cord 
won t vibrate out 

when the amp is placed ^B 
close to a PA cabinet. ~ 

■ Neutrik ' Speakon ‘ 
connectors plus multi-way -J * 
binding posts. J 
■ T-Design cooling for 
enhanced reliability. Unlike amps 
that just waft air through their 
entire chassis, the M«1400 
delivers massive air flow only 
where it’s needed — on the 
output devices — keeping dust, 
smoke, and other contamination 
out of the amp’s main electronics. 
Via a huge front manifold Q, the 

M«1400's demand-sensitive fan Q 
concentrates cool air into two 
highly efficient heat sink tunnels 
El and out the SIDES of the amp. 
The short air path maintains 
constant gradient cooling. 

When you buy an FR Series M«1400, you get a 
balky, ultra-reliable, high-current power amp. 

Plus a few hundred bucks worth of important extras. 
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SOMETHING? 

Protect Your Gear...and Your Career... 
with comprehensive, high quality musical instrument and professional equipment insurance... at rates 

made possible through the buying power of the music industry’s largest affinity group, BMI Songwriters, 
Composers and Publishers. Your professional gear is covered in your home, on the road, 

anywhere in the world...from theft, fire, vandalism, flood and even earthquakes. 

The insurance is available for currently affiliated BMI Songwriters, Composers and the owners of privately owned BMI 
publishing companies and is underwritten by a member insurer of the Chubb Group of Insurance Companies. 

Enrollment begins now. Coverage begins January 1, 1998. 

For additional information or to request an application, call toll free 

1-800-358-8893 
On the Internet, point your browser to 

http://bmi.com/insurance 
Please have your Social Security or Federal tax ID number available for identification. 

BMI is not an insurer, sponsor, administrator, employer, party of interest or fiduciary in any way in connection with any insurance. 
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Expandable memory 
with optional Smart 
Media'“ cards (SM-2/ 
SM-4) can store up to 
37 minutes of samples 
on a single card.* 

Time Stretch lets you 
match tempos to 
other music sources 
by extending or com¬ 
pressing the length 
of a loop without 
changing its pitch -
all in realtime! 

* An innovative BPM 
Tap Tempo function 
automatically calcu¬ 
lates tempos. 

Finally, professional sampling for 
the masses. Introducing the most 
affordable, easy-to-use, feature-
packed 16-bit sampler and effects 
device on the market, the SP-202 
Dr. Sample. Whether you're a DJ 
or musician, check it out at your 
nearest BOSS dealer. It's time to 
add sampling to the mix. 

c/P selectable sample 
• * grade and pitch. 

G^ 

Any musician can use the 
SP-202 as a Phrase Trainer. 
Record difficult solos and 
then slow down playback ' 
without altering pitch - great 
for copping intricate leads. 

13OSS 
v$^02 Dr. Sample 

VOO?

0^ 

Realtime effects include 
Filters, Ring Modulation, 
Delay and Pitch Adjust. 

ndus.com CompuServe1: GO ROLAND A 
Fax- Information: (213) 685-5141, ext. 271 (Doc. #10231) 
Roland Corporation U.S., 7200 Dominion Circle, Los Angeles, CA 90040, (213) 685-5141 
Roland Canada Music Ltd., 5480 Parkwood Way, Richmond, B.C. V6V 2M4, (604) 270-6626 
Time figures vary depending on sampling grade. Time figures quoted are for "lo-fi 2" mode. 

Specifications subject to change without notice. All trademarks are property of their respective manufacturers. 

Battery powered with 
a built-in microphone 
for spontaneous, 
mobile sampling. 

Eight lighted pads, 
5^ c • each with a user-



C
o
v
e
r
 
p
h
o
t
o
s
:
 
P
e
a
r
l
 
J
a
m
 
b
y
 
A
n
t
o
n
 C

or
bi

jn
; 
C
o
n
t
e
n
t
s
 
p
h
o
t
o
s
:
 
D
a
v
i
d
 
W
a
s
 
b
y
 
M
i
t
c
h
 
T
o
b
i
a
s
;
 
I
r
i
s
h
 
s
o
n
g
w
r
i
t
i
n
g
 
s
u
m
m
i
t
 
b
y
 
K
a
y
 
W
i
l
l
i
a
m
s
 

con 

Departments 
FRONTMAN: PETER GARRETT 

There's more than mere message to Midnight 

Oil. by michael gelfand 
ii 

SIDEMAN: BRENT MASON 

Meet Nashville's top-call guitar whiz, 

by robert I. doerschuk 

12 

WORKING MUSICIAN 

Inside tips on adding a DJ to your band, 

dealing with sound engineers, stringing your 

guitar, and showcasing effectively. Plus: why 

you need to master your demos. 
14 

PRIVATE LESSON: STEVE 

LUKATHER 

The musicianship behind flash guitaristics. 

by alan di pema 
18 

SONGWRITING: CELTIC HARMONY 

Inside Music Bridge's latest all-star writing 

summit, by robert I. doerschuk 
21 

tents 
Musician Magazlne/April 1998/lssue No. 233 

THE MUSICIAN INTERVIEW: PEARL JAM 

It ain’t over til it’s over, by dave marsh 

* 

BUSINESS: “GET IT IN WRITING” 

The dotted line is the bottom line for record deals and gigs. But what If all you get Is a 

handshake and a promise? by mark cheuvront 

* 

HEADLINES: TOO OLD TO ROCK? 

Label execs come clean on whether they're signing anyone over—or near—30. 

by mark rowland 

HOME STUDIO: DAN ZANES 

An ex-Del Fuego bathes in his reverb pool, by mac randall 

FAST FORWARD 

The latest gear from Sabian, Sennheiser, Gibraltar, MSI, Ensoniq, and Midiman. 

* 

EDITOR’S PICK: MOTU FREESTYLE 2.0 

Tell that click track you’re the boss, by howard massey 

w 

STUDIO TECHNIQUES: DRUM SAMPLING 

Studio pros tell how to capture the perfect thwack, crash, and thump, by david weiss 73 
TECHNOLOGY: ARCHTOP GUITARS 

The axes that launched the jazz revival, by e. d. menasché 

* 

RECORDS 

In the grooves with Led Zeppelin, 

Swervedriver, Come, Charles Mingus, DJ 

Krush, and others. Also: live recording, with 

Jason & the Scorchers. 
85 

BACKSIDE 

He’s back, he's bad, he’s . . . Baroque, 

by tom conroy 

98 

PRODUCT AND AD INDEX 

Also From the Editor, 8; classifieds, 92. 
97 

POWER USERS: DAVID WAS 

Even technophobes can get their kicks on Korg’s Z1 workstation, by david was 

1» 



In Iggy P0? cut ^'s tongue open rolling 
around on shards of glass, and laughed 
through the blood... 

In a spinning piano lid slammed down 
on Keith Emerson's hands while he kept 
playing... 

ick Derringer's all-star musician 
played live so he could replace the gear that 

was stolen with his equipment van 

The godfather of punk 
plays Boston's legendary 
Channel Club in 1988. 
This is Iggy Pop at his 
most raw and powerful. 
Features killer versions of 
Cold Metal, 1969 and 

Over a dozen live 
hits, including Karn 
Evil 9, Lucky Man & 
Hoe Down, plus an 
interactive enhanced 
CD featuring videos, 
rare interviews and 

Rare all-star benefit features 
Edgar Winter, Ian Hunter 
& Dr. John, live from 
New York's Palladium. 
Hear classic rock & roll hits 
like All The Young Dudes, 
Rock and Roll Hoochie 

ELP Rick Derringer 
& Friends 

many others. more. Koo and Hang On Sloopy. 

• • • King Biscuit ... we were there 
Flower Hour Records 

Available at record stores everywhere 

www.king-biscuit.com 

For a catalog or to order direct call 1 -800 LIVECDS 
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Chuck Leavell plays the Korg SGproX Stage Piano/Controller, which features superb piano sounds, 
a responsive 88-key weighted piano action, and powerful master keyboard capabilities. 

c .TH ; BC3 ■ Chorused 

© 1997 Korg, 316 South Service Road. Melville, NY 11747. SGproX is a trademark of Korg. For the Korg dealer nearest you: (800) 335-0800 • www.korg.com • Tech support: (516 ' 333-USER 

SG-Rack 

KORG 
The great sounds of the SG are also available Ki MH KF Iv 
in a compact rack module, the SG-Rack. K K KM K K KM 



YOUR OVERDRIVE CHANNEL The Selector' switches your guitar from one channel to the other (or both) or 
one amp to another (or both). OR it 

switches between two guitars on one amp. 
Any way you do it, the Selector is silent — 
no pops, no crackles, no glitches when you 
switch. The circuit is so good we got a 
patent on it. That’s why you find Selectors 
(and 1X4 rack-mount Selectors) in the rigs 
of some of the loudest professional guitar 
players on tour today. Rugged, reliable, and 
silent — all at a reasonable price. 

Call toll free 888.733.4396 for the name of a 
dealer that sells the full Whirlwind range. 

whirlwind 



arre To many people, Midnight Oil is perceived 

as a very issues-oriented band. Are you 

really a dead serious band, or is there 

room for fun and flippancy? 

I would think that a serious pulpit is the last 

thing rock & roll should be, and it's the last 

“Ignore 
the 

safety 
barriers 
and see 

what 
happens. 

thing I'd think Midnight Oil was. I would think 

that we’re actually a very different animal to 

stew. It doesn't happen like an agenda. It's not something that's necessarily premeditated. It 

can be quite intuitive. 

that; we've just got an extending arm that 

happens to have a McNeil-Lehrer component. 

How conscious are you about the way you present yourself on stage? Do you make 

decisions when to be animated or dramatic? 

I think that we're primarily writers and perform¬ 

ers, and before anything else, we—and I— 

approach the stage in a very primal sense. This 

is the place where you're going to carve out 

something that moves and surges from the raw 

material of amplifiers and prehistoric drum kits 

with bits of animal skin and bits of wood and 

bits of electricity; anything that happens after 

that is a byproduct of that initial, primal carving. 

I think the only misconception that people 

have about us is that we're just a bunch of 

serious students of world issues that sit 

around all day nodding our heads, reading 

copies of Foreign Affair, and trying to figure out 

ways of making a rhyming couplet out of "glob¬ 

al warming” and “fish aren’t spawning.” That 

would be a real caricature of what we do. Our 

marriage of word and music happens like a 

No. I approach the stage in a fairly naked frame of mind. I'm just responding to the pulse 

of the music. Any performance aspects, which ultimately do become incorporated into what 

you do on-stage, have generally come about as a gut response as things happen. I like to 

move, but I don’t analyze the movement. It’s not choreographed. 

How do you navigate between what's natural and unnatural? 

There’s an element of performance that’s communication, and there's a place for the 

grand gesture if you're in a grand place. If it’s a grand moment, you can do it and it'll work. 

I've certainly got a lot of grand gestures in my repertoire, but I try not to think about using 

them— I just hope that they’ll pop out at the right time. 

Has it gotten easier for you since you began performing as a band back in 1977? 

Some parts have become easier, and other parts have become harder. Some people draw 

a fence around their performance; it's highly stylized and can be very effective in an 

entertainment sense, but you always get the feeling that it’s never going to go any further 

than that. With Midnight Oil, we’re not so much interested in the visual aspect of it. We're 

just interested in the effect of the band that gets itself in a certain place and then tries to 

throw that at the people. Some times you've got to take risks, and you've got to ignore the 

safety barriers a little bit and just go for it and see what happens. 

—Michael Gelfand 
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Has the influx of L.A. players changed the feel of Nashville sessions? 

It’s enhanced it. A lot of us felt shackled to a certain thing: If you’re 

country, don’t throw in too many outside chords or rhythms. These guys 

coming in— plus the producers and the writers—stretched those bound¬ 

aries a little bit. The more music they played on, the more people realized 

that something broader could still be considered country. 

Have they made it easier to bring jazz elements into a country date? 

Well, jazz has been fitting into country very well for a long time. Bob 

Wills was just guys with fiddles and steel guitars playing big band music. 

It had diminished chords, augmented chords. Plus there are songwriters 

like Janis Ian in town now— people who enjoy a good chord now and then 

j/aughs]. 

Songwriting is a big part of the culture in Nashville. Did getting a pub¬ 

lishing deal for yourself make it easier for you to find studio work? 

It did. When I was with CBS Songs, I'd write with the guys there, then 

we’d have to set up a demo. I had the lick and everything, so I'd just elect 

myself to play guitar. All of a sudden producers were calling me up and 

saying, "Hey, we need that kind of guitar on this song we're doing." There 

you go: You get your foot in the door, you play on a couple of cuts, you’re 

in, and you build from there.—Robert L Doerschuk 

^ When you're breaking into the Nashville session 

scene, is it a plus to display the stylistic diversity you 

show on your solo debut. Hot Wired (Mercury)? 

Well, if a guitar player comes into town, and 

someone wants him on a country or a pop session, 

and they go out to a club and he’s playing bebop, 

they might end up thinking that’s all he does and he 

wouldn’t be right for this session. 

When you were the new kid in town, fresh from Ohio, what did you 

learn that you can pass along to today's newcomers to Nashville? 

You know, those early days were a lot different than today. It’s almost 

sewn up here, as far as cliques of musicians. Plus, some L.A. musicians 

have come here because there’s more of a human element needed in the 

music. It’s not like the old days, where you'd hear a kid playing down at 

a club, and the next day he'd be playing with Buck Owens. 

So what do the new kids do now? 

Well, one way to plug in would be to do some songwriter-in-the-round 

things at the Bluebird or these other hip places. A lot of music-business 

people go there to watch the songwriters play. If you do demos and get 

to know the songwriters, pretty soon you’re playing in a showcase. 

man 
resume 
Alan Jackson 

George Strait 

Trisha Yearwood 

John Michael 

Montgomery 

Randy Travis 

Brooks & Dunn 

There are 
ngwriters 
Nashville 
Vho enjoy 
■ a good 



Only a Gibson Is Good Enough 
• Classic Gibson archtop styling 

• Pointed cutaway for full neck accessibility 

• ’57 Classic humbuckers for warmth and power 

• The choice of jazz guitarists since 1949 

® 

Call 1-800-4-GIBSON lor a free brochure "How to Buy an Electric Guitar.” Visit us @ http://www.gibson.com Ml Massman Drive • Nashville. TN 37210 

wwwv 



Ha
rr
y 
Ca
mp
be
ll
 

your 

workingmusician 

other 

disre-

shows with tapes and try to vibe 

bands on what you're doing. And 

gard A&R guys until they're in 

face —Michael Gelfand 

hese days, bands playing show¬ 

case gigs are a dime a dozen, but 

most of them don’t realize that 

playing one before your band's ready can 

be a huge mistake. "Timing is every¬ 

thing,” says Gordon Schur, who as presi-

dent/owner of Flip Records has witnessed 

lots of bands fall on their faces. "No buzz 

and no tape portends bad things: your 

band might not be ready, your sound 

might not have fully evolved yet. or maybe 

the band's not comfortable with each 

other. You want that good buzz so it 

seems like it's happening. If you do show¬ 

cases that are unknown, the band can 

give the appearance that it's in disarray.” 

Instead, he says, practice patience 

and restraint. “Rehearse the fuck out of it, 

make a killer demo, start doing shows, 

and do them in places where you can give 

yourself enough time to get the vibe out. 

Maybe even get a residency thing going on 

in a certain area over a period of time so 

you're playing around once a week. 

Beyond playing a lot of shows, get into 

fanzines and pass out homemade tapes.” 

Being a part of the artist community 

helps as well, he says. "Other bands that 

are doing well that like your show might let 

you open forthem, so if you think you can 

make a meaningful contribution, go to 

Are You Ready To 
Showcase 

APRIL 1998 

ood musicians are the ones who draw inspiration from their own musical influences, feed¬ 

ing off of ideas from other genres and other times in order to create a vital style that stirs 

their own soul while innovating and enervating the musical boundaries at large. 

Limp Bizkit is a band who's done just that by successfully integrating a DJ into their 

band— both live and in the studio. 

Singer Fred Durst recalls when the band first decided to experiment with the idea: “We [originally] had 

a keyboard player, but when we became good friends with [DJ] Lethal, he told us how he wanted to do more 

than just play DAT tapes and scratch. He had all these crazy ideas about running MPCs and turntables 

through wah-wah pedals and envelope filters, and he wanted to go through a Marshall amp.” At the same 

time that DJ Lethal's former band. House of Pain, was breaking up, Limp Bizkit happened to be looking for 

a second guitarist, so Lethal sat in with the band and made a strong impression. “When they broke up, I 

told him, 'Fuck that. Holmes, you're coming with us,' recalls Durst. “He's like the second guitar player. [It's] 

not just wiggy-wiggy. He's not a just a DJ— he's another member. He's not just doing samples. He's on a 

totally different level than that.” 
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The MONITOR Magazine is a publication filled with the latest information musicians want to know. To receive 4 issues for 

k only $5 (price good in U.S. only) send check or money order to: Monitor Magazine. Peavey Electronics. 711 A Street. 

^Meridian. MS 39301 • (601 ) 483-5365 • Fax (601) 486-1278 • http://WWW.peaVey.COm .©1997 



The first step is obtain-

and 

are 

soundman at New York’s CBGB. says 

working t t ustclai1. 

i ) 

hi 

you 

and 

the 

ready at the appointed 

times. Josh Wertheimer, 

1. Remove the old strings by loosen¬ 

ing the tuning pegs and cutting them 

around the twelfth fret with wire cutters. 

2. Attach the entire set of new strings

to the bridge and lay the guitar down on a 

flat surface. 

X Run the first string up the neck and 

"I’ve been preparing for something 

like this for a long time,” explains DJ 

Lethal, "puttin’ weird sound effects 

records and outer space records away 

in a box. Those are the more ambient 

live sounds, I guess.” Lethal’s rig goes 

well beyond his record collection, 

though: a heavily-weighted turntable 

and an Akai MPC-3000 sampler feed 

into a mixer, which runs out to an array 

of foot pedals [various envelopes, 

wahs, phasers, delays, talk boxes] 

before screaming through a Marshall 

stack. "I try to get really creative with it. 

Everybody's got a DJ band, but they’re 

just doing regular hip-hop bird sounds. 

It takes a lot of improvisation," he says. 

"It’s not just using regular records,” he 

says. "You’ve got to concentrate more 

on making sounds. 

"For hip-hop, it doesn't really mat¬ 

ter,” he says. “You don’t have to worry 

about keys; it's just scratching [spoken] 

word records. You've got the vocals and 

everything set to one tune, so you don't 

have to worry about anything but a DAT 

machine, so you scratch during the cho¬ 

ruses and pick your nose during the 

verses [while] two guys run around. It's 

all right, but it gets tired after a while. 

This is totally different energy. You've 

got to adapt to it.” —Michael Gelfand 

soundchecks are mainly for the benefit of the band. "My main con¬ 

cern is getting the band members happy with what they're hearing 

on stage,” he says. 

Joey Altruda says one key to a soundcheck is making sure the 

monitors sound loud enough—you want to be able to hear them 

above the crowd noise when the room is full. “It's a lot different 

when you're soundchecking in an empty room versus [playing] in a 

room full of people," he says. 

Time is also of the essence. When it's your turn to play, the 

soundman will expect you to set up your gear as quickly as possible 

and get ready to play at the agreed time. Wolf stresses that the 

most difficult part of the soundman's job is keeping things on 

schedule, so to avoid running long, he recommends that bands time 

through the corresponding slot in the nut. 

X While holding the end of the string above 

it's tuning peg, cut the string four inches past the 

tuning peg. 

9- Now place the string in the tuning peg so 

that the cut end sticks out about 1/4 inch. 

6. Wrap the string around the peg once so 

Sound 
Advice 

ing soundcheck 

set times when 

book the show 

making sure all 

band members 

ne of the biggest headaches every guitarist confronts is whether or not to restring a 

guitar before a gig: New strings sound so bright and crisp, but as new strings stretch, 

they go out of tune. What can you do? Radiohead’s guitar tech. Peter Plank, told

Musician how he keeps the band's newly strung guitars in tune and outlined an eleven-step 

process that will let you do the same. 

Ham strung 

P
eople are always looking to blame someone else for 

their failure, and a favorite target among musicians 

is the soundman. Popular logic dictates that if your 

gig went poorly, just blame the soundman and all 

guilt is absolved. Unfortunately, such generalizations 

aren't always fair, and no matter who's right, you should never treat 

the soundman as just another poor schlep working behind the mix¬ 

ing board during soundchecks and shows. Remember, he or she 

might not have the talent to make you sound like you're playing at 

Carnegie Hall, but they can surely make you sound like bloody hell. 

That's why it's imperative to treat soundmen with respect and under¬ 

stand what they expect from you—before, during, and after your set. 

According to Kurt Wolf, house engineer at New York City's 

Mercury Lounge, "successful gigs are a result of good planning.” 
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their set during rehearsal. Another key to keep¬ 

ing the soundman happy is to avoid problems 

that the soundman can't do anything to cor¬ 

rect. “One of the most difficult things is trying 

to make bad sources sound good-instruments 

that aren't tuned," says Wertheimer. “The dif¬ 

ference in volume between clean and distorted 

guitar signals is another common problem.” 

As far as gratuities are concerned, avoid 

approaching the engineer before the show, as 

it may come across like a bribe for preferential 

treatment. As a rule, gratuities aren't expect¬ 

ed, but you should consider tipping for special 

requests, such as providing the soundman with 

a set list that includes instructions for different 

songs. 

And always remember that the soundman 

can make you or break you. Brett Sparks of the 

Handsome Family advises that bands imme¬ 

diately establish a good relationship with the 

house engineer upon arriving at the club. “I 

come up and introduce myself and explain our 

setup. Most soundmen are incredibly profes¬ 

sional. One guy even asked for a copy of our 

new CD so he could familiarize himself with our 

music and determine the best way to mix us. 

We play dark, rural story songs, so we want the 

vocals to be above the mix." Altruda agrees: “I 

find that you get the best sound job if you are 

friendly and treat the soundperson with 

respect. I’ve seen bands mistreat soundmen 

because they think, ‘Oh, we're some cool 

band.’ They don’t realize that this guy can 

make you sound bad on purpose." 

—Jason Zasky 

that the winding runs below the last 1/4-inch of 

string. 

7. While holding this first wrap in place with 

one hand, pull the length of string running along 

the neck so that it’s taut and the wrap stays in 

place. Now wind the tuning peg so that the string 

is tight and you end up with about three or four 

windings on the peg. 

8. Repeat steps 3-7 for the other five strings. 

If done properly, you should end up with very neat¬ 

ly wound pegs with no excess string. 

9. Tune the guitar. 

1». Once the guitar is strung and tuned, the 

next—and most crucial—step is to stretch the 

strings. The proper way to do this is to place your 

thumb on one side of the string with the index and 

middle fingers of the same hand about two inch¬ 

es down the length of the string from the thumb. 

Push with your thumb while at the same time 

pulling with your index and middle fingers. Do this 

up and down the entire length of all six strings. 

This should definitely throw each newly tuned 

string thoroughly out of tune. 

11- Retune the guitar and repeat the stretch¬ 

ing process until the stretching no longer causes 

your strings to go off pitch.— Chris Paton 

When not on tour with Radiohead, Plank 

builds guitars out of his workshop in Oxford, 

England. Besides the guitars he has customized 

and built for Radiohead, Joe Strummer has been 

spotted banging away at a Plank tele-style cus¬ 

tom. 

Meet Your Master 

W
anting, playing, recording and 

mixing are activities most 

musicians are familiar with, 

but mastering . . . what the hell is it? 

Mastering is the final creative step in 

the recording process; half-science, half¬ 

art, it’s the procedure of applying equal¬ 

ization, balancing, and editing to your 

final mix. Equalization is one of the pri¬ 

mary tools a mastering engineer has at 

his or her disposal to affect the sound of 

your recording. Techniques vary, and 

what works for one mix may ruin another. 

Sometimes an individual instrument 

sounds too low in the mix, but subtract¬ 

ing a specific frequency that might be 

covering up the sound can solve the 

problem. For instance, a dull mix might 

require decreasing the low midrange 

(200-400 Hz), which can bring out a 

weak kick drum transient or make a lead 

vocal punch. But sometimes subtracting 

is not enough on its own, so adding 

some EQ at certain frequencies can 

help. When vocal intelligibility is lacking, 

a boost in the midrange (1.5-4 kHz) can 

add clarity, and sometimes adding “air" 

(12-20 kHz) will achieve the same goal. 

Or let's say the kick and snare aren’t 

popping; a boost around 2 kHz may add 

some weight and crack to the sound. 

Remember, mastering engineers 

aren’t alchemists, and we can’t always 

bring the dead back to life, so try to get 

it right in the mix. Next month, we ll look 

at how mastering engineers balance the 

level of your mix.—Joe Palmaccio 

Joe Palmaccio is a mastering engineer at 

Sterling Sound in New York. 
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priva lesson 

S
teve Lukather's name generally conjures up images of fretboard hijinx—at least 

for the coterie of musicians who have followed his solo career, his prolific 

activity as a session ace and his ongoing membership in album rock 

chartbusters Toto. But for his new album, Luke (Miramar Recordings)—his third 

solo disc to date—Lukather decided to take a different direction. 

“I didn’t want to do a flash guitar record," he says. “Maybe it's because I'm working with 

Guitarist Steve 
Lukather on 
the Virtues of Pinky 
Prowess 

Of The 

Hook 
killer guitar hooks that helped put his 

recordings with Toto at the top of the charts 

in the Seventies and Eighties. Take, for 

instance "Tears of My Own Shame," a slow, 

moody, E minor blues off of Luke. “That’s 

my tribute to Jimi," Lukather laughs, "This 

whole record is about my musical influ¬ 

ences. It's shameless. I was gonna call it 

Shameless Use of Influence." 

The song is anchored by a soaring two-

bar pentatonic riff over a chordal base of E 

minor, D and C. [Ex. 1], The lead line 

ascends while the chordal base descends. 

Doing something fresh in the pentatonic 

blues idiom is a real challenge for any gui¬ 

tarist, but Lukather rises to the occasion. A 

bold tonal leap—from D up to B—toward 

the end of the first measure imparts a 

sense of drama to the riff. The drama is 

heightened by Lukather’s execution. Where 

many guitarists would play this figure at the 

twelfth fret, bending up to the high B, 

Lukather starts at the seventh fret, on the 

Jeff Beck on his new album. And he’s the ultimate guitar hero. I’m at a A string. The last four notes 

point in my life where I don’t feel I have to prove myself as a guitarist. So by alan di pema of the first measure are all 

for me, this is a ‘growing up' album. This time, I wanted to make a record played on the G string with 

that other people besides musicians could enjoy. Basically, the whole record is written in 

the first position. You could strum the songs on acoustic guitar and sing the melodies." 

Actually, Lukather ventures well beyond the first position; some of the solos match 

anything he’s done in the past for sheer six-string incandescence, living up to his reputation 

as a first-rate guitar virtuoso and first-call session ace. But this time out, he focused more 

on classic song forms—from Dylanesque folk rock to Zepplinesque stompers—finding new 

slants on timeless moves. 

Luke turned forty recently, but maturity hasn't dulled his instinct for the kind of concise, 

the pinky, sliding up and down the fret¬ 

board, imparting a glissando quality some¬ 

what akin to a theramin or synthesizer pitch 

wheel. “A lot of people think I’m using a 

wang bar for that," Lukather admits, “But 

it's all with the pinky. You could do it at the 

twelfth fret, bending up to the high notes, but 

you don't get the same fluidity that way." 
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Elsewhere on his new album. Lukather 

builds some nice guitar hooks around open 

drone strings, both in open and standard 

tunings. "I'm still trying to find new licks in 

open positions,” he says. “They still exist!” 

“Reservations to Live" is in double dropped 

D tuning (D-A-D-G-B-D). with melody and 

harmony patterns played on the G and B 

strings. Another tune on the album, “Love 

the Things You Hate,” is in standard tuning 

and boasts a catchy electric sitar hook 

played against an open A string. While 

breaking the lick down, Lukather points out 

that it is actually composed 

of two different drone 

parts—a melody and a low 

harmony— played on elec¬ 

tric sitar and conventional 

electric guitar and over¬ 

dubbed several times. 

“I did it in a couple of 

different octaves when I 

layered it,” explains Luka¬ 

ther. who recorded the 

album at his own studio in 

North Hollywood. “I did two 

main riffs and two of the 

harmonies. And I did one 

main riff an octave higher 

than the other two. From 

there it was just a matter of 

balancing out the different 

octaves in the mix." The 

higher, lead voicing [Ex. 2] 

is based around a root-and-

fifth figure played an 

octave above the open A 

drone string, (at the 7th 

fret on the D string 9th fret 

on the G string). The har¬ 

mony voicing also uses the 

open A string as a drone. 

But here, the D string is 

held down at the fifth fret, 

sounding the dominant sev¬ 

enth (G), while a counter 

melody based around the 

major third is played on the 

G string [Ex. 3]. 

“So you get the seventh 

and the [major] third in the 

lower riff,” says Lukather. 

"And that makes a really 

interesting noise when you put it together with the main riff. The way the seventh and third in 

one riff work with the root and fifth in the other riff is very Jimmy Page." [Ex. 4] The harmony 

part even exploits a trick Page used in his well-known riff for "Whole Lotta Love:" having a fret¬ 

ted note adjacent to an open string sounding the same note for a bit of sympathetic vibration. 

In the low harmony riff for Luke's “Love the Things You Hate,” the fretted G is adjacent to the 

open G string. The riff also includes a B note, fretted on the G string, adjacent to the open B. 

By sounding these open strings in unison with the open notes, the player can achieve a nat¬ 

ural chorusing effect for added fullness and "drone power." 

The art of the guitar hook lies in small details like these. By nature, a guitar hook is a big, 

obvious thing. Solid craftsmanship is what keeps it from becoming too obvious. Or, as 

Lukather puts it. "A guitar is just a tool. Like if you give two different carpenters the same box 

of tools. A good carpenter is gonna build a bitchin' house and a lame one is gonna hurt him¬ 

self and bang his thumb with a hammer." 
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THE NEWEST TECHNOLOGY 
IN MONITORS 

FROM THE FIRST NAME 

• Dynamic Braking 
• Low Pow er Compression 

• Differential Drive” 

IN SOUND 
New multichannel formats are challenging old monitor concepts. 

While traditional stereo is still prevalent, 4, 5 or more channels are 
being monitored in modern production environments, daily. The 

l.SR Family applies new technology to meet these requirements. By 
going beyond traditional design techniques with Linear Spatial 
Reference performance, JBL has literally redefined how a sys¬ 
tem is created. The LSR concept helps to dramatically 

expand the listening area, creating a larger, more accurate 
mixing space. 

The LSR32 introduced the world to the Linear 
Spatial Reference philosophy. This 12" 3-way mid 

field monitor offers maximum performance in 

H A Harman International Company 

LSR 12 Subwoofer (Vertical) 

Hear Every Thing 

LSR32 (Vertical) 
Mid field Reference Monitor 

LSR32 (Horizontal) 
For more information on the LSR Family Mid field Reference Monitor 

www.jblpro.com 
© 1998 JBL Professional 

• Neodymium Motor Structure 
• 2" Edgewound Voice Coil 
• Butyl Rubber Surround 

LSR28P 

/ 

• Controlled Dispersion 

Maximum Transient Response 

LSR 

and complements both 
the LSR32 and I.SR28P. 

• High Rigidity 
• I lira Low Resonance 
• Reduced Detraction 

and Reflection 

both vertical and horizontal configurations. 
The LSR28P is an 8" bi-amplified near 

field monitor, ideal for multichannel 
mixing in small to medium-size pro¬ 

duction environments. 
The LSR 121’ is a 12" powered 

subwoofer that easily integrates 
into a wide variety of stereo 
and multichannel formats, 
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Across the 

Music 
Bridge 

by robert I. doerschuk 

I
t's a misty November morning in Connemara. To the east 

lies the village of Clifden: to the west, steep cliffs tower 

over the icy Atlantic. But no one feels the chill inside the 

Abbeyglen Castle's pub. where songwriters greet each other 

with mugs of steaming coffee in hand. 

Welcome to Celtic Harmony, the latest in a series of all-star 

songwriting summits sponsored by an organization called 

Music Bridge. Previous gatherings took place in Russia, 

Romania, and Bali, each pairing off American and local writers. 

The idea is to build bridges between cultures that might other¬ 

wise have trouble finding accord. 

And if anyone can find accord, it's a songwriter. 

A spoon taps against a glass, and Alan Roy Scott, self¬ 

described “founder and madman" behind Music Bridge, an¬ 

nounces the daily lottery. Slips of paper are put into two hats; 

through random drawing. Irish and American writers are 

matched in pairs. The collaborators—which include Delbert 

McClinton, Jeff Healey, 

Speech, nearly forty artists in 

all—drift off to begin the 

day's task of writing and cut¬ 

ting a demo of a new tune. 

But at the end of the draw¬ 

ing, three Americans and one 

Irishman are left over. The Yanks—former Atlantic artist Jill 

Sobule. Charlotte Caffey of the Go-Gos, and Nashville gospel 

rocker Ashley Cleveland, talk with Irish solo performer Garrett 

Wall, and all agree to try working together as a quartet. 

The rest of the day is spent in Caffey's suite. Despite a nag¬ 

ging sinus infection (“It's like there's a Nerf ball in my head"), 

Sobule is the main source of energy. Seated on the floor 

amidst a clutter of open guitar cases, she picks up on a thread 

in the conversation—everyone is talking about Peter Sellers' 

anarchic Sixties classic The Party—by strumming a perky 

Bacharach-like chord sequence. 

Talk continues: Peter Sellers leads to Heidi Fleiss, and from 

there to the idea of building a song about a stalker onto 

Stellar 
Songwriters 

Find 
Harmony in 

Ireland 

Sobule's poppish pattern: Emaj7, D#m7, C#m7, Bmaj7, F#sus. As the 

melody takes form, the participants begin groping for words. Jill provides 

the unlikely opener: “Binoculars.” 

“This person is getting dressed." Charlotte muses, “like to go to her 

job. But her job is stalking.” 

“But she only does it on Sunday, because the rest of the week, she's 

nine-to-five,” Garrett adds. “This is like her church.” 

“What rhymes with binoculars?” Jill asks. She begins playing, then 

sings, “Binoculars, he's so popular. . .” 
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7 writing 
There’s a short silence, except for Garrett 

softly humming Jill's theme. Then he says, 

"What about, 'Binoculars, eye makeup, and 

tea?' The things she uses to get ready; it's 

very mundane for her.” 

“That's nice because they don’t go togeth¬ 

er at all,” says Jill. 

"I was thinking you could use a line like 

this,” Garrett adds. '"Binoculars, eye makeup, 

and tea. Blah, blah, blah ... obsessively, me." 

Jill tries it out, singing the line as if it were 

a Bacharach hook. Then she laughs, "Oooh, 

it’s so sick!" 

“‘Obsessively, Me’ is a great title too,” 

Charlotte says. 

Toward mid-afternoon the verses are done, 

but the bridge proves elusive. The feel should 

contrast with the gentle sway of the verse, and 

the lyrics should be more direct, but no one 

can find the right chord until Garrett, out of the 

AGL Keyword Virgin Records 1998 Virgin Records America. Inc 

ie debut album by James Iha of The Smashing Pumpkins 
produced by Jim Scott and James Iha 

all songs written by James Iha 

Let It Come Down 
featuring “Be Strong Now” 

blue, starts hammering a G-C-Em-D pattern 

and singing lyrics that seemed more memo¬ 

rized than improvised: "Someday you will love 

me, someday you will need me, someday 

you’ll have no choice, someday you’ll come 

’round. . . The Americans cheer and 

applaud; the G chord is a hit. "G for genius!" 

one of the women yells, and another answers. 

“G for Garrett!" 

That night, the quartet records in the stu¬ 

dio set up off the Abbeyglen lobby. Later that 

week, a selection of these songs will be per¬ 

formed onstage in Dublin, with proceeds 

donated to Cooperation North, a charity dedi¬ 

cated to Irish unity. But now, with a fire roaring 

in the nearby hearth and "Obsessively, Me” 

nailed on tape, we ask for a post-mortem. 

"What made it work was that everybody 

was able to relax because it wasn’t a serious 

thing,” Ashley says. “It was fun, so you could 

be real stream-of-conscious and not have to 

edit yourself too much. I mean, I play rock and 

blues, so this was the antithesis, lyrically and 

musically, of anything I do. That’s probably the 

value of something like this: You end up doing 

things that, left to your own devices, you would 

never attempt." 

The very thought of writing a bossa-nova 

about a stalker would seem to trigger unex¬ 

pected inspiration. "That’s why this song was 

good," Jill insists. "We could be goofy and 

stupid, whereas if we were trying to write a 

serious love ballad, I know I would do more 

self-censorship.” 

According to Garrett, the point isn't that 

weird ideas lead to great songs: rather, it’s 

that you can do quality work about any idea, 

especially those that have currency in the real 

world. “You can make a song out of the most 

mundane scene or word," he says. “You can 

give a word a million connotations you've 

never thought of before. I love to write about 

run-of-the-mill things. Some of the best songs 

are about things you don’t think about, like 

black coffee or something simple like that. It’s 

not that songwriters see the world any differ¬ 

ently, but I do get a kick out of writing in a way 

that makes you see something in a fresh 

light." 

Participants in upcoming Music Bridge 

events will include winners of the new Unisong 

contest for unknown songwriters. For informa¬ 

tion, write to Music Bridge, 5601 Mason 

Avenue, Woodland Hills, CA 91367. 'S' 
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The Studio 32's inline design gives you balanced XLR mic inputs and balanced 1/4" TRS line inputs, channel inserts, 
tape inputs and direct outputs on each channel. Four group outputs, six aux sends (four pre-fader and two post-fader), 

phantom power for every channel and separate control room outputs are also provided. And since all of these 
connections are on the rear panel, your studio stays neat and professional-looking. 
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Looks Sixteen but Acts Thirty-two 

The world of small-format consoles seems to 

be suffering an identity crisis. After all, most of 

them look alike...and also act alike. 

Where can you turn to get the advantages you need? 

Introducing the Alesis Studio 32™ Recording Console with Inline Monitoring 

The Studio 32 offers 16 hybrid/discrete 
mic preamps that combine extremely 

low-noise performance (-129dB E.I.N.) 
with a wide 60dB range, making them 
perfect for driving digital recorders. 
In fact, the Studio 32 offers a wider 

dynamic range than all of the currently 
available “affordable" digital consoles 
(and it’s a whole lot less expensive). 

Audio sources in your studio 
multiply quickly. Instruments, miked 
drums, vocals, and stereo signals from 

synth modules keep adding up. 
Fortunately, the Studio 32 has twice 

as many inputs as an average 
16-channel mixer, so simultaneous 
recording or mixdown of multiple 

sources-live or in the studio-
is no problem. 

It’s the world's most affordable 16-channel console that offers inline monitoring capability. Inline 

monitoring means that each channel can send 

signals to a recorder and receive signals 

coming back from tape...of the same time. 

So, unlike your average mixer, the Studio 32 

can hook up with sixteen tracks of ADAT" 

(or any other recorder), instead of just eight. 

That's double the tracks you can access. 

Other stuff that makes the Studio 32 stand out 

from the crowd: fully-parametric midrange EQ 

and super high-quality mic preamps that are 

more comparable with the consoles you see on 

magazine covers than on other compact mixers. 

40 inputs available at mixdown...again, twice as 

many as most other small consoles. All at a price 

so low that you can afford to get that second ADAT 

(now that you can use it). 

Above: a 16-track digital 
recording studio that can fit into 
a corner ofy our living room. 
Centered around the Studio 32 
and a pair ofADATs, this setup 
is a professional-quality, low-cost 
solution for serious recording. 

The Studio 32’s EQ section 
provides more than just 

high- and low-shelving EQ. 
You’ll also find a fully 

parametric midrange EQ 
with individual gain, 
frequency sweep and 

bandwidth (Q) controls. 

The Alesis Studio 32. The console that acts a lot bigger than it looks. At your Alesis Dealer now. 

Studio 32 
RECORDING CONSOLE W/INLINE MONITOR 

For more information on the Studio 32, see your Authorized Alesis Dealer or call 800-5-ALESIS. 
« Alesis and ADAT are registered trademarks; Studio 32 is a trademark of Alesis Cor|X)ration. 

Alesis Corporation 
1633 26th Street Santa Monica CA 90404 800-5-ALESIS alecorp@alesis1.usa.com www.alesis.com 
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Dan Zanes 
If you're seeking the major and minor shrines to the great god of reverb, be sure to pay a visit to the meat¬ packing district on the west side of Manhattan. There, inside a former warehouse, is the private 

studio/rehearsal space of Dan Zanes—a place where analog warmth is prized over all else. Zanes is prob¬ 

ably best known as a former member of Boston-based roots rockers the Del Fuegos, but it was actually a 

later stint writing music for films and TV (including part of the soundtrack to Oliver Stone's Natural Born Killers) 

that served as the practical and financial impetus for setting up a full-fledged home studio. It's here that he prac¬ 

tices with his new string band and works on music for the followup to his 1995 Mitchell Froom-produced solo 

debut. Cool Down Time, still in progress. 

The heart of Zanes' recording setup is an Otari MX5050 MKIII8 half-inch eight-track machine with auto loca¬ 

tor O and a Mackie 24«8 console O with a set of API mic preamps 0. "Before the Mackie I had a Ramsa 18-

channel board," Dan says, “and I've got to say, even though I liked having the Mackie's extra channels, I missed 

the sound of the Ramsa for a while. But then I got the mic pres, and that just evened everything out." The no¬ 

name patch bay is "dirty but functional— like me.” 

The cornerstone of Zanes’ studio, however, is his collection of analog reverb and echo units, inspired by a long-

held affection for the sound of vintage Jamaican recordings. There’s a Biamp MR/140 spring reverb O, a Fender 

Reverb reissue 0 , a Multivox analog delay 0 (“very dark-sounding”), a Roland RE-301 Chorus Echo 0 , a 

Maestro Echoplex, and two spring reverbs by Master-Room: a one-channel XL-121 0 and a two-channel XL-210 
0. The second channel of the 210 has been altered by a guitar tech friend of Zanes named Blackie, who cut its 
spring drastically for a shorter reverb. "Spring reverbs are really easy to find, and they’re cheap,” Zanes says. “I 

picked up a Master-Room for $75. No one seems to care about spring reverbs—but I care a lot. I'm not against 

digital stuff, but for my purposes, the warmer the better.’’ 

Indeed, several examples of more modern effects technology lurk nearby, including a bunch of Alesis gear: a 

MicroLimiter © , a MicroGate © , a MicroVerb II © , a 3630 compressor © . and a QuadraVerb © . “I do keep 

the QuadraVerb plugged in," Zanes says, "and I do use it from time to time. But I unplugged the MicroVerb a long 

time ago. It just doesn't compare to my spring reverbs." 

Rounding out the outboard gear are a Lexicon Jam Man © and a Tech 21 SansAmp and SansAmp Bass DI 

But that's only the beginning of Zanes’ effects collection. We haven't even discussed the veritable vault’s worth 

of stompboxes: a Mu-Tron Bi-Phase and Phasor II: 

a Morley Analog Echo Reverb: a Boss PN-2 tremo-

lo/pan, FV-50 volume, and BF-2 flanger; a 

Maestro Parametric Filter: a DOD 680 analog 

delay © (used on nearly all Cool Down Time's 

vocal tracks) and FX65 stereo chorus ©; an 

tx. electronic 
ULTIMATE SOUND MACHINES 

HOME STUDIO PRESENTED BY 
t.c. electronic WESTLAKE VILLAGE. CA 

26 APRIL 1998 MUSICIAN 



LZ 8 6 6 T 1 I « d V N V I 3 I s n w 



homestudio 
Ibanez 0T10 octave. FL9 flanger, and TS9 

Tube Screamer: a Vox V847 wah-wah: a 

Dunlop Crybaby 535 wah-wah; and an MXR 

Phase 45 © and Dynacomp © Td like to 

run a whole mix through the Mu-Tron Bi¬ 

Phase," Dan says. “Lee Perry used to do 

stuff like that." 

There are nearly as many instruments as 

effects in Zanes' arsenal. Guitars include 

three Harmony Silvertone Jazzmaster-styles 

©, reissue Fender Stratocaster and Tele¬ 

caster models, a '57 Gibson Les Paul 

Junior, a Fifties Supro double-neck lap steel 

©. and a Guild F-30 acoustic © Dan has 

real keyboards too: a Wurlitzer 200 electric 

piano ©, an ARP String Ensemble, and a 

Korg Ml. which Dan says is “collecting all 

the dirt and dust that settles in the studio. 

If I got rid of it, all that dust would have to go 

somewhere else, so I hold onto it for that 

How to Fit a Real Organ into your 
Control Room . . . and Your Budget 

The Oberheim OB3-’ has the most realistic and affordable 
drawbar organ sounds on the market. That's because it is an 

organ! The OB32 is available in either a stand-alone module (that 
weighs just 7 pounds) or in a 61-note organ-action keyboard 

version that weighs in at only 29 pounds. 
The sleek styling and mahogany wood grain end caps give 
both models a great look on stage or in your studio. 

Packed With Real Organ Features 
• Nine real-time drawbars 
• Selectable Percussion Built-
in Key Click 

• Reverb (5 settings) 
• Vibrato and Chorus (three 
modes each) 

• Variable Overdrive 
• Six programmable and five 
Preset memories 

• Bass and Treble controls 
• Stereo outputs 
• Headphone output 
• MIDI in/out/thru 
• SysEx MIDI control for 
drawbars and switches 

• Realistic stereo rotating 
speaker simulator with 
fast/slow footswitch jack 

The Oberheim OB32 is only $999.00* in module form, or 
$1395.00* with a 61-note keyboard. Call us for more information, 

‘suggested retail price 

@ OImtIicíiii 
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reason." 

There's a variety of amplification to 

choose from as well. A Music Man 65 

Reverb head, a Supro Golden Holiday © and 

a rebuilt Fifties Gibson BR-9 © share space 

with a bunch of Fender items: a tiny Forties 

Champ ©. a Vibro Champ © a '65 Deluxe, 

a Sidekick 10, and a Pro Junior 

When Zanes or any of his friends feel like 

pounding out a beat, they tackle a blue 

Sixties Ludwig kit, with both a Radio King 

and a Rogers snare and Zildjian crash and 

hi-hats. Matador bongos © and a Latin Per¬ 

cussion hand drum ©coexist with other per¬ 

cussion implements, including several stray 

pieces of maple brought down from Zanes' 

place in upstate New York. 

But these days, Dan's less likely to be hit¬ 

ting the skins than strumming on his fave 

axe. a turn-of-the-century Washburn five-

string banjo, or blowing into one of two 

Hohner Melódicas ©. Shure SM57. 

Sennheiser MD 441 and MD 421 © . and 

AKG C414 © mies help capture both instru¬ 

ments and vocals, and Zanes keeps it all 

tonal with either a Peterson Model 450 

strobe tuner or a small Lockon tuner that fits 

conveniently into his shirt pocket © 

Once everything's been recorded, Zanes 

turns to his TASCAM DA-30 DAT machine ©. 

“I mix to DAT just to be part of the world,” he 

chuckles. “It makes it more convenient when 

giving tapes to people." When convenience 

isn't essential. Dan mixes to a Sony K717ES 

cassette deck © or records direct—just 

voice and guitar—onto a Panasonic Desktop 

cassette recorder bought at a New 

Hampshire yard sale. For monitoring, he 

uses either a pair of Tannoy PBM 6.5s © or 

one of his more recent acquisitions, a set of 

cheapo Realistic Optimus speakers © (total 

cost: $10). A Sony GX50ES stereo receiver 

© provides necessary wattage: the old 

Crown power amp (39) in the corner is “per¬ 

manently retired." 

Though most of the recordings Zanes 

makes in this studio are demos or instru¬ 

mental experiments, he doesn't rule out the 

possibility of cutting a record here. “I do love 

the way this stuff sounds, and I love working 

this way. Everything's set up to go, and 

there's a nice balance between recording on 

my own in solitude and playing with a band. 

It's great." 'S' 
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Create an infinite number of effects for any style of 
music or sound design: Endless routing possibilities 

with more than eight internal 
and nine external modifiers. 

Experience the limits of your 
imagination. Shape the sound. Give it 
personality. Control it. Celebrate the discovery 
of an all-new kind of effects processor! 

24 bit AD- & DA-converters, AES/EBU, SPDIF and 
ADAT™ I/O's are all brought together through TC’s 
cutting edge DARC3™-chip technology. 

GET READY EUR FIREWORK! 
THE EXPLOSIVE NEW 
STUDIO EFFECTS PROCESSOR 
FROM TC ELECTRONIC 
• THE MOST RADICAL YOU’VE 
EVER HEARD 

Set your sound apart from the rest of the crowd with 
extreme multi-effects: Vocoder. Ring Modulator. 
Digital Cruncher. Resonator. Fractal Noise Generator. 
„.HL Pitch Shifter. Distortion. Reverse Delays, and 
more...- all packed up and ready to explode! 

WANT TO BREATHE SOME FIRE 4 
INTO YOUR MUSIC? 
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THERE’S N O 
The MiniDisc format has 
created a recording revolu¬ 
tion. TASCAM’s 564 makes 
the most of it to give you 

more creative power than any other MD 
multitrack available. It’s the only MiniDisc 
multitrack system built with TASCAM’s 
recording experience and reliability. 

The TASCAM 564 Digital 
Portastudio® 

Built for serious musicians who get 
inspired by great performance, the 564 
is a complete 4-track digital studio with 
features that other MD multitracks can’t 
match or simply don’t have. The 564 
complements your creativity with the 
intuitive operation, ease of use, and 
durability you expect from the inventors 
of the Portastudio — TASCAM. 

You’re gonna love the 564’s 
jog/shuttle wheel 

Hear the difference! Only the 564 
gives you audible, frame accurate jogging, 
cueing and index trimming. The others 

leave you guessing. Plus you 
can shuttle at 2, 8, 16, or 32 
times normal play speed. 
Call up system parameters 
and alter values, even 
MOVE, ERASE and COPY 
with one hand tied behind 
your back. 

Killer arrangements with 
exclusive Index Programming 

Only the 564 lets you segment your 
song into as many as 20 patterns. And 
only the 564 has the hot new Index 
Program feature that lets you rearrange 
those patterns with as many as 99 steps 

The best mixer section in 
a MiniDisc Multitrack 

It’s all here; high quality mic preamps, 
responsive faders and pots, 3-band EQ 
with mid sweep, 2 Aux Sends and more. 
The routing flexibility makes it incredibly 

for tremendous flexibility. 
Half the intro, double the 
chorus, or construct a whole 
new arrangement without 
losing the original — even 
after you power down. 

easy to Bounce Forward, 
overdub, monitor, even 
transfer tracks to another 
machine for sweetening. 
All this and only on the 
564 Digital Portastudio. 

5 takes per track. Only from 
TASCAM! 

Imagine the perfect solo. Only the 
564 gives you five takes per track to 
create it. With Auto Punch you can set 
frame accurate punch-in and out points, 
even do hands-free punches! To rehearse, 
just repeat between any two index markers 
for continuous playback. Only the 564 
lets you choose from 0 to 9.9 seconds 
between repeats. You’ve got the licks. The 
564 helps you make the most of them. 



Comparison. 

Bounce Forward only from 
TASCAM. It’s incredible! 

The 564s exclusive one-step Bounce 
Forward feature creates a stereo submix 
of your four tracks to the next song location 
on the disc with all EQ, panning and effects 
processing intact. Now you have 2 more 
tracks for overdubs. Overdub and Bounce 
Forward again and again until 
the music is just right. Even 
create a studio quality final 
mix — all within the 564! 

Ins and Outs: XLRs, MIDI 
and Digital 

4 XLR ins. 4 mono ins. 4 stereo ins. 
Simultaneous use of 2 AUX sends. 2 insert 
points. 2-Track in. Up to 4 additional live 
inputs at mixdown with the exclusive Buss 
Direct System. Sync to your sequencer 
without wasting an audio track for Time 

Code. And the only MD multi¬ 
track that lets you digitally transfer 
your mix to DAT or CD-R via 
S/PDIF? You guessed it — the 564! 

Instant gratification. 
It’s the fastest! 

The 564 leaves other MD multitracks 
in the dust. Its so fast, it doesn’t even need 
a pause button. With the only transport 
exclusively designed for digital multitrack 
recording, it continuously loads data for 
lightning-fast index trimming and song 
arranging, plus smooth multiple-speed 
shuttling capability. 

Flex your creativity with 
non destructive editing 

With the 564, you’ll never lose your 
inspiration. You can always UNDO or 
REDO the previous edit with the touch 
of a button. Ping pong, overdub, or create 
multiple mixes of your song on a 
re-recordable disc you can 
stick in your pocket. The 
564 even reminds you to 
save your original tracks. 
Il’s a complete digital pro¬ 
ject studio you can carry 
under your arm. And it’s 
from the inventors of the 
original Portastudio. 

There’s only one digital 
Portastudio. 

All MD multitracks are not created 
equal. So don’t buy a TASCAM wannabe. 
You’ll end up with a lot less than you bar¬ 
gained for. Get the 564 Digital Portastudio 
from TASCAM and get the 
best. For the whole story, 
dial TASCAM FaxBack at FAX-BACK 
(800) 827-2268 and request 
document #7820. Document #7820 

TASCAM 
Take advantage of our experience. 

Manufacturer's Suggested Retail Price is $ 1,499 

©1997 TEAC America, Inc., 7733 Telegraph Road, Montebello, CA 
90640 (213)726-0303 • TEAC Canada Ltd., 5939 Wallace Street, 
Mississauga, Ontario L4Z 1Z8 Canada (905) 890-8008 • TEAC Mexico, 
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Mega-Band Harnesses The Power Of Restraint 

Rock bands are like jamilies on the 

ART & ECONOMY 

Tolstoyan model. The happy ones are exact¬ 

ly the same (perhaps because they’re nonex¬ 

istent?) while the unhappy ones are each 

uniquely fitted to their own miseries. • 

About no contemporary has this been more 

true than Pearl Jam, whose every successful 

step seemed accompanied by a moan of 

anguish, to such an extent that by 1995 the 

band seemed to have whittled down its 

options to simply making records. The 

group 's followers could have been forgiven 

for thinking that it no longer existed as a 

band, except in the spectral sense of Steely 

Dan. • Yet there was Pearl Jam in 

November 1997, with a new album in the 

can, playing four nights in San Francisco 

THE 
INTERVIEW 
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IMMIGRANT SONS 

Available Now 

PEARL JAM; 
THE COMPLETE STAGE SETUP 

Eddie Vedder. Guitars: Fender Telecaster (1983), Gibson ES 335 (1968), two Schecter imi¬ 

tation Telecasters, Jerry Jones electric sitar (1993). Strings: GHS Boomers (.101-.50). Picks: 

Dunlop Tortex .60mm. Amplification: Marshall Power Brake, Marshall JCM 800 100-watt head 

(previously owned by Johnny Ramone), Marshall 1960B 4x12 cabinet. Microphone: Audix OM-

7. Harmonica: Hohner Marine Band (key of G). Mike McCready. Guitars: two Fender 

Stratocasters (1959, 1959 reissue), three Gibson Les Pauls (1995 Deluxe 1959 reissue, 

1996 Classic 1960 reissue, 1956 w/Bigsby tremolo), Gretsch Silver Jet reissue (1991) 

Gibson 335 (1968), Ibanez Flying V ('70s). Strings: GHS Boomers (.O10-.50 or .010-.52). 

Picks: Dunlop Tortex .88 mm. Signal path: Sony WRR-840A wireless through pedals (R to L: 

Ernie Ball volume, Dunlop 535 Crybaby wah, MXR Phase 90, Boss DM-2 delay, MXR 

Dynacomp compressor, Ibanez TS-9 Tube Screamer), thru Jester Enterprises Hydra 2x6 tube 

splitter into (1) Fender 2x12 Twin (1959) and (2) Marshall 50-watt JMP head (1968) into 

Marshall 1960A 4x12 cabinet atop Orange 2x12 cabinet. Stone Gossard. Guitars: Fender 

Strat (1959), two Les Paul Deluxes (1953, 1973), Fender Tele w/Bigsby tremolo (1968), 

Hamer Duo-Tone acoustic/electric (1993), Gibson Flying V ('80s). Strings: GHS Boomers 

(.101-.50 or .011-.52). Picks: Dunlop Tortex .60mm. Signal path: Fender spring reverb (1965) 

into pedalboard (R to L: Ernie Ball volume, Dunlop GCB-95 Crybaby wah, Uni-Vibe 

chorus/vibrato, MXR Dynacomp, Ibanez TS-9 Tube Screamer & Sonic Distortion, Diaz 

Tremodillo tremolo, Boss DD-3 digital delay). Amplification: Matchless 2x12 DC-30 (1995). 

Jeff Anient. Bass: Modulus Jazz (1996) two custom Modulus Jazzes (1993 in drop-D tuning, 

1996), Wal four-string fretless (1993), custom Hamer eight-string (1990), custom Hamer 

twelve-string (1991), Carruthers Sub-1 upright electric (1992). Signal path: Sony WRR-840A 

wireless system into Furman VU-40 signal meter, Ampeg B-18 60-watt Portaflex amp w/addi-

tional gain/EQ & adjustable line output, & Brooke Siren AR116 D.I., which sends signals to 

house & into TCM Design 24cx-4 active crossover, which divides signals into subs (up to 

125Hz) & highs (120Hz & above). Sub signal runs into Ampeg SVP-Pro preamp, which sends 

balanced output thru monitor console. Crest 6001 power amp, & RAT 2x15 monitor sidefill 

cabinet. Highs run through pedalboard (R to L: Boss SYB-3 bass synth & CH-1 Super Chorus, 

Dunlop TS-1 tremolo, SansAmp Classic distortion), another Brooke Siren AR116, Ampeg 300-

watt SVTI, Acoustic 360 preamp. Marshall lOOwatt Super Tremolo amp, Ampeg B-15R 

60/100-watt Portaflex, & Sal Trentino custom four-channel load-box, which cycles back to 

Uptown Rash. Signal continues to dbx 166 compressor/master volume & power amp sec¬ 

tions of three Ampeg SVT-II Pros, two of which feed two SWR Engineering 6x10 speaker cab¬ 

inets, while the third feeds SWR Engineering 2x10 cabinet used as offstage monitor for bass 

tech George Webb & custom-built 2x10 bass wedge monitor positioned near Ament's pedal¬ 

board. Jack Irons. Drums: Slingerland 22"xl5" bass drum w/Drum Workshop Turbo 5000 

single-spring pedal, four Slingeriand toms, assorted snares (two Ludwig Acrolites, Ludwig 

Black Beauty, or Ludwig Supra-Phonic w. Yamaha Power Hoop rims), two headless Remo Roto 

Tom rims, Alpine cowbell. Cymbals: Zildjian 14” K custom dark hi-hat bottom w/14" dark 

crash thin top. 17" K custom dark crash. 22” A custom ride, 18” custom dark crash sizzle, 

18” K custom dark crash, 21’’ metal trash can lid. Heads: Evans Genera Gl, Remo 

Ambassador & Emperor). Sticks: Pro-Mark TX737SGW hickory wood-tips w. Gamma Sports 

tennis racket tape for firm grip. 

opening for the Rolling Stones and prepar¬ 
ing to conduct its first full-scale American 
tour in a coon’s age. 

What happened? Somehow this band 
survived the kind of crisis that usually 
ensures a breakup—a crisis that not only 
engulfed them but swirled through the city 
of Seattle during the grunge rush of the 

early Nineties. As singer and principal 
writer Eddie Vedder said, “It wasn’t just a 
Pearl Jam crisis. It was the whole city. 
Nirvana was even in front of us as far as 
taking it head-on.” 

To the world outside the band, in the 
months after Pearl Jam’s first three 
albums—Ten (1992) Vs (1993), and 
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Vitalogy (1994)—each sold between five 
and ten million copies, the situation seemed 
even more volatile. There was no Pearl Jam 
album in 1995; instead, they made Mirror 
Ball with Neil Young, an act of homage for 
them and a battcry-charge for him. Then, 
when they tried to tour on their own, 
Vedder contracted the most famous case of 
food poisoning since George Bush puked 
on the Japanese prime minister, and had to 
cancel a 50,000-seat concert in San 
Francisco after less than twenty minutes 

onstage; Young filled in and got booed. In 
the wake of that episode, a U.S. tour was 
canceled. Pearl Jam toured Europe as 
Young’s backup group. The band’s fourth 
album, No Code (1996) sold fewer than 
two million copies. There was no effort to 
do a U.S. tour; it was hard to believe that 
the band still had any interest in doing one. 

“It’s difficult to see, when you’re in the 
middle of it, that you’re not having a great 
time, sometimes,” says Stone Gossard. “At 
least for me, just because there was a lot of 
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Honest. 

pressure to keep going and to keep writing 
songs and to kind of justify selling as many 
records as we did. I think we all felt like we 
really wanted to get better and to feel like 
we deserved this sort of attention. But at 
the same time, we weren’t really communi¬ 
cating very well. I don’t know how much 
we really were enjoying being around each 
other. And I don’t know whether it was 
just the pressure we’d kind of created 
around all this. I don’t know exactly what 
the causes and effects were. It felt like a real 
adolescent period of time in the band, in 
terms of the kinds ot things that we were 
having disagreements about.” 

There was a temptation to see the 
crisis—more precisely, the series of crises— 
as stemming mainly from Vedder, whose 
voice and onstage persona dominated the 
band’s image. But it wasn’t just Vedder, 
although as the band’s charismatic front¬ 
man, lyricist, and main spokesperson, he 
articulated grievances most often. 

“I think everybody has a different way 
of dealing with those sorts of things,” says 
bassist Jeff Ament. “Maybe we were a little 
bit more ready [than other bands struck by 
success]. Then there are aspects of it that 
there’s no way you could be ready for. 
There’s no way that you could be ready for 
being in a grocery store at ten in the morn¬ 
ing and having a bunch of people run up to 
you and ask for your autograph. Especially 
if you’ve been in this neighborhood for ten 
years. To have that happen all of a sudden 
one morning, you’re just like, ‘What was 
that? What happened over the last two 
months that changed?’” 

In a situation stressed both by internal 
relationship problems and an attempt to 
control the virtually uncontrollable perils 
of fame, any one of three things can hap¬ 
pen: The band’s leader can take over and 
turn the project into some kind of solo 
act—the Alice Cooper model. Or the band 
can break up and begin the arduous process 
of finding out whether any of them has it in 
him for a solo career—the Beatles model. 
Or the band can deny the problem and sol¬ 
dier on—the Who model. None of these 
approaches is conducive to creativity, and 
only the latter will give a group longevity. 

Pearl Jam, it would seem, has cut a new 
path. It has come through the crisis, found 
out some things about itself as well as 
about the nature of success, and decided to 
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see what might be made of continuing its 
career. “I think the only way we could get 
to the place where we could all go home 
and then not do anything for a little while 
and then have a little bit of excitement 
about getting together and writing songs 
was to say, ‘We can’t tour anymore. We 
can’t do any interviews. We can’t make five 
videos for this record,’” says Ament. 
“That’s all the stuff that just tries you. It’s a 
lot of sitting around and waiting around, 
and just being frustrated, and maybe 
putting the creative control in other peo¬ 
ple’s hands, and maybe feeling like you’re 
not being represented the way you want to 
be. The way that things happened for us 
and the way that initially everybody want¬ 
ed a piece of us, I think we had to say no a 
lot. And that probably did come across as 
[us] being control freaks. 

“It was about being burned, too—about 
somebody saying, ‘Oh, yeah, I’m your 
friend and I’m gonna do all this,’ and then 
a year later you find out that they’re col¬ 
lecting stories to write a book about you.” 

Ament’s bandmates were equally forth¬ 
coming about their feelings; all said they 
shared this sense of frustration and rejec¬ 
tion. All five agreed that what enabled 
them to survive as a band was learning how 
to limit their commitments, and realizing 
that there was a way to scale down the 
process of success and render it livable. 

“I feel like we went through the fire a 
little bit and ended up coming out and real¬ 
izing . . . especially after we stopped doing 
press and stopped doing videos and things 
started to settle down a little bit in terms of 
everyone feeling like, ‘God, we’re not 
doing that stuff, and everything’s still fine! 
We can still make records. We might not be 
selling as many records, but everything 
seems fine,’” says Gossard. “Going 
through that kind of allowed us to then 
sort out a lot of our own personal issues 
and then get to the bottom of what may be 
some of our fights.” 

Jack Irons, who replaced original drum¬ 
mer Dave Abbruzesse, is a year or so older 
than the rest of the band. He’s got the most 

critical distance on what happened, since 
the height of their fame came before he 
joined and he’s not from Seattle. (A former 
member of the Red Hot Chili Peppers, he 
still lives in California.) Irons also has per¬ 
haps the most professional perspective in 
the group—and the most adult, since he’s 
the only one who has kids. “This band 
wanted to be together,” he insists. “They 
actually like each other, and it was just the 
circumstances that were kind of closing in. 
With time and good intent, that sort of goes 
away. You’ve still got to deal with it, but it 
doesn’t have the same power anymore.” 

All the other bandmembers say essen¬ 
tially the same thing. Vedder sums it up: 
“At some point, we realized that the one 
small circle of people who would under¬ 
stand what each of us might have been 
going through on an individual level, even 
moreso than the other people we had clos¬ 
est relationships to, the only people we 
could really communicate to about the sit¬ 
uation that we were in, were the other guys 
[in the band]. They were the only ones.” 
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Even if statements of solidarity arc 
inevitable when a band returns to the tour¬ 
ing circuit, what Pearl Jam is saying seems 
real. That’s mainly because the music on 
the new album, Yield, confirms that some¬ 
thing like this must have happened. 
Although it does contain several songs that 
evoke the classic Pearl Jam of the first two 
albums (Ament’s “Pilate” and “Low 
Light,” McCready’s and Vedder’s “Given 
to Fly”), Yield is an eccentric vehicle, not at 
all a typical approach for this band. 

Part of the reason is the songwriting 
credits. There hasn’t been such a diversity 
of voices in Pearl Jam’s songwriting since 
Ten. Ament in particular has been absent as 
a writer, and he’s never contributed lyrics 
prior to Yield. “We approached this record 
so differently in terms of writing,” he says. 
“I think it’s the first time that everybody 
came to the sessions with demos of com¬ 
plete songs or partial songs or ideas. Ed 
actually gave a lot of us the confidence to 
do that. He said, ‘You know, if any of you 
guys feel like bringing complete songs the 
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next time we do this, that would be great.’ 
And that was huge.” 

Voder’s perspective is, naturally, a bit 
different. “Pretty much everyone has 
always written music. That might mean 
bringing in a piece of slop, saying, ‘This is 
music.’ My job for a long time was to make 
something of it. I loved that. I was in con¬ 
trol. 1 could dissect it in my lab and then 
come out with something. I was writing 
songs too. Then they started writing, and 
more music was coming in. But it was still 
in this linear shape. 

“All I know is that this year we came 
back and there were good songs just hand¬ 
ed to me,” Vedder continues. “Completed: 
bass, drums, guitars, vocals, words, back¬ 
grounds. And some of them were totally 
moving. You just listened to it, and then 
you’d go in and play it, and there was none 
of this democratic hammering out of the 
riffs. I remember the first time Jack and I 
played ‘Low Light’ with Jeff. I just sang it 
over the guitar and the drums, and I got 
chills. Part of it was knowing that Jeff 
wrote it. And it just sounded good; I really 
enjoyed what he had written. It sounds 
kind of lush and lovey-dovey, but it was 
just a great moment. I was so thrilled that 
we were making music and it was gonna be 
this easy. You know, there’s nothin’ wrong 
with easy once in a while. 

“It was just so cool,” he says, “’cause it 
got to be homework after a while. As great 
as that is. I mean, if 1 sit at home and write 
something, and if words or something 
don’t happen immediately, I’ll just play 
something else. But if someone gives you 
something that they really like, and some¬ 
thing doesn’t happen, then you have to 
start circling it and getting in it, seeing if 
you can just throw a couple of things out. 
Sometimes that just happens, and it’s great 
and it’s done. But other times it’s a little 
more difficult, so it would become a little 
bit of homework. And for them to come in 
and just have this stuff together . ..” 

Vedder shakes his head. “So now I’m 
sheepishly saying, ‘Sounds great, you 
know.’ Kinda waiting to say, ‘Well, you can 
sing it, ’cause I’m not gonna. Your version 
is good. Let’s record it.’ They’d pretty 
much say, ‘It’d be great if you could sing it’ 
or ask me to try this or that, and then I’d 
embrace it and go at it.” 

Still, Vedder insists that not very much 

has changed in the band. Certainly not its 
sound: “I think we just kind of experiment. 
We try something, and it happens, and 
that’s what it is. If it really doesn’t belong, 
we don’t put it on the record.” 

What’s different, he thinks, is that the 
band has found a new relationship to the 
world outside itself. “I just thought that 
you didn’t have to be so extreme, that you 
could still play, that when you made a 
record you didn’t have to tour the whole 
world and then take another year off 
because you’ve spent a year and a half with 
these people and you can’t stand another 
minute, you know, with the guitar player’s 
voice in your ear, or ordering food or 
something—these little things. Look, all I 
want to do is play music. Now I have an 
opportunity. I want to keep going. I’m 
gonna be playing music for a long time. I’d 
like to keep offering it to people. I don’t 
need to offer it on this superhuge, 
megahype level. There are some rewards 
[from that approach], but not really impor¬ 
tant ones. And there are sacrifices.” 

For example, the band seems to have 
taken a series of fairly conscious decisions 
to downsize its popularity. This was the 
consequence of a sequence of changes that 
began with a change in the band: the addi¬ 
tion of Jack Irons. Jeff Ament talks in 
detail about how Irons’ playing opened up 
Pearl Jam’s sound: “It’s made me rethink a 
lot about how I play, because he approach¬ 
es the drums from such a soulful place. He 
never has a shortage of beats: He’ll play 
some crazy groove, and everybody will fall 
in. 

“I feel I’m approaching the new songs 
way differently,” Ament adds, “so it makes 
me excited to be playing bass again. Then I 
feel like Jack has given some of the old 
songs a lot more space. All of a sudden, a 
song like ‘Evenflow,’ which I feel like 
we’ve struggled with ... I knew it was a 
great song all along, and I felt that it was the 
best song that we got the worst take of on 
the first record. There were a hundred 
takes on that song, and we just never nailed 
it. Then all of a sudden Jack starts playing, 
and it’s like, ‘Wow! That’s how it was sup¬ 
posed to be played.’ Leaving a big space 
there and a little space there, all of a sudden 
the song opens up and it swings. 

“I think some of it, too, is Stone and 
Mike and me learning how to not plav. So 
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PRECISION 
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NICKEL ROCKERS 
A NICKEL 

ROLLERWOUND 
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NICKEL 
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As an innovator of modern jazz guitar in the 

60s, and a long-time master of improvisation, 

Pat Martino knows which strings really stand 

the test of time. That's why he's used GHS 

Precision Flat Wounds for over 30 years. 

Mfg. by GHS Corp., 2813 Wilber Ave., Battle Creek, Ml 49015, USA 
Phone: 800-388-4447 • FAX: 800-860-6913 • www.ghsstrings.com 
Email: info@ghsstrings.com 

'I’ve been using GHS strings 
for a really long time— ever 

since they came out in the 60s 
actually. And after all these 
years, I still enjoy using GHS 
strings, so I guess it’s pretty 
obvious how I feel about 
them. I hope you enjoy them 
as much as I have. 

The Brightness Bar is available exclusively on every 
new package of GHS bass, electric and acoustic strings! 
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Lets' FACE¡T-
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W stereo 2X12 combo. 

part of our everyday lives. 
Drum machines, samplers, 
CD's, ADAT's, digital effects 
processing and computer 
workstations brought the 
revolution to our project studios 
rehearsal rooms. 

What was once thought impossible, new 
technologies have made reality. 

Space Travel, Cellphones, Sheep Cloning, 
Personal Computers, Seedless Watermelons. 

As musicians, the way we create, record 
and listen to music has been changed 
forever by the Technology Revolution. 
The power of digital technology and 
software-driven products are 

guitarists an escape from a world of 
compromises. Beyond the limits of tube, 
solid state or hybrid designs. 

ykE crJtícaLLy accLaímed A\sys 212 
contains TubeTone Amp Models based on 
twelve world-renowned classic amplifiers. 
long with a half dozen speaker cabinet 
imulators, the AxSys 212 also includes 
models of the most sought after effect 

stomp boxes and the full 
™ compliment of digital effects. 

3
 An out-of-this-world value at 
$1099 retail. Add the Floor 

-— Board foot controller ($209 
retail) and you’ve got all tne 

and i necessary ingredients for a complete 
^LU guitar amplifier rig in a programmable 100 

And with the TUBEJONE™ MODELING PROCESS, 
Line 6 brings the revolution to the world of 
guitar amplification. 

TubeTone uses a 100% digital software 
technology to physically model the sonic 
properties of tubes and emulate the tone 
generating circuitry of classic amplifiers. 

BECAUSE ïfS 1998 AND SOFTWARE CAN. 

Th E NEW FLEXTONE SERÍES features TubeTone 
Amp Models and digital effects arranged on 
separate rotary knob selectors for ease of use. 
Just dial up an Amp Model, add some effects 
and store the combination in one of the 
Flextone's four programmable channels. 
Starting at $799 retail, the three Flextone 
combo models are Floor Board compatible for 
expanded features and programmability. 

Now, the dream of an affordable amplifier 
system that provides true tonal flexibility 
without sacrificing the revered musical tone, 
natural response and organic "feel" of tubes is 
a reality. The power of TubeTone's 
revolutionary software technology offers 

Take A SMALL SJEp and plug in at your Line 6 dealer. 

You’ll experience jkE GÍANf LEAp in responsive 
tone, true flexibility and unsurpassed value the 
new TubeTone Technology brings to the 
AxSys 212 8 new FlexTone series guitar systems. 

YOU NEED TO kNOWMO^E... 
Call our Info Request Line 
Toll Free 1-888-400-9530 

11260 Playa Court 
Culver City, CA 90230 



much of the first couple of records, Stone’s 
riffs were kinds going the whole time; they 
were like the hi-hat of the song or whatev¬ 
er. Now there are huge spaces in songs 
where people aren’t playing at all. 

“Neil Young said something about how 
we were wise in that we knew when not to 
play. I don’t know if we were necessarily 
doing it at that point, but him saying that’s 
what we were doing, that made us realize 
that that’s how you get to that point. It’s 
just like any relationship: It’s about givin’ it 

up at certain times, and letting somebody 
else hold the floor. 

“For me, a couple of the songs I didn’t 
play on at all—which are ‘No Way’ and 
‘Evolution’—are two of my favorite songs 
on this record. Three or four years ago, I 
don’t know if I could have said that. I think 
I’d have been kind of bummed that I was¬ 
n’t part of the song, or wasn’t at least play¬ 
ing bass or doing something on the song. 
At that point, it seems like it’s interesting to 
sit down and learn a bass line that Stone 

DÒVT GET HUNG 
ÒUT TÒ DRY/ 

GET YÒLRÔELF A 
MUSICIAN TEE-SHIRT NÖW/ 

TO ORDER, SEND CHECK OR MONEY ORDER FOR $15 PER SHIRT TO: 

Musician Magazine, 1515 Broadway, 11th Floor, New York, NY 10036 Attn: Merchandise Dept. 
100% preshrunk cotton. Black only. Please indicate size and quantity: 
M:- L:- XL:_ Total numter of shirts-_ 

Name:_ 

Address:_City:_State:_Zip:_ 

Shipping and handling included Sorry no COD’S Please allow 4-6 weeks for order processing and delivery US funds only please 

wrote. It’s great to listen to something 
purely being a fan of the people I play with, 
to sit back and have a pure perspective and 
just say, ‘Wow, that’s a great song.’ It’s not 
because I played on it; there’s nothing to do 
with my ego in this. It’s just about listening 
to it as a song and as a fan. I think there’s 
been a lot of growth in this record in that 
way—just giving up things to other people 
and letting other people do things.” 

As McCready is Pearl Jam’s most musi¬ 
cally obsessed member, Mike tends to see 
everything through the lens of music. His 
reflection on the band’s squabble over con¬ 
cert surcharges: “When we took on all 
those issues, Ticketmaster or whatever, that 
started to get in the way of just creating 
music and playing shows. That was when it 
started to get not so fun, for me. Once we 
get out there and play again, that’s when I 
love it.” 

But, perhaps because he sees so much in 
terms of how it affect the music, Mike’s 
also the bandmember who best defines 
how the band’s musical evolution has 
altered its way of working together. “We’ve 
opened up and started talking a lot more 
than we ever have before—confronting 
each other on issues, having arguments, 
whatever.” 

The trick in all that is that it never 
sounds forced. It sounds like five guys who 
understand each other so well that they can 
use whatever irritants remain in their lives 
and relationships as fuel for their fire. For 
thirty years, bands have been trying to fig¬ 
ure out how to live with success. Pearl Jam 
might not have discovered the definitive 
answer, but they’ve found one that works 
for them: Not quite so much success, but a 
lot more communication. At least that’s 
what it sounds like when Vedder says 
they’ve found “a real manageable some¬ 
thing that allows us to have lives and really 
enjoy the fact that we get to be a band and 
release records and play live. 

“It really did happen,” he muses. “We 
really did turn a corner. Now it’s just 
movin’ on and bein’ a band and just doin’ 
what we do. We’ve kind of established 
what we do, and we’re not gonna defend 
what we do. If someone doesn’t like it, 
fuck off. I don’t really have time to hear 
it. I’m doin’ something pretty good with 
my life, and I challenge them to do the 
same.” 'J 
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Outrageously 
priced from 

$1279' 

Visit an authorized Gibson dealer for your free Mike Ranquet poster. 

You’d be surprised at what professional 
snowboarder Mike Ranquet does for fun 

Storm Chaser 
Mike Ranquet is a pro at having fun. For 
eight months of the year he can be found 
chasing winter storms across America, 
like a surfer chases waves. At times he’ll 
follow the same storm for several days 
as it dumps snow and ice on the most 
challenging mountains in the country. 

Take a Free Ride 
Mike and his friends call their unique 
sport “free riding.” They belong to a 
small group of pro snowboarders that 
ride in front of cameras instead of 
crowds. Mike spends his days making 
snowboarding films and doing maga¬ 
zine photo shoots at the greatest ski 
areas in America. 

After Hours Jam 
Over the past few years, Mike has 
developed a reputation as a “guitar 
fiend" among his fellow athletes. When 
he gets to a ski resort, his snowboarding 
friends will often have amps and P.A. 
gear set up, ready for an after hours jam. 
Whenever this happens. Mike reaches 
for his Gibson Les Paul DC Studio. 

DC Studio Feels Right 
“1 have a great time free riding for a liv¬ 
ing." says Mike. "Playing my Gibson 
gives me the same feeling 1 get when 
I’m on my favorite board. It responds to 
whatever I ask it to do. With the new DC 
Studio, I feel like I can go anywhere my 
music takes me." 

Only the Best Gear 
Mike relies on the best equipment he 
can Find. He continually searches for the 
right mix of strength, light weight and 
flexibility to give him an edge. His 
choice of gear off the slopes is equally 
important to him. “I find the DC Studio 
to be very comfortable to play for long 
stretches at a time,” says Mike. "There 
are some days I spend more time on my 
guitar than on my board.” 

Call Us to Find Out More 
While your day job might not be quite as 
exciting as Mike's, your free time can be. 
Call us at 800-444-2766 for more infor¬ 
mation and we’ll give you the name of 
your nearest Authorized Gibson Dealer. 

*Suggesled retail price 

Only a Gibson Is Good Enough 
Gibson Guitar Corp. • Call 1-800-4-G1BSON for a free brochure "How to Buy au Electric Guitar." • Visit us 0 http://www.gibson.com 





BUSINESS 

Anthropologists reckon that man began to speak around twenty thousand years ago. One theory holds that language developed to 

help a pack of hunter/gatherers outmaneuver intelligent game on the African savanna. Lawyers know that language developed to 

help a pack of hunter/gatherers swindle each other with hokey, unenforceable verbal agreements. (Note how Adam promised not 

to eat the apple and then ate it anyway.) This is why whenever you establish a bargain with another party, be it consigning 

equipment to your local music store, buying your best friend’s guitar, scheduling a show with a local club, or buying your first hill¬ 

top home, get the terms of the deal up front in writing. A good written agreement is more than a ticket to sue somebody. Most 

arguments erupt because somebody is honestly mistaken, or has genuinely forgotten the terms of the agreement. The mistake may 

be stupid, the memory lapse may seem extremely sleazy and self-serving, but most of the time, unless you truly run with the mag-

BY MARK CHEUVRONT ILLUSTRATION BY SUSAN SYNARSKI 



Date 

Dear Mr. So-and-So: 

This letter will confirm today’s conversation where we agreed that [the band will do the 

show on June 23. 1998, or you will sell me the equipment listed below, or I will consign my 

Gibson Les Paul guitar to your store, etc.] 

It is my understanding that I am to do the following: [Indicate precisely what you 

understand your part of the bargain to be. i.e., The band will show up promptly at 7 p.m. 

on June 23, 1998; a three-hour show will commence promptly at 8 p.m.; two fifteen-minute 

breaks will be taken: the band will adhere to the general policies of the club as set forth in 

the flyer delivered to me this afternoon and attached to this correspondence for reference 

purposes.] 

It is my further understanding that you will do the following: [Indicate precisely what you 

understand to be the other party's part of the bargain, i.e.. The club will store the equip 

ment in the locked room behind the stage; the club will be responsible for the equipment 

while in storage; adequate lights and electrical service will be made available; the band will 

be paid a sum of $1,000 following the show but prior to the close of business, etc.] 

Let me know as soon as possible if I have made a mistake in writing down our 

agreement. 

Thank you and [say something friendly and innocuous here so the other side doesn't 

feel you are setting them up for a lawsuit.] 

Sincerely, 

Your Name 

Ex 1: Confirmation of Agreement 

the error is probably genuine—or at least 
partially so. 

Because most people back down when 
they realize that you can prove what you 
say, the true value of an agreement may be 
its power to make people back down 
before a misunderstanding escalates into 
war. A good agreement, then, prevents 
conflict. 

People who don’t back down in the 
face of hard evidence are usually psy¬ 
chopaths. You can’t reason with them, so 
a good written agreement will help you 
sue their pants off. 

As you can see, written agreements arc 
valuable—and, like most valuable things, 
they’re hard to get. This is especially true 
in the music business, where the working 
musician often suffers from chronic weak 
bargaining position syndrome. This arti¬ 
cle will discuss ways to protect yourself 
when a written agreement simply cannot 
be extracted from the other side. 

A final word of caution: The tactics 
discussed here are a poor substitute for a 
written agreement, which should be 
obtained whenever possible. 

ORAL AGREEMENTS 
A contract arises when an offer for goods 
or services is made, the offer is accepted, 
and there is a plan to give some sort of 
consideration in exchange for those goods 
or services. 

Consideration is the technical term for 
that which is exchanged in the bargain— 
i.e., work for money or your old guitar 
for a stereo. One would say that work is 
done in consideration for money, or the 
guitar is given in consideration for the 
stereo. 

The court will enforce the contract if 
the judge can determine: (1) who are the 
parties to the contract; (2) the subject 

matter of the contract—i.e., the goods or 
services being exchanged for the consid¬ 
eration; (3) the general term of the con¬ 
tract; and (4) the amount nature of the 
consideration. 

None of this means that the agreement 
must be in writing. An oral agreement, in 
a technical sense, is usually just as binding 
as a formal contract drawn up by an 
expensive lawyer and signed in blood. 
But while it is generally true that most 
contracts you will encounter as a musi¬ 
cian need not be in writing, there are nit¬ 
picking exceptions. One involves the sale 
of goods—old guitars, cars, stereos, amps, 

drums, etc.—for more than $500. If you 
are buying or selling something for more 
than $500, and if the money doesn’t 
change hands at the same time that the 
goods change hands (i.e., if there is some 
sort of credit or time payment involved), 
then you must get this deal in writing. 
There is, of course, a whole stream of 
complex, cascading exceptions to the 
$500 sales exception. Still, just to be safe, 
get the terms of the sale in writing no 
matter how the payment is to be made. 

As a rule, in the world of the average 
working musician, aside from the $500 
sale exception, oral contracts are just as 
binding as written contracts. The prob¬ 
lem is that when you don’t have the 
agreement in writing, the average maggot 
will lie by: (1) denying that he is a party to 
the contract; (2) denying that the subject 
matter of the contract exists; (3) feigning 
total ignorance of the terms of the con¬ 
tract; and (4) maintaining that all of the 
consideration in the immediate vicinity 
belongs to him. 

If an oral agreement has been made, 
and you have offered politely to memori-

On (date) _ I (name) _ served copies of the attached letter on 

interested parties. Service was made by placing true and correct copies of the letters 

in the United States mail in [whatever town you mail it from], in sealed envelopes, 

with postage affixed, addressed as follows: 

[Indicate the other party's name and address, and the ‘‘Business Office" name and 

address.] 

I swear under penalty of perjury and the laws of the State of California that the 

foregoing is true and correct. [Signed and dated.] 

Ex. 2: Proof of Service 
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professional 

Road 
Tested 

Road tested songwriter and artist Steve Earle and 

his band the Dukes embody the ferocity and 

poetry' that only conies from the hardest of 

realities and the most fearless of dreams. 

With the Grammy nominated “Train A Comin 

and 1996’s “I Feel Alright”, Earle’s contribution 

to the “Dead Man Walking” soundtrack and 

various production credits to his name, this artist 

is standing firmly amidst the most prolific period 

of an al readv remarkable career. 

On stage, Steve Earle uses the remarkable new 

CAD 95 condenser microphone, providing crisp 

and articulate signal reproduction along with 

extraordinary gain and stability. 

The CAD 95 features transformerless electronics, 

exclusive FlexForm’ dent resistant screen, and 

exclusive I.N.R. internal shock mount 

providing excellent isolation from mechanical 

noise. Available in black-rubberized finish with 

brass accents or nickel screen with nickel accents. 

1-8OO-7Ó2-92ÓÓ Alive and Hot - Steve Et 

"There are a lot of people 
who try to be Steve Earle, but 
they are pale imitations. He's 

sort of 100 proof." 
-Emmylou Harris 

Dmm.xji m'*'V t)y David K. 



Date 

Dear Trusted Dealer: 

I recently delivered my 1969 Kustom bass head and cabinet to your store for sale (ser¬ 

ial number KK 69-212). The unit consists of a cabinet containing two 15" woofers and a 

separate head. The entire unit is covered in pink metal flake tuck-and-roll upholstery. 

It is my understanding that you will try to sell the equipment for at least $300 and that 

you will keep 25 percent of the sale price as your commission. I agreed to be reasonable 

about my price, and you agreed to call me before lowering the sale price below $300. 

It is my understanding that the equipment remains my property and that I can take it 

back at any time. I want to be sure that if something happens to you or the store, I can 

get this equipment back without a lot of problems. 

Ex. 3: Consignment Confirmation 

alize it in written form so that all parties 
involved may ascertain its terms in a fair 
and open manner, and the person with 
whom you are dealing begins to dance 
and seems reluctant to put the deal in 
writing, then you should immediately lay 
the groundwork to prove all the elements 
of the contract so that it can later be 
enforced. 

“What if,” you might ask, “I memori¬ 
alize the deal by secretly recording the 
conversation?” The answer is simple: 
Don’t do it, especially in California, 
where it’s a criminal offense (California 
Penal Code Section 632). Even worse, if 
the D.A. there fails to prosecute you, 
there’s an odd and nasty civil remedy 
embodied in Penal Code Section 637.2 
that allows the party you secretly record¬ 
ed to sue you either for $5,000 or three 
times his damages, whichever is more. 
(This remedy is provided because the 
D.A. is usually swamped with cases 
involving slashers and night stalkers and 
hasn’t got the time to prosecute you and 
your silly tape recorder.) 

To successfullv sue you for $5,000, the 
person you surreptitiously record proba¬ 
bly has to do no more than prove that 
you secretly taped his conversation with¬ 
out his permission. To add insult to 
injury, the judge will probably not allow 
you to use the tape in court. In other 
words, your tape will not only not help 
you; it could cost you five grand. 

Beyond California’s borders, the pro¬ 
hibition on secretly taping conversations 
is almost universal. At best, an otherwise 
incriminating tape won’t help you. At 
worst, it can seriously harm you. Further, 
it will almost certainly convince the 
judge that you’re a sneaky weasel and 
everything you say from that point for¬ 
ward is suspect. 

WELCOME TO MUSICIANS INSTITUTE 

Today, there are so many labels 
that styles seem to run 

together. But once in a while, 
someone comes along 

and blows everybody's mind 
(you know who they are), 
and a new style is born. 

Well, you can bet that player, 
singer, or producer knew there 
was only one way to go - and 
that's to play straight from the 
heart. He or she knew that the 
music was already inside... 

How do you get to the music 
inside you? 

If you have the desire, the 
commitment and the 

determination, Ml's energy-
charged programs will do it! 

Call now or visit our website for a 
1998-1999 catalog and a pass for a 
free day of classes at Musicians 

Institute! 
...Get ready for an 
amazing journey! 

HOLLYWOOD. CALIFORNIA, U.S.A 

1655 McCadden Place, Box MU98, Hollywood, California 90028 Tel: (213) 462-1384 Fax: (213) 462-6978 
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dime tested quality that your fine instruments deserve, 

iwhat you've been missing-great tone. 

RIVERA 

Hand-built by artisans with the1

Sedona ’ will let you experience1

SauAU.'EH 

RIVERA 

"To say the Sedona” delivers superb 

acoustic tone is an understatement. 

This is undoubtedly the most natural 

sounding 'acoustic' combo we've heard.' 
Art Thompson, Guitar Player Magazine, I Tec 97 

13310 Ralston Avenue Sylmar, CA 91342 

tel. 818/833-7066 fax 818/833-9656 

web site: http://www.rivera.com e-mail: rivera® rivera.com 

Telecaster is a registered trademark of Fender Musical Instruments, Taylor is a registered t idemark of iaylor Guitar Company. 

I ingprpicking wizard Doyle Dykes and Rivera* 
Introducing the world's first all-tube acoustic and electric guitar amplif er, the new Doyle Dykes 

Signature Sedona", built to embellish tones, not just reproduce then Unlike most acoustic 

guitar amplifiers on the market, this is not a cheap PA system. 

Imagine being able to play your Telecaster or your Taylor through the same amp Imagine being 

able to whip out a fat, wailing blues solo, then, at the tap of a toe, switch to a warm, crystal 

clear, natural acoustic lone. No need to drag several different amps to your gig anymore. No 

matter what style you play-rock to jazz, fingerstyle acoustic to classical—Sedona " does it all. 

For banjos to bazoukis, electric violins to mandolins, and even harps, you will treasure the tone 

you'll hear playing through Sedona 

Basic features include channel switching with two fully independent channels, each with itss 

own distinct voicing and footswilchable boost. A special six-spring Hammond "long pai^ 

reverb adds that deep, lush, and velvet smooth 'verb. An Anti-Feedbi ck Equalizer, assignable " ' 7 

to Channel 2, allows tuning out of unwanted drones. Rich-sounding E 34 powr r tubes provide 

harmonically balanced sonic energy. A high-power, two-way speaker system consisting of a JBL 

12" driver and a custom Electrovoice dome tweeter deliver the tone wrth detail and clarity, and 

can be switched with the channels. No piezos or horns here, please! 

Exclusive professional features like a built-in Tube Direct Box provide an exceptional studio and 

stage interface. An Effects Loop with Send and Return Level controls allow perfect patching to 

line or instrument level signal processing. Separate Full Range and Switched Tweeter Outputs 

allow connection to our matching Sedona " Thiele aligned speaker enclosure. Equipped with the 

same speaker compliment as the amp, it can add stage presence for larger venues. 

For a copy of our new color catalog, please send S3.00 to: 

Rivera Amplification 



A better course would be to memori¬ 
alize the terms of an oral agreement in a 
confirmation letter, (see ex. 1, p. 48). 

You should mail two copies of this 
letter, one to the other party and one to a 
“Business Office” noted at the bottom of 
the letter. This “Business Office” is some 
guy you send a copy of the letter to in 
order to prove it got mailed. Have this 
person save the letter unopened. 

You may want to have a disinterested 
third party examine the letters prior to 
mailing, seal them in the envelopes, and 
then drop them in the mail for you. This 
person can then testify that two identical 
letters were mailed on the day in ques¬ 
tion, one to the “Business Office” and 
one to the other party to the contract. In 
California this person would testify by 
filling out a document called a Proof of 
Service. In ninety percent of the cases, 
the judge will accept this Proof of Service 
in lieu of having the actual person show up. 
Here’s how it reads (see ex. 2, p. 48) 

PRO-TECHT 

YOURSELF 

Pro-Techt formula may help all 
musicians alleviate pain from such 
“occupational hazards” as Carpal 
Tunnel Syndrome. Arthritis and 
general joint pain. At Musician’s 
Pharmacy we use Glucosamine 
Sulfate and Chondroitin Sulfate to 
provide your body with the raw 
materials it needs for connective 
tissue formation. What this can 
mean to you is extended playing 
time without pain and most impor¬ 
tant of all it may add months or 
even years to your career. 
Musician’s Pharmacy is dedicated 
to keeping you playing longer natu¬ 
rally. Play Healthy! 

1-800-696-7017 
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If things get serious, the party on the 
other side may deny having seen this let¬ 
ter or claim that the letter wasn’t written 
until after the dispute had erupted. You 
counter this by bringing your Proof of 
Service, your Business Office person, and 
the unopened letter received by that per¬ 
son into court. Let the judge open the let¬ 
ter. 

Note that there is nothing sacred 
about the name “Business Office.” You 
can call it “Correspondence File,” 
“Ghost of Elvis,” or anything you want. 
If anyone asks, be honest and say that it’s 
some guy you send copies of your 
important letters to so you can prove 
they got mailed. This is perfectly legiti¬ 
mate. 

Unlike the Proof of Service person, 
the “Business Office” person must come 
physically into court to testify. They 
won’t be able to do it with a sworn dec¬ 
laration. There’s a thing called the hearsay 
rule that gives rise to this distinction, and 
there isn’t room here to explain it. 

Nothing here is cast in concrete. If 
you have a Proof of Service without a 
“Business Office,” you still have a good 
case. Likewise, you can win with a credi¬ 
ble “Business Office” but no Proof of 
Service. And if you have neither, you can 
still stand up in front of the judge and 
swear you mailed the letter when you 
said you did. Judges listen to people lie 
all day long; they’re good at spotting 
liars. If it’s just your word against that of 
some weasel, and you’re telling the truth, 
there’s a good chance you’ll win. 

Another way to prove that you deliv¬ 
ered the letter to the other party is to fax 
the letter to the other party and save the 
fax receipt. (In California, for some rea¬ 
son, this doesn’t seem to be as effective as 
a Proof of Service.) Registered letters are 
usually not a good idea, unless you are 
dealing in a situation where they are 
commonly used and expected. An unex¬ 
pected registered letter can carry an 
implicit message: “I’m a contentious and 
paranoid nut who wants to entangle you 
in a messy fight.” 

Finally, sending a copy of the letter to 
yourself in the mail doesn’t buy you 
much. This is an amateur’s tactic that is 
almost always disregarded by the court. 
The court would rather have you swear 

under penalty of perjury that you mailed 
the letter when you said you did. 

Although it’s almost axiomatic that 
you would know and trust a store before 
delivering a valuable piece of equipment 
to them for sale, you should still make 
sure that the deal is carefully memorial¬ 
ized on paper. 

Problems can arise from things 
beyond the store owner’s control. For 
example, the store could file for bank¬ 
ruptcy, a receiver appointed by the 1RS 
could swoop down and place a levy on 
the merchandise. In each of these cases, 
you will have a hard time getting the gear 
back without a paper trail proving that 
the equipment belongs to you and that 
you have to right to reclaim it. Beyond 
that, remember that decades of honest 
business dealings may count for nothing 
if the owner gets run over by a bus and 
his evil stepsister takes over the opera¬ 
tion. 

If a valuable piece of equipment is 
consigned to a trusted dealer on a hand¬ 
shake, a follow-up letter may be in order 
(see ex. 3, p. 50) 

The important point is that the equip¬ 
ment remains your property, which you 
can come and get at any time. If you’re 
clear about this, the bankruptcy court, 
the probate court, and the 1RS will not 
have jurisdiction over the equipment and, 
in the event of some disaster, you should 
be able to retrieve it without much trou¬ 
ble. 

If you aren’t clearly on the record 
about all this, weird things can happen. 
For example, the bankruptcy court could 
view your consignment sales agreement 
as an executory contract and claim the 
benefit of the 25 percent sales commis¬ 
sion for the bankruptcy estate. If the 
store owner files a Chapter 11 and a 
trustee is appointed, you could wait years 
for your equipment to either be sold or 
returned to you. 

This is all just the tip of the iceberg. 
Next month we’ll look at written agree¬ 
ments that offer less protection for the 
club-gig player than you think—and 
show what you can do to make them 
work in your favor. 'S' 

Contributors: Mark Cheuvront is a 
music attorney based in Hollywood, 
California. 
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With twenty years of experience as an A&R executive at several major labels, independent 

producer Jamie Cohen figured he knew the music business pretty well. But after spending 

AGE ISN’T 

EVERYTHING 
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RECORD BIZ-AS 

LONG AS 

YOU’RE IN YOUR 

TWENTIES 

four years putting together a tribute album to the great singer/songwriter Lowell George—a 

record that features performances by Bonnie Raitt, Jackson Browne, Randy Newman, Laj 

Mahal, Allen Toussaint, and the Meters, among others—he was surprised by the fact that 

none of the labels he’d worked for wanted to hear the results. “I got turned down by every¬ 

body,” he says. Everybody? Even Mo Ostin and Lenny Waronker, the executives who once 
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signed Lowell George to Warner Bros, and 
who now helm Dreamworks? Cohen 
laughs ruefully: “I couldn’t even get those 
guys to call me back.” 

Welcome to the new music business, 
which as Pete Townshend might point out, 
is really a lot like the old music business: 
Youth mies, middle age drools. Lately, 
musical youth has been getting even 
younger, as performers in their early 
teens—LeAnn Rimes, Hanson, Jonny 
Lang, Radish—sell millions of albums and 

bedazzle the media. Almost every label 
seems to be signing a young teen act—just 
coincidence, of course, executives assure, 
and they’re all very, very talented—while 
older name artists are discovering new 
shades of meaning in the term “survivor.” 
As for artists pushing thirty who are still 
waiting on that breakthrough 
showcase/signing/album, the consensus 
among industry observers seems to echo a 
line from Bob Dylan’s latest—and, intrigu-
ingly, best-selling—album: “It’s not dark 
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yet, but it’s gettin’ there.” 
Cohen did successfully shop the 

George tribute album in Japan, where it 
sold twenty thousand copies in three 
weeks. There are still no nibbles in the 
States, however, a fact that he finds star¬ 
tling. “I learned so much,” he says. “There 
are no guarantees for any of these people. 
There’s a huge audience out there that lives 
and breathes this stuff, but I don’t know if 
the labels can find them, because they’re so 
youth-oriented. They have younger pro¬ 
motional staffs, and the money is going to 
the young band that’s really hot. For this 
album they’re like, ‘This guy is dead and 
here are all these people who are plus-35’— 
you know, ‘This is not Hanson.’” 

The promo staffs have a point. 
Newman, Raitt, Toussaint, and Browne 
may all be legends, but they’re hardly 
charting new pop territory these days. 
More disturbing, perhaps, is a scenario out¬ 
lined by Frank Black, architect of ground¬ 
breaking punk/pop records with the Pixies 
and as a solo artist—and, at age 32, current¬ 
ly without a label. “In recent times I’ve 
made a record—really raw, live two-track 
sound—which, if I had turned it in at age 
22, they’d have been bouncing off the ceil¬ 
ing,” he relates. “But because I’ve been 
around for a while, it definitely rubs the 
record dudes the wrong way. It’s too 
punky. They want to hear something more 
‘coming of age’ from me, a slicker, more 
expensive record; they’re more comfort¬ 
able with that kind of spin. They never said 
it was because I was a thirtysomething guy, 
but I sensed that was what the problem 
was.” 

Black tells the story without rancor: 
“It’s all about marketing now,” he says sim¬ 
ply. “I’m lucky. I don’t struggle as much as 
some of my peers who are a little bit older 
than I am.” 

Besides, the first rule of the record busi¬ 
ness is that there are no rules—or, as 
Capitol marketing director Steve 
Rosenblatt puts it, “for every Hanson, 
there’s a Dave Matthews.” 

“I would say it helps to be under thirty, 
but there are no absolutes,” says Columbia 
VP of A&R Tim Devine, who recently 
inked a teenaged band called Flick—and 
once signed Bonnie Raitt to Capitol. “It 
might sound clichéd, but it comes back to 
songs. If Hanson had bad songs, it 
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wouldn’t matter how young they were. 
Anyone who signs artists based on a quota 
is making a big mistake: A bad band of the 
right age is no better than a bad band of any 
age.” 

But is a good young band more sellable 
than a good band that’s older? When the 
prime audience of record buyers is between 
twelve and 22, it sure doesn’t hurt, especial¬ 
ly on video. “You don’t have to be under 
thirty to get signed,” says Julie Gordon, a 
former A&R rep who runs the music 

industry Internet gossip forum, the Velvet 
Rope. “But you sure don’t want anybody 
who looks over thirty.” 

For women artists the stakes are higher. 
Several well-known female artists in their 
thirties have inconspicuously lopped a few 
years off their official press biographies. 
“That’s part of celebrity-hood in general,” 
says one major-label publicist. “Nobody 
wants to cop to how old they really are, 
and women have to be more cagey about it 
than men.” 
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“That’s the bad news about MTV,” adds 
Rosenblatt. “I mean, Bonnie Raitt is one of 
the most beautiful women in the world, but 
they’re looking for the Spice Girls because 
a major part of the buying audience is in its 
teen years.” 

“The seventeen-year reign of MTV has 
definitely changed how everyone does 
business,” says manager Chris Jones. 
(Several phone calls to MTV representa¬ 
tives seeking comment for this article were 
not returned.) “It’s not enough to be a great 
songwriter and make great records; you 
have to put it together visually. What if 
Jakob Dylan was fifty pounds heavier and 
losing his hair? You know, there’s only one 
John Popper every generation, and that 
only works to a certain extent.” 

As it happens, major labels are becom¬ 
ing less inclined to make videos for new 
artists until they’ve already had a hit. 
(“MTV doesn’t play videos because they’re 
good,” notes one marketing rep. “They 
play them because they’re hits.”) But that 
doesn’t mean they won’t factor in an artist’s 
visual appeal. 

“A lot of times I’ve been privy to con¬ 
versations with managers and A&R people, 
where someone says, ‘You know, you 
should see such-and-such a band,”’ Jones 
recounts. “And the first question is not, 
‘What do they sound like?’ It’s, ‘What does 
the singer look like?’ After all,” he adds 
dryly, “the first part of ‘sex, drugs, and rock 
& roll’ is sex.” 

“Right now, everybody’s trying to get 
the next Hanson,” says Julie Gordon, “just 
like years ago after Pearl Jam, when every¬ 
body was flying to Seattle.” 

Nothing too new under the sun there. 
But trends occur for a reason, and the cur¬ 
rent epidemic of barely teenaged sensations 
is no exception. Several industry insiders 
point to evidence of a generational sea 
change, with new acts coming forth to 
yank the torch from Eighties and Nineties 
standard-bearers like R.E.M. and U2. “It’s 
a changing of the guard,” suggests Red Ant 
A&R rep John Phillips, who recently 
signed a “poppy punk” band of seventeen¬ 
year-old Brits called Symposium. “There 
are real cheery, poppy singles driving the 
market now. Sometimes they don’t have a 
lot of depth, but there’s a new generation of 
kids who want a new set of musical 
heroes. ” 
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“We’re on the cusp of a new genera¬ 
tion,” says MCA president Jay Boberg, 
whose label’s recent signings include a 
Minneapolis pop band called 4Ltr Word, 
“who have a rabid following of young 
kids.” Another MCA band, Aqua, became 
a multi-platinum success in 1997 by appeal¬ 
ing mostly to sub-teens. “They succeed 
totally with that age group of ten- to fif¬ 
teen-year-olds, while people in college 
don’t like them at all,” Boberg observes. 
“Yet Aqua sold 2.3 million records. That’s 
shocking. We weren’t trying to follow any 
general trend with Aqua; we didn’t think, 
‘Oh, a perfect example of a Generation Y 
band.’ But pop music seems to be re-emerg¬ 
ing with that audience. That feel-good, very 
catchy pop song that wasn’t popular ten 
years ago now appears to be getting 
embraced by a younger demographic.” 

Call it the Spice Girls revolution. That 
hugely popular quintet that every critic 
loves to diss may have ignited the passions 
of an entire strata of pre-adolescents—chil¬ 
dren, really—who were previously 
unaware of or unconcerned with pop 

music culture. But betting on the short¬ 
term success of young acts who may be 
one-hit wonders, as opposed to the more 
expensive but potentially more rewarding 
process of developing artists over three or 
four albums, is also a potent lure to an 
industry in financial straits, one no longer 
cushioned by income from older fans who 
are re-upholstering their record collections 
from vinyl to CD. 

“The industry is at the end of one of 

their revenue cycles,” is how manager Steve 
Stewart puts it. 

“If a band is signed today, it’s not for 
development, for three or four records 
down the line,” an industry executive adds. 
“That’s not cool anymore.” 

Some observers suggest that the trend 
toward signing very young acts is actually 
compatible with long-term development. 
“I’m looking for real, raw talent,” insists 
Red Ant’s John Phillips. “If they’re young, 
that’s icing on the cake. That means there 
will be more years to develop their talent.” 

But others are less sanguine. “You have 
intelligent grown men fawning over thir-
tecn-year-olds and having the audacity to 
say that they have any interest in long-term 
development,” scoffs Chris Jones, whose 
most successful band, Blind Melon, didn’t 
hit hard until their album’s third single. “I 
don’t know if we’d even get to the third 
single now. You see more of, ‘The numbers 
aren’t there; let’s pull the plug.’” 

Manager Tim Collins contends that the 
phenomenon of teenaged entertainers pre¬ 
sents an ethical quandary that has yet to be 
addressed. “I know the effect of success on 
grown men,” he says. “To even consider it 
for a twelve-year-old kid freaks me out. I 
can’t imagine what the long-term effects 
will be. I mean, aren’t there child labor 
laws?” 

There are child labor laws, which is why 
acts like Hanson can’t work more than six 
hours per day—hardly the kind of legal 
impediment to stop a label from signing a 
likely star. “The bottom line is that sales are 
so off that it’s a scramble,” says Chris 
Jones. “I’d be lying if I said I wouldn’t take 
an act like Hanson, but I think some bands 
that could have long-term success are get-
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ting overlooked. Acts like the Spice Girls 
have always been around—but, you know, 
that’s three more minutes on MTV and 
radio that I can’t get my act on.” 

Still, Columbia’s Tim Devine refutes the 
notion that the industry has shifted its 
strategy from long- to short-term develop¬ 
ment. “The business has always been about 
both,” he points out. “Record companies 
don’t operate along one line. It would be 
silly to just chase one-hit wonders, because 
over time it’s the artists who have the deep 
rich catalogs [that make profits over the 
long term]. 

“Certainly it’s harder to get started as a 
performer as you get older,” he concedes. 
“There’s always an aging of demographics 
when you talk about musicians and their 
audiences. On the other side, if you delude 
yourself entirely with that thinking, you’ll 
be blind-sided when Bob Dylan makes the 
best-selling record of his career.” 

For less epochal musicians, however, 
age is clearly a factor when plotting career 
strategy, and not just in alternative rock. 
Nashville, which once proudly venerated 
its traditions, has pretty much shunted 
aside all its older legends. “Garth took it 
over the top, and the business is bigger than 
ever,” notes one song-publishing executive. 
“But it’s death for the Wayions and Willies 
of the world. Nobody is interested in 
artists in their forties either, except maybe 
George Strait—and he’s a glaring excep¬ 
tion. Certainly not Emmvlou Harris; 
nobody will touch that record. But I hear 
one company here is looking at a band of 
fourteen-year-olds from Russia called 
Siberian Heatwave.” 

Josh Leo, a Nashville producer and for¬ 
mer A&R rep, suggests that as a musician 
“you have to keep reinventing yourself— 
otherwise, you’ll be extinct. Session men 
have a longer life than frontmen, but I 
think of all the guys doing the major ses¬ 
sions when I got here ten years ago, and 
there aren’t even too many of them left.” 

On the other hand, Nashville is full of 
songwriters of various ages, including the 
dean of writers, Harlan Howard, who is 
still active in his late sixties. Several other 
former frontmen and recording artists, 
including Steve Wariner, ex-NRBQ gui¬ 
tarist Al Anderson, and Nashville’s own 
Sixties-era star Bill Anderson, have enjoyed 
enormous success in recent years penning 

hits for contemporary country singers. 
Says one producer bluntly, “In this town, 
when you start to get old, it’s time to start 
writing.” 

When Leo moved to Nashville in the 
mid-Eighties, he recalls, “all my friends 
thought I was crazy because back then it 
wasn’t cool. In fact, I got all that ‘you giv¬ 
ing up?’ stuff. By now, though, so many 
people have moved here from L.A. and 
New York, they’ve begun to do business 
like the pop world.” 

Indeed, the unprecedented success of 
multiplatinum acts like Brooks, Rimes, and 
Shania Twain has raised the bar for every¬ 
one else. Artists in Nashville are being 
signed—and dropped—with ever-increas¬ 
ing rapidity. “Everyone is going for the 
bomb,” Leo observes. “You either get a 
touchdown or you’re out of the game. No 
one’s doing first-and-tens anymore.” 

For his part, Leo has survived while 
segueing from guitar player to songwriter 
to producer to A&R man, and then back to 
playing and writing. “Every year I try to 
add a new hyphen to my title: songwriter, 
producer, guitarist, gardener,” he laughs. 
“Maybe one of those things will get me 
some work.” 

There may indeed be an unofficial age 
cutoff for MTV-like rock stardom, but as 
the experience of Leo and others suggests, 
flexibility and perseverance ultimately have 
more to do with sustaining a career. “They 
make their money in a particular way,” says 
Frank Black of the record industry, “and if 
you’re an artist, you have to make money 
another way. My advice to all artists is: 
recoup, recoup, recoup. Don’t spend 
money you don’t think you can make 
back. Musicians get bad advice, and they 
want it so bad that they sign really stupid 
deals. You gotta think about commerce like 
their guys do. And if you’re just starting 
out, keep as little as you can. Then you can 
move up if you do well.” 

Jamie Cohen says that he’s reminded 
of the long odds against success for musi¬ 
cians of any age every time he walks into 
a record store. “There’s way too much 
product out there,” he sighs. “But, you 
know, some people really need to make 
records. My only advice to young artists 
is, you have to stick to it. And my only 
advice to older artists is, you have to stick 
to it.” <S> 
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individual audio tracks on your PC or Mac could be so manageable, but Ensoniq’s PARIS professional audio 

recording system (starting at $2,895) should improve the quality of your home recordings while allowing you 

to reclaim whatever space has been otherwise overrun with older home studio equipment. The basic sys¬ 

tem includes an EDS-1000 PCI card, a CD-ROM drive equipped with cross-platform MacOS and Windows 95 

software, and a ISchannel “control surface.” The PCI card delivers realtime access to each channel while 

providing four bands of fully parametric EQ as well as pan and fader controls; PARIS' software enables dig¬ 

ital audio editing/mixing, signal routing, effect processing and recording/editing. Ensoniq, 155 Great 
Valley Pkwy., PA 19355; voice (610) 647-3930 

2 Drawmer MX40 noise gate 
If you've ever stepped foot in a topnotch professional studio, you've likely encountered some of Drawmer's 

highly regarded outboard gear. You also probably thought that the day would never come when you'd be able 

to afford any of it. Well, that day has arrived. The MX-40 noise gate ($599) features four individual channels 

(linkable for a stereo operation), each of which employs Drawmer's proprietary peak punch circuitry to deliv¬ 

er up to 8 dB of transient dynamic expansion with close to zero attack time following the opening of the gate. 

Other features include controls for threshold release time, trigger frequency, LEDs to indicate gate status, 

and balanced inputs and outputs. Transamerica Audio Group, 2721 Calle Olivio, Thousand Oaks, 
CA 91360; voice (805) 241-4443 
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4 Sabían RADIA cymbals 
If Sabían believed all those jokes about drummers being ignorant boneheads, they'd sell garbage can lids as 

cymbals and call it a living. But drummers (most of 'em, anyway) are far more intelligent and discerning than that, 

and it's for those players with the refined taste that Sabían developed the RADIA line ($135-$378)—with the help of 

drummer Terry Bozzio, no less. Drawing on Bozzio's interest in Far East drumming traditions, the entire RADIA line 

employs radial scorings techniques during manufacturing to imbue the cymbals with their distinctive appearance and 

sophisticated tonal characteristics. While the RADIA line consists of 35 cymbal in all. Sabían is currently focusing on 

cup chimes; (7". 8”, 9"), crashes (16", 18") and Chinese models (18", 20"), but other sizes and models can be 

special ordered. Sabían Ltd., Meductic. New Brunswick, Canada EOH 1LO; voice (506) 272-2019 

5 Yamaha AES800 guitar 
There's something to be said about the allure of quality vintage guitars, but one word that usually doesn’t come to 

mind is “cheap." Thankfully, companies like Yamaha continue to build relatively inexpensive instruments that embrace 

that vintage aesthetic while keeping pace with all of today’s technological advances. Their new AES800 guitar 

($1.099) is just such a beauty: Constructed of a solid mahogany body matched with a recessed, four-bolt maple neck 

and a rosewood fingerboard, the AES800 features two DiMarzio Q-100 hum-canceling soap bar pickups, a five posi¬ 

tion pickup selector, a Tune-O-Matic bridge, and controls for volume, tone, and continuously variable phase between 

the pickups. The AES800 is available in either brown sunburst or cherry red finishes. Yamaha Corporation of 

America, Box 6600, Buena Park, CA 90622-6600; voice (714) 522-9011 

^ard 
Midiman's new Flying Calf D/A ($149): the Flying Calf D/A converts any S/PDIF digital audio signal into a line-level 

stereo audio signal for all your smooth grooves. Measuring 1.2" x 5.2“ x 3.2” (h/w/d), the stompbox-size Calf’s chas¬ 

sis is constructed of steel and features an RCA S/PDIF digital input, dual 1/4" unbalanced audio outputs, and 128x 

oversampling. Frequency response is given as 20 Hz to 22kHz, dynamic range as 99 dB (A-weighted). Midiman, 

45 East St. Joseph St., Arcadia, CA 91006-2861; voice (626) 445-2842 

6 Midiman Flying Calf D/A converter 
Have you ever noticed how some of your digital recordings can sound harsh during playback? You could blame it on 

a lot of things, but more often than not. you can blame this all-too-common malady on inexpensive digital-to-analog 

converters in your equipment. If you're familiar with this sonic screachiness, you'll quickly become a believer in 
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Shure. Microphones that have launched thousands of careers. 

Roger Daltrey Guns N' Roses Live 
Fugees Boyz II Men Beck Prodigy 

Iggy Pop Sheryl Crow 311 
Michael Brecker No Doubt 
Jethro Tull Beastie Boys 
Gorky Park Pretenders 
Pete Townshend Maná 
Little Feat Cyndi Lauper 
Herbie Hancock Ramones 
Alice Cooper Erykah Badu 
LeAnn Rimes Motorhead 
Leningrad Cowboys Blur 

Blues Traveler Skunk Anansie 
Garbage The Cranberries 

David Byrne The Tragically Hip 
Buddy Guy Al Jarreau Tom Jones 
Patti LaBelle Wet Wet Wet Los Lobos 

Del Amitri Jonny Lang Morcheeba 
Cast Mike + The Mechanics Rammstein 
Bobby McFerrin Santa Sabina Therapy? 
Manic Street Preachers Gian Marco Korn 
Fool's Garden Take 6 Die Fantastischen Vier 

David Sanborn Vince Gill Courtney Pine 
Billy Cobham Julian Dawson George Fox 

Congreso Levellers Os Paralamas Do Sucesso 
Ashley MacIsaac Charles Gavin Sugar Blue 
Mansun H-Blockx Bill Bruford Aterciopelados 
Wynonna Hans Dulfer John Hiatt Rockapella 

Dennis Chambers Lee Roy Parnell Rio Faith No More 
Mary Chapin Carpenter Charlie Daniels Band 

Peter Erskine K's Choice Kirk Franklin & The Family 
Wilco Travis Tritt "Weird Al" Yankovic Merle Haggard 
Sophie B. Hawkins SWV (Sisters With Voices) Warrant 

Simon Phillips Hank Williams Jr. Michael W. Smith Chicago 
Ernie Isley Jim Keltner Suzy Bogguss The Power Station 
Wayion Jennings Deftones Afonso Nigro Filter Joe Lovano 
Adrian Belew funky Meters Mary J. Blige Goo Goo Dolls 

Tim McGraw Emmylou Harris Kayros Charlie Alberti Elástica 
Marty Stuart Pam Tillis Tracy Lawrence Dr. John Billy Ray Cyrus 
Pantera BlackHawk Lonnie Brooks Neal McCoy Craig Chaquico 
Stereo MCs Debbie Reynolds Confederate Railroad Los Dukes 

Slaughter Lorrie Morgan Julio Revueltas Gov't Mule Black Sabbath 
Republica Doug Stone Joe "King" Carrasco Neville Brothers Spinal Tap 

Stabbing Westward Oleta Adams Manhattan Transfer Rob Halford 
Kula Shaker Gin Blossoms Paul Jackson Jr. Candy Dulfer The Who 

www.shure.com 
SHUW 
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Freestyle 2.0 i 

Status : I/ F4 at 21110, ve1 :77 dur 1593 Vww : I Intro 

FreeStyle 2.0 ! 

Hute 

Page 1 

=B. Arrangement - Freestyle 2.0 

Status : [ Song: | Love You 

Section : 

a : Intro 

b : Verse 1 

c : Verse 2 a 

the 

program. Even specialized music applications are 

hardly ever written by musicians. 

As a result, all too many products 

are afflicted with what I call the 

“bells and whistles" syndrome 

(also known as featuritis overkil-

lus), which goes something like 

fifty cents in valid American currency, entitles me to a 

ride on any subway or bus in New York City), but I'm a 

realist. For all the benefits that today's technology pro¬ 

vides, there’s a backlash effect too: It can 

remove immediacy and sometimes 

even endanger that certain indefin¬ 

able something known as "feel." 

And nowhere is this more preva¬ 

lent than in the often labyrinthine, 

frequently intimidating world of 

computer MIDI sequencers. 

The problem is that most soft¬ 

ware is designed by marketing people 

and written by software engineers—not by 

kind of people who would actually use the 

Mark of the Unicorn’s 
Freestyle 2.0 

Mark of the 
Unicorn's 
FreeStyle 2.0 
lets you take 
charge of 
your groove. 

I
f Lennon and McCartney had 

used MIDI instruments and 

computers instead of acoustic 

guitars and pianos, 

would their songs have 

been any better? Would 

they have been writ¬ 

ten any faster? The 

answer, I dare say, 

is an emphatic no. 

That may seem like 

an odd position for a 

"technology editor" to 

take (and show some 

respect, for I have discovered that 

this title, along with one dollar and 
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this: If you can include a feature, include it. 

Include it even if said feature will be used 

less than 0.00005 percent of the time by 

fewer than 0.00005 percent of your users. 

Include it even if said feature is so obtuse 

and obscure that it requires many mind-

numbing hours of manual-searching to figure 

out. Include it even if said feature serves to 

confuse and obstruct the creative process of 

making music. 

The sad truth is that most of today's 

music software packages—even the good 

ones—suffer from this affliction. That's why 

it's so refreshing to come across Mark of the 

Unicorn's Freestyle 2.0, an affordable 

($195) yet elegant Macintosh sequencing 

program (soon to be available for Windows 

systems) that provides only the essential fea¬ 

tures and at the same time moves in the 

healthy direction of freeing the musician from 

the tyranny of the computer. 

The first giant leap for mankind was taken 

with the release of Freestyle 1.0 a few years 

CD & TAPE MANUFACTURING 

â r E ô K £ 
Other CD and Tape Manufacturing brokers can't 
offer the same factory based pricing that we can 
Why? because they aren't owned by a factory... 

We ARE! 
Let us pass this savings on to you. 

your master. 

F 

A 

ONLY 

disc label, 4 panel 
booklet (4/1), 

Norelco case and 
^hrinkwrapped. 

(dear or white Sonic shell), 
1 color print on both sides 
of shell, 4-color J-card 

k assembled into a dear 

full color tray card 
(4/0), assembled into 
standard Jewel cases 
then shrinkwrapped. 

Ready for retail. J 

1000 CD's 
With 2-color 

r 1000 CD's 
500 Cassettes 

CALL OUR TOLL FREE NUMBER 

1-888-231-9927 

Same as above including 
500 C-60 chrome cass. 

MEZZOMAN Productions Inc. 
100 Grove Street, Worcester, MA 01605 

FAX: 508-831-3541 

ONLY 

$1180. 
iglll^BWith your films and 

$18701 
With your films and 

your master. 

back. Instead of using technical jargon like 

tracks, channels, and patches (as employed by 

most MIDI sequencers), the program simply 

allows you to create music through an 

ensemble of players. As in a group of real 

musicians, each player contributes one par¬ 

ticular sound. To overdub a new part, simply 

point to a different player and start recording. 

You can lay down as many takes as you like 

without ever stopping recording, and then 

audition your takes aurally and graphically, 

viewing them onscreen either on a graphic 

"piano roll” or in traditional notation. Once 

you've settled on the best takes, you can per¬ 

form basic editing operations and even print 

out the dots-on-a-line for posterity. Best of all, 

you don't need to know anything about tech¬ 

nical stuff like MIDI channel assignments or 

bank select/program change messages—all 

of that is done for you automatically, sight 

unseen. 

But Freestyle 1.0, like all other MIDI 

sequencers, still required you to play along 

with a metronomic click track if you wanted 

the program to accurately line up its bars and 

beats with your performance. (You can, of 

course, turn off the metronome in any 

sequencer and play freely, but the program 

won't have any way of mapping your musical 

input to bars and beats.) With version 2.0, 

however, a wonderful new feature called 

sense tempo liberates us from the oppressive 

click track now and forevermore. Comrades, 

vive la revolution'. 

Okay, so I'm going a little over the top. 

But there is something way cool about being 

able to plug in and freely play a piece of 

music from beginning to end without having 

to worry about keeping up with a dull, robot¬ 

ic click, sense tempo simply requires that you 

either tell it the rough tempo you're going to 

play in or provide two vital pieces of informa¬ 

tion: the meter you're initially using (you can 

insert meter changes later if necessary) and 

the beat separation between the first two 

notes you're gonna play, (i.e., will they be 

quarter notes apart, dotted eighths, six¬ 

teenth triplets, etc.) Then just play away on 

your MIDI keyboard and the computer starts 

following you, instead of the other way 

around. This is a seriously difficult feat for a 

microprocessor (it's tough for us humans 

too, if you think about it), but Freestyle 2.0 

pulls it off big time. As long as you have a 

fairly good sense of rhythm, it does a remark¬ 

ably good job of creating a complex tempo 

map that accurately tracks your feel, adjust¬ 

ing the tempo every beat if necessary to 

keep up with your accelerandi and ritardi. 

(That's Latin for "Yo! You're speeding 

up/slowing down, dude!”) It's even okay to 

play in swing style, using lots of dotted 

eighth-notes followed by sixteenth-notes, 

since there's an option that lets the program 

follow along faithfully. 

Of course, even if you have the steadiest 

sense of time, there are bound to be a few 

notes that don’t quite line up. Happily, 

Freestyle provides not just one but three 

ways of fixing things—and none of them 

alters your recorded performance in any way; 

only the bar/beat 

lines, not the notes 

themselves, move. 

The first and most 

unique of these is 

called adjust beats. 

This lets you go right 

in and manually shift 

the bar/beat lines 

with the mouse, drag¬ 

ging them so that 

they line up with par¬ 

ticular notes. The 

second is called 

IDENTIFY BEATS. Here, 

you select one or more notes and simply tell 

Freestyle where they are meant to fall. Using 

either of these two techniques, you then 

have the option of instructing the program to 

shift the barlines for all subsequent notes in 

an equivalent way. The last choice, called 

record beats, gives you the ability to record a 

click track to the performance, instead of the 

other way around. Freestyle then uses the 

information in that track to line up the 

barlines accordingly. 

There are several wonderful byproducts 

to this computer magic. One is that during 

playback you can instantly toggle between 

the feel you used for the performance and a 

steady tempo—you can even opt to substi¬ 

tute a steady tempo for certain bars only. 

There's also a cool feature called % variable 

tempo, which allows you to speed up or slow 

down the overall complex tempo map created 

by sense tempo while retaining all the relative 

tempo changes from beat to beat. In addi-

“FreeStyle 
provides 
all the 
essential 
editing 
operations 
you’re 
ever likely 
to need. ” 
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editor’s > 
tion, record beats lets you record any number 

of tempo maps after the fact, so you can 

experiment with different feels, secure in the 

knowledge that your original performance 

remains unaltered. And if you're using a fast 

enough Power Mac, Freestyle can even per¬ 

form real-time transcription while sense tempo 

is operational. (Transcription is real-time for all 

Macs when playing to a metronome.) This is 

guaranteed to impress your friends; there is 

something truly mind-boggling about watching 

the dots-on-a-line of your performance appear 

on your screen even as you play! 

And if you do want to play to Freestyle’s 

metronome, there’s a very hip feature called 

riff metronome that makes the click track far 

more interesting. Instead of playing to a sim¬ 

ple tick-tock, you can choose from a number of 

preprogrammed MIDI drum loops to use as 

your click. You can also create your own 

loops—either from within Freestyle or import¬ 

ed as a standard MIDI file, and designate 

them for this duty. If you fall so in love with a 

loop that you actually want to use it in your 

song, a handy become player option transforms 

it into one of the players in your current 

ensemble; from there, you can edit the data 

and overdub fills to your heart’s content. 

Freestyle provides all the essential editing 

operations you’re ever likely to need, including 

cut/copy/paste, quantize, transpose, and 

velocity/duration change. In addition, version 

2.0 can synchronize to SMPTE and MIDI Time 

Code—an important feature missing in the 

previous release—so it can work with tape 

decks, MDMs, or hard disk recorders. Other 

new features include sound layering (where 

one player can access two or more sounds at 

once), sound changes (where a player can 

switch sounds mid-take), support for 

QuickTime musical instruments (so you can 

play internal Mac voices instead of using a 

MIDI tone generator), and a handy MIDI 

Monitor (which allows you to view all the tech-

no-MIDI stuff that's actually going on under 

the hood). 

There are also remote control options that 

allow you to issue a wide variety of commands 

to Freestyle directly from your MIDI controller. 

To be sure, there's room for improvement. 

As nifty as sense tempo is, it has a hard time 

dealing with meter changes and abrupt or radi¬ 

cal variations in tempo. And Freestyle doesn’t 

provide event list editing, punch-in recording, a 

virtual mixing console, or many of the some¬ 

times obscure editing options offered by more 

expensive sequencing software—though, in 

fairness, many users never need these kinds of 

features. 

In MIDI sequencers, less can be more. 

Freestyle’s unique interface and feature set 

does a terrific job of allowing you to drive the car 

without forcing you to understand the theory of 

internal combustion engines. Whether you’re 

just starting out in MIDI music or are a hard¬ 

ened veteran in search of a fresh approach, this 

lean, mean, music-making machine is highly 

recommended. 'S’ 
Special thanks to Jim Cooper. 

LMNOP is sponsored by offbeat, Crescent Music Services. NARAS. Discmakers, Loyola University 
College of Music, Louisiana Songwriters Association, WWOZ 90.7 FM New Orleans, BMI, Louisiana Dept. 
of Economic Development, Louisiana Music Commission, Don Williams Music Group and Musician Magazine 
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GAN-TONE - A NEW SINGING SOUND! 
BEGINNERS! PROFESSIONALS! 

. SING with BODY POWER! 

. DISCOVER UNKNOWN RANGE and AN EVEN SCALE! 

. DEVELOP A POWERFUL, BRILLIANT VOICE for ROCK or OPERA! 

. PREVENT HOARSENESS and THROAT IRRITATION’ 

. KEEP the POPULAR or CLASSICAL VOICE for MANY YEARS! 
SING with THE GAN-TONE VOCAL INSTRUMENT created with 

THE GAN-TONE METHOD introduced by ROBERT GANSERT in his TWO BOOKS: 
• SINGING ENERGY in the Gan-Tone Method of Voice Production 
. THE SCIENCE OF VOCAL PERCUSSION in the Gan-Tone Method of Singing 

SINGING ENERGY 
IN THE 

ROBERT GANSERT 
ILLUSTRATIONS by the AUTHOR 

These books available ONLY THROUGH MAIL ORDER! 

ISBN 
0-939 458 00 4 

30 Full-Page Illustrations by the author. 
A unique Glossary of 184 Terms. 
324 Pages. 
Black Hard ('over. 
Originally $38.50 
8 1/2" X 11 1/2" 

FREE!! 
One-hour instructional 

audiocassette by the author 
including GAN-TONE EXERCISES! 

ISBN 
0-939-458-01-2 
8 Full-Page Illustrations by the author. 
220 Pages. 
Red Hard Cover. 
Originally $24.95 
5" X 6 1/2" 

NOW BOTH BOOKS + FREE AUDIOCASSETTE $49.95! 
Visit THE GAN-TONE WEBSITE at: http://www.Gan-Tone.com E-mail address: Tresnag(a)aoLcom 

Robert Gansert in one of his 
Carnegie Hall Studios in 
New York (Tty In August, 1996 

© 1997 Gan-Tone Productions 

Robert Gansert, master of the augmented human voice who can astound 
listeners with his vocal demonstrations of the Gan-Tone sound, declares 
that the singer who seeks to achieve the ultimate in singing energy, whether 
it be in the popular (Rock, Folk, Pop) or classical (Opera, Operetta, Lieder) 
expression, will ultimately realize that the entire body is an extension of the 
vocal cords and that the singing line is the result of the resounding of the 
entire body whose bell-like ring is defined by the controlled frequency of 
the Gan-Tone Beat! 

In U.S~A., U.S. Postal Money Order for fast delivery. Canadian Postal Money Order in U.S. 
CURRENCY'. Outside U.S.A., Bank Cheek or International Money Order in U.S. CURRENCY'. 

GAN-TONE IS A REGISTEREDTHADEMARK OF GAN-TONE PRODUCTIONS 

j SPECIAL OFFER 

I Please send me_sets of SINGING ENERGY and THE SCIENCE OF VOCAL PERCUSSION 
I @ $49.95 ea., which includes postage, handling and sales tax. (Outside U.S.A., $51.95 U.S. 
■ CURRENCY.) Includes FREE audiocassette with each set. 
■ NAME_ 
I ADDRESS_ 
£ CITY_STATE_ZIP_ 

I Send to: GAN-TONE PRODUCTIONS, Carnegie Hall, Studio 1105 
I 881 Seventh Avenue, New York City, New York 10019 
I (Allow 3 to 5 weeks for delivery.) 

* GAN TONE PUBLISHING CO. 





rum 
by david weiss 

they started replacing musicians with nee 

getting the best drum samples possible. Accomplishing that called 

for a holistic approach to recording drums. 

"A lot of sampled drums end up sounding very two-dimension¬ 

al, like ‘freeze-dried’ drums,” says Frank. “In most sample ses¬ 

sions, you put a mic in front of the drum, which you then just hit. 

But as a drummer you sit behind the drum set. If you hit the snare 

drum, it’s not the only sound happening. Toms are resonating, 

cymbals are vibrating, there's a room around it. So for these ses¬ 

sions, we left other mies open. We didn’t just isolate each drum; 

we kept the full drum set.” 

Working with more than twenty different drum sets in New 

York's RPM Studio, the brothers miked a complete kit and room 

for every sample. A single snare hit could take up to eight chan¬ 

robots. drummers seemed to be the ideal vic¬ 

tims.; as a true multitasking instrument on which 

players were often asked to perform with machine¬ 

like precision, drums were the perfect lamb to sacrifice on the 

altar of computer technology. 

No wonder the drum machine took such a firm hold. What 

came out of the black box were beats in perfect time, with 

no messy mies to set up. From the project studio owner to 

the professional percussionist to the jingle producer, 

being able to control what comes out of a drum box can 

be a huge factor in getting the gig. Likewise, the drum 

samples that make up a machine’s soundscapes are crit¬ 

ical to the manufacturer and the user. 

So how do those samples get in there? We asked broth¬ 

ers Tony and Frank Verderosa (respectively recording 

artist/producer/digital drumming guru and producer/ engi-

neer/president of production company Planet V) and they had the 

answer. Why? Because they were there for the recording of every 

ping, pop, and pow that went into one of the best-selling 

electronic kits on the market: Yamaha's DTX electronic percussion 

system. 

"The right sample is very much tied to the experience you have 

with the instrument,” Tony points out. “It makes all the difference 

in the creative process." 

“It's the same as if you sit down with a synthesizer and hear 

this really amazing sound that inspires you to play,” Frank adds. 

“If you're playing cool sounds on the kit, suddenly you’re in a dif¬ 

ferent place." 

To fashion the DTX into a drum set that could double as a one-

man performance ensemble, complete with loops, piano parts, 

and string sections, the Verderosas started with the agenda of 

There's more 
to the perfect 

percussion sample 
than sticks 

heads, and mies 

^jtechniaues 
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They L AUlGHED when 
I said they could have 

Perfect Pitch 
—until I showed them the secret! 

selling ear-training method! 

I made sure she had not been 

playing any music. I made her stand 
so she could not see the piano key¬ 
board. 1 made certain that other 
classmates could not help her. I set 
everything up perfectly so 1 could 

expose her Perfect Pitch claims 
as a ridiculous joke. 

Nervously, 1 plotted my testing 
strategy. Linda appeared serene. Then, with silent 
apprehension, I selected a tone to play. (She’ll 
«ever guess F#!) 

I had barely touched the key. 

The TRUE STORY behind the #1 best-

by David L Burge 

;
t all started in ninth grade as a sort of teen¬ 
age rivalry... 
I would slave at the piano for five hours daily. 

Linda practiced far less. But somehow she always 

had an edge that made her the star performer of 

our school. 

It was frustrating. 

What does she have that I don’t? I'd wonder. 

Lindas best friend, Sheryl, sensed my growing 
competition. One day she bragged on and on 

about Linda, adding more fuel to my fire. 

“You could never be as good as Linda,'' she 

taunted me. “Lindas’  got Perfect Pitch.’' 

“What’s Perfect Pitch?” 1 asked. 

Sheryl gloated over a few of Linda’s uncanny 

abilities: how she could name any tone or chord 

—just by ear; how she could sing any pitch she 

wanted—from mere memory; how she could play 

songs— after only listening to them on the radio! 

My heart sank. Her fantastic EAR is the key to 

her success I thought. How could I ever hope to 

compete with her? 

But later 1 doubted Sheryl’s story. How could 

anyone possibly know F# or Bb just by listening? 

An ear like that would give one a mastery of the 

entire musical language! 

It bothered me. Did she really have Perfect 

Pitch? I finally got up the nerve, approached 

Linda, and asked her point-blank if it were true. 

“Yes,” she nodded to me aloofly. 

But Perfect Pitch was too good to believe. I 

rudely pressed, “Can I test you sometime?" 

“OK,” she replied cheerfully. 

Now I’d make her 
eat her words... 

My plan was ingeniously simple: I picked a 

moment when Linda least suspected. Then I boldly 

challenged her to name tones for me— by ear. 

“FH, she said. 

I was astonished. 
1 played another tone. She didn’t even stop to 

think. Instantly she announced the correct pitch. 
Frantically, 

I played more 

tones, skipping 
here and there 

all over the 

keyboard. 
But somehow 
she knew the 

pitch each time. 
She was SO 

amazing. She 

could identify 
musical tones 
as easily 

as colors! 

“Sing an Ebr 1 demanded, determined to mess 

her up. She sang a tone. I checked her on the key¬ 
board. She was right on! Now I was starting to 

boil. 1 called out more tones for her to sing, 

trying hard to make them increasingly difficult. 
Still she sang each note perfectly on pitch. 

I was totally boggled. 

“How in the world do you do it?" I blurted. 
“1 don’t know,” she sighed. 

And to my dismay, that was all I could get 
out of her! 

The dazzle of Perfect Pitch hit me like a ton of 

bricks. My head was dizzy with disbelief. Yet from 
that moment on, I knew Perfect Pitch is real. 

I couldn’t figure 
it out... 

“How does she DO it?" I kept asking myself. On 

the other hand, why can’t everyone recognize tones 

by ear? It dawned on me that most musicians can’t 

tell a simple C from a C#, or the key of A major 

from F majori I thought about that. A musician 

who cannot tell tones by ear?! That’s like a painter 

who can’t recognize the rainbow of colors on his 

palette! It seemed odd and contradictory. 

1 found myself more mystified than ever. 

Humiliated and puzzled, I went home to work on 

this problem. At age 14, it was a hard nut to crack. 

You can be sure I tried it myself. I would sweet¬ 

talk my three brothers and two sisters into playing 

tones for me, which I would then try to identify by 

ear. It became just a guessing game: my many 

attempts were dismal failures. 

Next I tried playing the tones over and over in 

order to memorize them. I tried to feel the “high¬ 

ness” or “lowness” of each pitch. I tried day after 

day to learn and absorb those elusive tones. But 

nothing worked. After weeks of struggle, I still 

couldn’t do it. Sure, Linda had an extraordinary 

gift— the ultimate ear for music, the master key 

to many talents. I wished I had an ear like that. 

But it was out of my reach. 

So I finally gave up. 

“How in the world do 

you do it?" I blurted. 
I was totally boggled. 



★ ★★★★★★★ Take $25 off until May 31,1998. Order NOW! ★ i 

Then it happened... 
It was like a miracle. A twist off ate. Like 

finding the lost Holy Grail... 
Once I had stopped straining my ear, 1 started 

to listen NATURALLY. Then the incredible secret 

to Perfect Pitch jumped right into my lap. 

I began to notice faint “colors” within the tones. 

Not visual colors, but colors of pitch, colors of 

sound. They had always been there. But this was 

the first time 1 had ever “let go”— and listened— 

to discover these subtle differences within the 

musical tones. 
Soon— to my own disbelief— / too could recog¬ 

nize the tones by ear! It was simple. I could hear 

how Fs sounds one way, while B? has a different 

sound— sort of like “hearing” red and blue. 
The realization struck me: THIS IS PERFECT 

PITCH! This is how Bach, Beethoven, and Mozart 

could mentally envision their masterpieces— and 

know tones, chords and keys all by ear— by tuning 

in to these subtle “pitch colors” within the tones. 

It was almost childish— I felt sure that anyone 

could unlock their own Perfect Pitch just by learn¬ 

ing this simple secret of “color hearing.” 

Bursting with excitement, I went and told my 

best friend, Ann (a flutist), that she too could 

have Perfect Pitch. She laughed at me. 
“You have to be born with Perfect Pitch,” she 

asserted. “You cant develop it.” 
“You don’t understand what Perfect Pitch is 

or how it works,” I countered. “I couldn’t recognize 

a single note before. Now it’s easy.” 
1 showed her how to listen. Timidly, she con¬ 

fessed that she too could hear the pitch colors. 

With this jump start, it wasn’t long before Ann 

had also acquired Perfect Pitch. 
At school we became instant celebrities. Class¬ 

mates would test our ears, endlessly fascinated 

with our “supernatural” powers. Yet to us, our 

hearing was nothing “super—just natural. 

Way back then, I never dreamed I would later 

cause a stir among college music professors. But 

when I got older, I eventually started to explain 

my discovery to the academic world. 

They laughed at me and said, “You must be 
born with Perfect Pitch; you can't develop it.” I 

would listen politely. Then I’d reveal the simple 

secret— so they could hear it for themselves. You’d 

be surprised how fast they changed their tune. 

As I continued with my own college studies, 

my “perfect ear” allowed me to progress far faster 

than I ever thought possible. I even skipped over 

two required courses. Perfect Pitch made every¬ 

thing easier— performing, composing, arranging, 

sight-reading, transposing, improvising— and 

it skyrocketed my enjoyment of music as well. 1 

learned that music is definitely a HEARING art. 

And as for Linda? 
Oh yes— I’ll have to backtrack a little... Time 

eventually found me at the end of my senior year 
of high school. 1 was almost 18. In these three and 
a half years with Perfect Pitch, my piano teacher 
insisted I had made ten years of progress. But I 
still wasn’t satisfied. I needed one thing: to beat 
Linda. Now was my final chance. 

Our focal university sponsored a music festival 
each spring, complete with judges and awards. To 
my horror, they scheduled me as the last person 
to play— the grand finale of the entire event. 

Linda gave her usual sterling performance. I 
knew she would be tough to match, let alone sur¬ 
pass. My turn came, and I went for it. 

Slinking to the stage, I sat down and played my 
heart out. Guess what? I scored an A+ in the most 
advanced performance category. 

Linda only got an A. 
Sweet victory was music to my ears— mine at last! 

Now it’s YOUR turn! 
For 17 years now, thousands around the world 

have proved that my Perfect Pitch method works, 
including research at two leading universities. 

Now I’d like to show YOU how to experience 
your own Perfect Pitch! To start, you only need a 
few basic instructions. I’ve put everything 1 know 
into my Perfect Pitch " SuperCourse 
Its’ fun— and you don’t even have to read music. 
It’s also GUARANTEED to work for YOU— 
regardless of your instrument, your playing style, 
or your current ability level. 

Try it for yourself: Order your own Perfect 
Pitch " SuperCourse and play the first two 
cassettes. I promise you will hear the Perfect Pitch 
colors that I’ll start you on— or return the Course 
for a full refund. You’ve got my word on it. You 
can also read my short handbook and check out 
your progress with no risk. You’ll find a dramatic 
improvement in your pitch and your playing in only 
40 days, or return the Course and I'll personally 
ensure you get your refund— no questions asked. 

Think of the possibilities that Perfect Pitch can 
open for YOU and your music. Imagine how it can 
improve your playing, your singing—your own 
creativity and confidence. 

And picture your friends’ faces as YOU name 
tones and chords with laser-like precision! 

Please— don’t you laugh, too! At least not until 
you see how simple it is to discover YOUR VERY 

OWN Perfect Pitch! 

PS FREE BONUS TAPE: Try the Course 
NOW and you will also receive my 90-minute 
companion tape on Relative Pitchia S14.95 
value)! It’s the icing on your ear-training cake— 
yours to keep FREE— even ify ou return your 
Perfect Pitch SuperCourse for a full refund! 

Research references at two leading universities: A study to determine the effectiveness of the David L. Burge technique for development of Perfect Pitch. 
M.E. Nering ( 1991 ), The University oí Calgary; An experimental investigation of the effectiveness of training on absolute pitch in adult musicians. M.A. Rush (1989), 
The Ohio State University. You will automatically receive research summaries when you order your Perfect Pitch SuperCourse or request FREE Course information! 

I he Perfect Pitch " SuperCourse 
is for ALL musicians/ALL instruments, beginning 
and advanced. No music reading skills required. 
Includes 5 audio cassettes + easy handbook + 
FREE 90-minute bonus tape on Relative Pitch. 

Full 40-day money back guarantee. 

ORDER NOW! For fastest service: 
Call our 24-hour Order Line NOW 
and charge your Visa/MasterCard: 

(515)472-3100 
FAX: (515) 472-2700 

NAME 

ADDRESS 

► You will experience 
Your Own Perfect Pitch 
—or you get a full Course refund! 

JYES! Prove to me that 1 have 
PERFECT PITCH! Instead of paying the nationally 

advertised price of $99 + $8 shipping, I save $25 with 
MUSICIAN! Enclosed is only $74 + $8 shipping. 

Send me Burge’s complete Perfect Pitch" 
SuperCourse with the full 40-Day Money 

Back Guarantee. I’ll start with the HANDBOOK 
and TAPES 1 & 2.1 must notice an immediate and 

dramatic improvement in my pitch skills and my 
playing or I’ll return the Course within 40 days for 

a full prompt refund—no questions asked. It I 
decide to keep my Course, I can open TAPES 3, 4 
and 5 (all included) for advanced instructions. My 
FREE 90-minute tape on Relative Pitch ta 
$14.95 bonus) is mine to keep, even if I return my 

Perfect Pitch" SuperCout se fot a refu.td! 

Check here if you are not ready to order yet: 
J I’d like more info. Send me Perfect Pitch Lesson #1 c Cy.-nJ 
plus research from two leading universities—FREE. 

I 
I 
I 
I 
I 

CITY 

STATE ZIP 
Please allow 4-6 weeks for delivery. For 1 week RUSH delivery from our studio, 
add $2 (total S10 shipping) and write “RUSH!" on your envelope. Foreign orders 
(except Canada) send $5 shipping for complete FREE information, or S20 ship¬ 
ping for complete Course (airmail). U.S. funds only. Iowa residents add 5% tax. 
Make check or money order payable to American Educational Music 

Canadians: Postal money order welcome in U.S. funds (ask at your post office). 

□ My check or money order is enclosed. 

C ARD NUMBER 

EXPIRATION DATE SIGNATURE 

I g 4 Mail to: American Educational 
Music Publications, Inc. 

Music Resources Building. Dept. R-65 
1106 E. Burlington, Fairfield, IA 52556 



^POINT & CLICK YOUR 
r WAY TO SUCCESS! 

with the Musician’s Guide to Touring & Promotion 
All the key music industry contacts you need on floppy disk! 

Musician’s Guide/9th Edition 
Available November 24 

Easy to use and install 

Access, Search 

Sort, Customize 

Print Mailing Lists 

Book Gigs 

Contact Labels 

ORDER YOUR DISK TODAY! 
Successfully book, advertise, promote and 
MUCH more! Over 4000 national listings! 

Hook Me Up with the Musician’s Guide on Floppy Disk! 
Please send me_copies of the Musician’s Guide/9th Edition on floppy disk. PLUS: a free companion softcover version 
Enclosed is check/money order for $39.95 each ($43.90 in Canada). Prices include all shipping and handling. US Funds only please. 
Credit card orders may also call (212) 536-5248, 9am-5pm EST. 

«IMPORTANT » Please circle format: PC (WIN) 

Name_ 

Address_ 

City, State, Zip 

MAC 

Credit Card #_ 

(Circle one) Visa MC AmEx Exp. Date_ 

Signature_ 

SEND check/money ORDER w/ ORDER FORM TO: Musician's Guide/Disk Version, 1515 Broadway, 15th floor, New York, NY 10036. 
(Please allow 6 to 8 weeks for processing and handling.) 

AE7TG9 L 
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/ he code-and-algorithm boys 

at Korg have come up with 

a package so easy and ver¬ 

satile that even a digi-

chump like myself can have a field 

day with it. The best thing about their 

new Zl synthesizer is the real-time 

control afforded by the button-happy 

front panel. Aside from the mod 

wheel, there is an X-Y pad and a 

back-forty full of twistable knobs that 

control filter cutoff, resonance, filter 

EG, and amp EG without having to 

scroll through an Old Testament of 

pages in the LCD. 

And while the dedicated filter and 

ADSR knobs serve the brunt of my 

tweaking needs, it is the five 

performance editor knobs that prove 

the most helpful. I appreciate the 

fact that the original programmers 

set them up in this prefab fashion; 

they're always controlling an impor¬ 

tant part of the sound that I wouldn't 

have been able to find without a 

nerd on hand. 

What I find most useful in a 

synth is its ability to be schizophon-

ic, to have more than one aural iden¬ 

tity. With the many different ways of 

making sound that the Z1 offers (12-

voice polyphony and thirteen types 

of oscillator algorithms), I can't 

pigeonhole it into one general vibe. 

This box makes spooky space noise, 

grits-'n’-gravy organ stabs, and 

creamy strings with equal aplomb. 

And given that I use most of my 

synths in the Studio Vision environ¬ 

ment, the fact that the Z1 has four 

LFOs per voice and that they all can 

sync to MIDI has opened up a whole 

new world of possibilities for me. 

Rather than simply lock the old-

school arpeggiator to a steady clock, 

like for dance music, I'm finding that 

synching the LFOs to MIDI and then 

varying my sequencer tempo is giv¬ 

ing me a very cool and expressive 

sound that I never would have known 

how to program! 

Even cooler, when the Z1 is set 

to its Internal Clock, the tempo knob 

for the arpeggiator also controls the 

An 
anti-tech 
guide 
to the 
Korg Zl. 

iro tempo. So, often I find that I can just grab that knob and move it in real 

time while recording and I can control the sound without changing my 

song’s tempo. 

I also like the idea that you can program new arpeggiated patterns, 

given that the factory presets are, well, factory funky. You can also modify 

parameters within the presets. Resolution, velocity, and duration of the 

arpeggio notes are all programmable. 

In short, even those who operate from the dark side of the neocortex will be able to navigate the 

intuitive architecture of this sleek, silvery box. Take it from a guy who loves shortcuts, hates manu¬ 

als (written in Japan, translated by monks into Sanskrit, then rendered into English), and was born 

to point and click: The Zl is all that and then some. 
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Return of the 

by e.d. menasche 

harder to find 

nolo 

/Illi 

able, playable instruments widely available. 

According to New York guitar guru Matt Umanov, 

therein lies the archtop's higher profile. "People 

see an inexpensive archtop as a 'good change of 

pace' guitar,” he explains. "Other models are 

new, and companies like Gibson have to compete 

their traditional 

the pinnacle of 

guitar manufac-

main 

made 

made 

Epiphone’s 
Emperor 
Regent 

instruments to me; they were for older guys or jazz cats. I 

wanted an electric guitar; a solid piece of wood—without F-

holes like some viola—that's almost impossible to break. 

(You really have to give Pete Townshend some credit for his 

perseverance.) Solid-body guitars are as far removed from 

all the old rules of music and decorum as you can get, so 

it’s hard to imagine that they were considered to be curi-

turing, they can cost any¬ 

where from $10,000 to over 

$30,000. American-made produc¬ 

tion reissues like the Gibson I 

175 and the Guild Manhattan are more 

flavors: premium hand¬ 

instruments, American-

production reissues, 

accessible (though produced on a limited basis) 

with many fine instruments available for under 

$4,000. Add Ibanez and Yamaha to this category, too. 

These Japanese built instruments can match the 

American-built models in quality and price, though their 

design is less beholden to tradition. 

The real push may be coming from low-cost importers—led 

by Epiphone—who are dominating the market by making afford-

continue 

role as 

American 

■■mb 

ous, exotic instruments that were lumped into 

the same league as televisions and space 

travel. But times have changed, and solid¬ 

body guitars are now so ubiquitous that 

the archtop guitar seems fresh and inno¬ 

vative by comparison; the archtop is an 

electric guitar you can play unplugged. 

(What a concept!) 

New archtops come in three 

Iflll 

liiil 

111!! UHB 

with their past. There are tons of affordable Gibsons built 

through the Sixties readily available." But there's a demand for 

new instruments. Gibson reports that they sell 

every new ES-175 they build, and custom 

shops and independent luthiers seem to be 

thriving. 

Whether the modern day archtop will ever 

re-establish itself as a major niche on the gui¬ 

tar scene remains to be seen. It’s place in jazz 

is solid, especially as younger players forsake 

fusion and harken back to bop. If you play a 

solid-body, an archtop will make a good addi¬ 

tion to your arsenal, but don't expect to 

play it the same way you would your Strat. 

Amplified flattops dominate the singer/ 

songwriter set, but it's interesting to 

note that the first amplified acoustics 

were archtops with magnetic pickups. 

Plug one in and you’ll find you have a lot 

of tonal options in a relatively simple 

package, with the fullness and depth of any 

good acoustic guitar. As I found out when I 

tried out a number of archtops, their appeal 

goes deeper than curiosity, cosmetics and nostalgia. 

and Japanese-built instru¬ 

ments. While the premium 

handmade instruments 

A
rchtop guitars fascinate me: They're beautiful, 

functional objects you can understand and relate Q 
to, but they stand apart from our modern 

lifestyle, much like a suit your father saved from 

his youth—it's your size but doesn't fit who you 

are (although it might someday). 

In the same way, archtops once seemed inaccessible as 
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In my expectant mind, I was prepared for the elegance and vin¬ 

tage appeal of GIBSON s ES-175 REISSUE ($3.839)—I thought 

of it as the archetypal archtop. with its dark, smoky sunburst finish, 

gold appointments, elegant trapeze tailpiece, and faux-ivory tuning 

machines. The two top-mounted Gibson '57 Classic humbuckers 

looked striking on the guitar, and the plastic top-hat control knobs 

J1OTS as a substitute for an amplified flat top. In fact, I was tempt¬ 

ed to try it with bronze-wound strings. 

As a player, Pat Metheny is well recognized for pushing the 

boundaries of jazz guitar, so it's appropriate that his double cut¬ 

away IBANEZ PAT METHENY SIGNATURE PM100 ($2,899) man 

ages to break new ground while maintaining a feel and sound that 

blended in nicely with the wood. 

First thing out of the case, I played a real "jazz" chord, with the 

front pickup on and the tone control rolled all the way back, but I 

soon realized I was missing the point; the ES-175 might have been 

my fantasy jazz guitar, but it’s a lot more versatile and interesting 

than that. The solid mahogany neck (with its 20-fret rosewood fin¬ 

gerboard) seemed to guide me to the correct positions, no matter 

the genre (country, rockabilly, jazz, overdriven power chords, droning 

rock) I played. 

The ES-175's top-mounted pickups sounded warm and smooth 

(although they cut and jangled when called upon); this pickup design 

cut down on acoustic resonance, 

meaning that the ES-175 is less fun 

when unplugged, but conversely, it’s 

less prone to feedback than the mod¬ 

els that use a floating-pickup design. 

In the end, the ES-175’s synergy 

left a lasting impression on me; it’s 

something about how the neck and 

the tone and the heavier strings 

(wound third) and the tonal range all 

worked together to make the instru¬ 

ment hard to put down and easy to 

wish for. 

WASHBURN'S honey-colored 

ORLEANS J1OTS ($1,299) looks 

elegantly old-fashioned with its gentle 

curves, crown-shape inlays, black 

headstock, and gold Grover tuning 

machines, but don’t be deceived—its 

sharp looks are only a part of the 

package. 

The JlOTS's maple neck and 20-fret rosewood fingerboard offer 

up comfortable proportions and low action, and it's bright, jangly 

tone really cuts, reminding me of an especially loud, light-stringed 

dreadnought, but with less midrange than a similarly sized flat top. 

Depending on your perspective, the JlOTS’s electronics don’t 

take full advantage of the guitar's inherent acoustic potential; the 

single Washburn floating mini-humbucking pickup is very bright and 

"acoustic" sounding (thanks to the arched spruce top and maple 

neck, back, and sides), offering lots of string detail. (If you want to 

compensate for this, you'll have to do so on your amp because the 

J1OTS isn’t equipped with a tone control knob—a rather interesting 

facet of this guitar’s design.) 

suggests the performance of jazz. 

My model came out of the case with medium gauge flat-wound 

strings, which I got used to in a hurry. It’s almost impossible to 

misfret a chord on this guitar; voicings that require extra pressure 

on most other instruments seemed easy here. The PMlOO's one-

piece mahogany neck and 22-fret ebony fingerboard join the body 

at the 17th fret, which is higher up the neck than normal and pro¬ 

vides access to two extra frets. The Metheny’s body, which is con¬ 

structed of maple, is slightly smaller than other guitars tested and 

had a somewhat boxy sound when I played it unplugged, but the 

single, body-mounted IBZ Super 58 humbucker (fixed in the neck 

position) delivered a smooth and 

present amplified sound. If you're 

worried that one pickup might limit 

your creativity, think again; tonal 

colors came chiefly from my own 

technique. Playing the Metheny with 

a pick produces a sharp, very pre¬ 

cise attack, while softly strumming 

the strings yields the guitar-equiva¬ 

lent of playing a snare drum with 

brushes. I hadn’t played that style 

much before on electric guitar, but 

a bandmate said I sounded like 

Freddy Green. I knew I didn't, but 

smiled anyway. 

Sure, IBANEZ s GEORGE 

BENSON SIGNATURE GB10JS 

($1,499) looks more like an overgrown 

Les Paul than a traditional archtop, 

but the little Benson has a deep, 

jazzy tone that moves easily between mellow and aggressive 

tones. Its spruce top and flaming maple back and sides help yield 

surprising projection from such a little box. A pair of rich-sounding 

floating IBZ GB Special mini-humbuckers proved versatile, though 

the fact that they were wired out of phase proved to be somewhat 

of an obstacle. If you combine the pickups at full strength, the bot¬ 

tom will drop out; to avoid this calamity, try setting each pickup to 

a slightly different volume. The three-piece maple neck—with 22 

smooth frets and a bound rosewood fingerboard—is as fat as a 

baseball bat and takes some getting used to, especially up 

around the heel, where reaching the lower strings requires some 

serious stretching. Other than that, the Benson's attractive de¬ 

sign, small profile, and solid rejection of feedback make it an 

The appeal of 

the archtop guitar 
goes deeper than 

curiosity, 
cosmetics, 

and nostalgia. 

The J1OTS responds well to dynamics: it’ll make for a good 

strumming guitar as long as you're careful not to bang your hand into 

the volume knob, which is mounted onto a beautiful maple pick¬ 

guard. I can imagine that singer-songwriter types will enjoy using the 

interesting alternative. 

Of all the guitars I tested. GUILD'S thinline X170 MANHATTAN 

($1,999) seemed the most "electric” to me. Its acoustic sound was 

bright and rather quiet—perhaps a result of its maple top (laminat 
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ed), neck, back, and sides—but I could hear 

a special jangle that would really emerge 

when I plugged it in. 

The X17O proved itself practical for a 

bunch of reasons—size among them, requir¬ 

ing only a slight adjustment after a night with 

a solidbody. The X170 employs two top¬ 

mounted Guild humbuckers that offer a dis¬ 

tinctively bright, jangling sound; the X170 

rejects feedback well and cuts like an angry 

football coach when called upon. 

I loved playing open chords on this guitar, 

especially through a slightly driven tube amp; 

it handled jazz well, too, though its longer 

scale, which contributes sharp attack and 

large-sounding chords, means you must 

stretch a little more to nail the tougher voic-

ings. Even with tight medium-gauge strings, I 
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liked playing blues on the X170, where the 

extra effort of bending was rewarded by the 

combination of sharp, articulate attack and 

full underbody tone. 

The mid-depth EPIPHONE EMPEROR 

REGENT ($1,499) is an acoustic guitar in 

every sense. The combination of spruce top, 

laminated maple back and sides, and long-

scale 25-1/2" three-piece maple neck with 

rosewood fingerboard gives the box a loud 

and brassy tone, with enough cut to hold its 

own comping in a mid-sized ensemble with¬ 

out amplification. While the Regent's con¬ 

struction details don't always compare to 

those of the more expensive instruments we 

auditioned (for example, the neck's heel was 

made of three separate pieces), our Regent 

looked way-pretty in its honey natural finish 

and was quite easy to play, offering low, silky 

action with nary a buzz. Intonation was con¬ 

sistent up and down the neck. 

I found the electronics adequate but 

somewhat limited. A single floating OBL 

mini humbucker is mounted on the pick¬ 

guard, which also carries the volume and 

tone controls. The pickup offered plenty of 

detail, but lacked body; rolling off the tone 

knob's response warmed up the sound, 

but seemed to rob the tone of richness 

and power. 

EPIPHONE s HOWARD ROBERTS 

($1,229) shares many characteristics with 

the Emperor Regent (including scale length, 

pickup, neck construction, and floating rose¬ 

wood bridge) but still manages to differenti¬ 

ate itself. The Roberts eschews F-holes, opt¬ 

ing instead for an oval soundhole reminis¬ 

cent of Django Reinhardt's famous Selmer. 

The cherry-finished laminated curly maple 

top on the test guitar looked exquisite—even 

more refined in the finishing details than the 

more expensive Emperor. To my eyes, the vol¬ 

ume and tone controls were oddly mounted 

on the body, but from a playing standpoint, 

the knobs were less obtrusive, especially 

when strumming. The Roberts has a distinct¬ 

ly mellow acoustic tone; chords sound bal¬ 

anced across the fretboard. Like the Regent, 

the action is very speedy up and down the 

neck. As with the Regent, I found the elec¬ 

tronics adequate. Both of these wallet-friend¬ 

ly boxes offer a combination of playability 

and price that the more casual archtop seek¬ 

er may find tough to resist. 'fl' 
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Goin’ with the 
^Flow 

times having less time is more useful because it keeps things moving." 

Move it does. From the opening feedback squall and pounding death¬ 

waltz dirge of “One Piece” through the cold-cocked deception of "Saints 

Around My Neck," the band fires with all pistons. That overt aggression is 

tempered by songs like “The Fade Outs” and “March," which recall Marquee 
Moorrera Television, with Zedek’s and Brokaw’s guitars joined in a delicate 
tangle of jagged melody. 

Such intermingling wouldn't be so effective without Come's attention to 

sonic textures: For the Stream sessions, Zedek played a “swimming pool" 
Hagstrom—the one with the “cheese-grater" apparatus between the pick¬ 

ups—through a silver-face Fender Twin Reverb from the Seventies, while 

Brokaw alternated between a '67 Fender Jazzmaster and Kolderie's 

'58 Gretsch played through two Tokai distortion pedals into another Fender 

Twin Reverb or a Hiwatt 100-watt head and a custom-built 4x12 cabinet. 

Throughout Stream, Zedek’s and Brokaw's finely-crafted arrangements 
and careful chord voicings draw you in, but it's their rough-hewn vocals 

that complete the seduction. Zedek handles most of the singing: while 

Brokaw’s voice complements the songs he sings, it can’t carry the 

emotional suspense found in Zedek’s gruff and remarkably androgynous 

timbre. But it doesn’t really matter whether Zedek and Brokaw trade off 

vocals or leave them out altogether, as on the clarinet-riddled “The Former 

Model.” All the more room to enjoy the thrall of Come's melancholy 

and menace.—Michael Gelfand 

H
ave you ever noticed how the music industry regularly champions 

its disposable waste but can’t seem to hold faith in the staying 

power of its true talent? You know—that old “Ah, they’ll-never-be-

this-good-again” caveat? Well, in the case of Come, it’s time to 

abandon that pessimism and embrace their brooding, embroiling, and, yes, 

enduring beauty. 
Come's songwriters Thalia Zedek and Chris Brokaw have changed rhythm 

sections more often than some people change underwear, but they've 

managed to deliver three provocative albums along the way. There's always 

been a special spark between Zedek and Brokaw, and now, with the addition 

of bassist Winston Bramen and drummer Daniel Coughlin, Come realizes 

their vision with the dark but blissful Gently, Down the Stream. Most of its 
songs engage you with the band’s penchant for idiosyncratic meters and 

swollen dynamic transitions, but the overall effect is less disturbing and 

more hypnotic than you might expect. In fact, there’s a certain comfort 

to all the disarray. Perhaps that’s due to the sequencing of titles, which, as 

Brokaw says, “can dictate the effect that a record has, what the beginning 

of the story is.” (In this case, it sprang from Zedek: "Thalia was particularly 

enamored with the idea of [the album] being connected with the line, 'Life is 

but a dream.'") Gathering with engineer Paul Kolderie at Fort Apache Studios 

in Cambridge, Massachusetts—virtually in the band's backyard, and within 

bike-riding distance from Brokaw's house—Come churned out Stream in a 
matter of weeks. “We didn't have much time,” recalls Kolderie. “But some-

85 APRIL 1998 MUSICIAN 



re tords 

Yamaha NS-lOs, two 24-track Otaris, and the very same custombuilt '72 API 

console that was used to record Frampton Comes Alive.) 
As preparations began for the recording, the band quickly realized that 

they wouldn’t have enough time—to record—to every song they wanted; af¬ 

ter agreeing to disagree, they whittled down a “must” list of forty songs to 

a more manageable master list of seventeen—including two new songs— 

creating two separate sets (for the ensuing performances on Friday and 

Saturday) with alternate takes to be recorded during soundchecks before 

each show and throughout the preparatory run-through on Thursday. 

"The difference with a live record versus the studio animal is, we can't 
go, 'Hold on a minute.' You go with what you got, and I love being out on that 

limb," says Hodges. “The limb breaks or the limb holds. That's what Jason 

& the Scorchers has always been about. This band has always had the 

Warner Hodges is buggin’. His band, Jason & the Scorchers, is 

almost finished with a pre-recording soundcheck, but he’s still 

"stressing out,” i.e., chain-smoking before, during, and after 
each song; it’s not until the band starts tearing through “Last Time Around” 

that he finally relaxes. Grabbing the headstock of his Fender Telecaster 

with both hands, Hodges furiously thrusts the guitar under his right armpit. 

It’s a maneuver that, for a split-second, seems ill-conceived, but as the 

guitar arches back over his left shoulder and dives toward the stage floor at 

breakneck speed, Hodges reaches out blindly and catches it in time to nail 

the downstroke. It’s an exhilarating display of rock-&-roll bravado, but no 

one’s paying attention; soundmen are scurrying around setting up mies 

and shouting into walkie-talkies while disinterested bartenders lifelessly 
unpack bottles of tequila at the back of the room. 

_ __ 

Jason & the Scorchers 

The room in question is the Exit/lnn, which, depending upon who you 

ask, is regarded either as one of Nashville, Tennessee's worst dive bars or 

its premiere rock venue. Whatever way you choose to look at it, it’s where 

Jason & the Scorchers first made a name for themselves, and it's also 

where they've chosen to record Midnight Roads and Stages Seen, their 
long-awaited live album for Mammoth Records. 

"We've wanted to do this for a long time," Hodges explains between 

draws on a Marlboro Menthol. “It was just a question of us getting it 

together, being able to do it the way we wanted to do it—with a full-on, 24-
track truck so we never have to stop. It's all analog, 'cos we ain't digital 
dudes. It comes down to us now; if everything's the way it's supposed to be, 
it's our job to deliver a decent show.” 

The Scorchers say they want Midnight Roads to be a major statement in 
the same way that Alive cemented Kiss' live reputation back in the mid¬ 
Seventies, so they left no room for falling short of that mark; Hodges (who's 

producing the record) and the rest of the band (singer Jason Ringenberg, 

drummer Perry Baggs and bassist Kenny Ames) chose to rent a mobile 

recording truck and a massive generator instead of setting up rented 

recording gear backstage and hoping that everything went off as planned. 

(Opting for the mobile truck immediately paid dividends, as it arrived with 

potential to be the best bar band in America on a given night, and we've 

been the worst, too. The potential's supposed to be there, and good rock & 

roll to me is supposed to be like, ‘Aw shit, what's gonna happen next?’ 

“Everybody in this band has always been willing to fall on his face," 

says Hodges. "Hopefully you don't. When we do, it’s a major fucking 

catastrophe, but that’s okay. I know there's gonna be a few chords missed, 

and I know there's gonna be a few things said that shouldn't have been said, 

but if it’s a good screw up, it’s gonna be there [on the record], I want this 

record to be as close as we can possibly make it to a sweaty night in 
Nashville with Jason & the Scorchers.” 

To ensure that the band's performance would be captured without any 

sacrifices, every mic and DI output onstage ran into a splitter box, enabling 

their performance to be sent simultaneously to the house's main mixer as 

well as the monitors and the mobile truck for independent mixes. (Associate 

producer Michael Janas pulled double duty, manning the house's mixing 

board while coordinating the efforts of monitor engineer Kyle Miller and 
mobile engineer Jeff Bakos.) 

So as the band pounds it’s way through the end of "Last Time Around," 

Ringenberg leaps from the stage and struts toward the back of room, 

pacing as he listens to the floor mix. “Best damn sounding room in the 

South,” he shouts. The rest of the band is equally satisfied with their stage 

sound, but before they can start recording, Hodges wants to hear what’s 

printing to tape. “I’ll know tonight if I can leave here being just the guitar 

player in the band for the next two nights," says Hodges. “That’s what I 

want. We'll get some stuff on tape, make sure the sounds are what we’re 

looking for, and then I can put on the guitar player hat and say 'To hell with 
the producer thing’ for the next two days.” 

As Hodges walks outside to the mobile truck, Ringenberg sits down 

and reflects on what's about to happen: "When you've been in the business 

for a long time, you really can't take anything for granted. It could all be 

gone tomorrow—really easily, you know? And to be together after all these 

years—sixteen years—and to do a live album, it’s really a spiritual 

experience. It brings back all the memories of the band: the work we've 

done, and the thing we've built up—which ain’t that big, but it’s ours. 

“It isn't because we've had a hit single or anything like that,” he 

explains. "We’ve gained everything we've got the hard, hard way. The 

absolutely hardest way there is, from playing and basically being a punching 

bag; that's what it essentially boils down to. You’ve got to be able to take 

punishment to survive this long and not have hit records. You’ve got to be 

able to take lots of abuse, and we took it, but now we're on the other side 
of something and feeling real good about it.” 

Pushing himself up from his seat, Ringenberg wears a supremely 

confident look. "I don’t have any doubts that we’ll nail it,” he says with a 

smile. “I just hope I remember all those words.”—-Michael Gelfand 
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Marc Johnson’s Bass 
Desires 

The Sound of Summer Running (Verve) 

In improvised music, the mere presence of "big names" doesn't guarantee anything in the way 

of rapport or divine moments. But with The 
Sound of Summer Running, bassist and composer 
Marc Johnson has crafted a remarkably personal 

outing that is an aural and emotional oasis in a 

desert storm of jazz scholasticism. In one sense, 

the record is a musical and geographical whistlestop 

tour through the rural outposts of Americana, equal 

parts jazz and folk, with an overlay of what may 

loosely be called country. And in teaming Bill Frisell 

with Pat Metheny. Johnson has fulfilled many a fan's 

vision of a collaboration between the two most im¬ 
portant improvising guitarists of our generation. 

(Drummer Joey Baron rounds out the quartet.) 

The chemistry between them is everything one 

could have anticipated, and then some. "It took us 

like all of thirty seconds to hook up like we’d been 
playing together for twenty years," Frisell enthuses. 

Metheny echoes his accolades: "From the first note it 

was like Bill and I had been playing together forever. 

We couldn't do anything wrong with each other. Weird¬ 

ly, and not in a bad way, the music ends up sounding 

very much like my band in '77-’78, with Frisell substi¬ 

tuting for Lyle [Mays]. Who would have thought it?” 

Well, Marc Johnson, for one. "When I think about 

some of my favorite music, I have to say it’s some 

of the first things Pat did. Subconsciously, maybe 

that's why it came out like that. Bill and Pat just 

played so well together, and you don't have to go 

too far to understand why, when you look at Bill's 

Americana roots and Pat's definite tradition in his 

music; when you go back to recordings such as 

New Chautauqua, they all have a strong folk ele¬ 
ment in them.” 

The Sound of Summer Running also benefits 
from a typically dynamic Joe Ferla recording, from 

the jangly acoustic quality he elicits from electric 

guitars, right down to the elusive subterranean pres¬ 

ence of Johnson's bass. The music breaks down 

into two sections, roughly approximating celebra¬ 

tion and reflection: Tunes 1-7 comprise something 

of an Americana pastiche, while tunes 8-10 close 

out with ballad moods, including a gorgeous Methe¬ 

ny tune, “For a Thousand Years,” its lovely chordal 

harmonies underscoring Johnson's own Bill Evans 

connection. Elsewhere on the tour, Johnson's open¬ 

ing “Faith in You" and the title track reflect a melting 

pot of Southwestern rhythmic and melodic sources 

in the twin guitars' symmetry and the Baron/John-

son team's translucent swing. 

Moving deeper into the backwoods, there’s a 

bluesy shuffle ("Union Pacific") and a funky “With 

My Boots On," where the Baron/Johnson groove 

might best be characterized as a Motown Blues. 

(Shades of Benjamin and Jamerson on "Come See 

About Me"). "I don't know where that came from," 

Johnson laughs. "At first I thought the tune was go¬ 

ing to be a real strident electric kind of thing. But it 

got more acoustic as it went along, and we settled 

into that Bayou kind of groove. The music was real¬ 

ly put together in the rehearsals and the studio. I 

(records)— 

marc Johnson 

came in with some melodies and some basic struc¬ 

tures to improvise on. But the formatting and the ar¬ 

ranging was decided en masse, within the group, 
because I wasn't sure what was going to work, and 

a lot of editing got done in the rehearsal process, 

two days before the recording session. Two long 

eight-hour days.” 

Despite the presence of two guitar heroes, this 

is clearly Johnson's record, and the sound and sub¬ 

stance of his bass playing holds much of it togeth¬ 

er. “My bass is a difficult instrument to record,” he 

muses. “In a solo context, it sounds great. But as 

soon as you start adding other instruments, it starts 

to lose punch or clarity. Part of the reason is, I don't 

have a lot of punch in my attack; it doesn't project in 

that way. I like my action medium to low. but it's 

not real rubbery, because there's still some ten¬ 

sion in the strings. I use the Tomastik Weich strings, 

which have a softer core, so they're a little more 

flexible. I like the sound; it’s really rich, which is 

probably why I was attracted to it twenty years ago.” 

Much could be same for this album, whose delicacy 

and durability are likely to attract listeners twenty 

years from now as well.—Chip Stern 

Led Zeppelin 
BBC Sessions (Atlantic) 

ootleg junkies and Those Who Were There 

will testify that for at least three or four years 

Led Zeppelin were probably the best live 

rock band on the planet. Until now, though, the offi¬ 

cial recorded evidence has been lacking: The band’s 

one live album. The Song Remains the Same, scales 
more heights of self-indulgence than of excellence. 

But the long-awaited release of this collection of 

BBC Radio One recordings from LZ's live prime 

should be enough to silence the skeptics. 

Here the mettle of the mighty Zep comes 

through loud and raw. The band recorded six times 

for the BBC, five sessions within a four-month pen 

od in 1969 and one session in April 1971. Most of 

the songs they cut are included here. Of the four¬ 

teen tracks from '69, only the final four feature a live 

audience. The others are studio recordings, com¬ 

plete with overdubbing—an extra guitar or organ 

here, some vocal double-tracking there—that's a 

bit unpolished. Still, this is fun stuff, particularly the 

ultra-heavy blues numbers and the first of three ver¬ 

sions of “Communication Breakdown." which 

boasts a tension-building solo guitar intro from Page. 

Two previously unheard covers—Sleepy John Estes' 

“The Girl I Love" and Eddie Cochran’s “Somethin' 

Else”—add little to the legacy, although Robert 

Plant's wailing on the former is pretty gripping. 

But on the real live material, Zep unleashes its 
full power. A devastating June '69 performance from 

London's Playhouse Theatre, featuring a twelve 

minute blowout on “How Many More Times," is 

merely a taster for Disc Two. which presents nearly 

all of an April '71 Paris Theatre show, including a 

stellar “Since I’ve Been Loving You” and top-notch 

renditions of “Black Dog," “Going to California," and 

"Stairway to Heaven"—probably the first time most 

of the audience had heard any of these titles. Con¬ 

sidering how self-assured the band sounds, it's sur¬ 

prising to hear Page confess that at the time they 

were suffering from stage fright. 

"Those BBC audiences were so quiet and po¬ 

lite," he recalls. "They were told to be, of course. 

But compared to the audience reaction we were 

used to, it was nothing. We felt a lot more pres 
sure to boost the excitement level ourselves. 

Robert in particular was very nervous.” Partly for 

this reason. Plant insisted that all his stage patter 

be edited out. Liberal use of Digidesign Pro Tools 

made this easy; it also hepled to cut down the med 

ley at the end of "Whole Lotta Love,” which other 

wise would have been too long to fit on one CD. 
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Besides this editing and basic digital remaster¬ 

ing, Page says little needed to be done with the orig¬ 

inal tapes. "The mixes are as they were, done for 

broadcast. You can't change them, so there's no 

point in arguing whether the bass is too loud or what¬ 

ever. It's a miracle that they survived, actually: The 

BBC had transferred them to DATs, which for some 

reason sounded awful, but luckily they hadn’t thrown 

the master tapes away after they'd made the DAT 

copies, so we could still go back to the originals." 

The Paris performance, Page admits, is "by no 

means the best gig we did,” but it does perfectly 

capture the vocal firepower of the young Plant, the 

blistering if occasionally shaky guitar work of Page, 

the rumbling leviathan that was the John Paul 

Jones/John Bonham rhythm section, and the envi¬ 

able telepathy among all four musicians. BBC Ses¬ 
sions is a must own.—Mac Randall 

Kristin Hersh 
Strange Angels (Throwing Music/Rykodisc) 

It takes a few listens before my stuff sinks in," laughs Kristin Hersh. "Or so I've heard over the 

last ten years!" There's no bitterness in Hersh's 

statement: it's merely that in a decade spent 

fronting East Coast post-punk darlings Throwing 

Muses, she was used to—and not unhappy 

about—the band's cultish status. “We actively tried 
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not to have hits, because we felt that if we had one, 

it would be a fluke, and everything else we did would 

be seen as a failure," she reasons. “Whereas if 

you play for the people who want to listen, you're al¬ 

lowed to work in the corner of the music business, 

and you get all this artistic integrity projected on 
you," she chuckles. 

"The singer/songwriter's new record and sec¬ 

ond solo album, Strange Angels, will likely keep 
Hersh in her contented corner. Esoteric but not un¬ 

approachable, the fifteen tracks here comprise a 

record that's at times almost too unassuming yet 

still reflects the pleasingly quirky personality of its 
creator. 

Strange Angels is a pure, stripped-down, seem¬ 
ingly stream-of-consciousness collection, from both 

a musical and lyrical standpoint, reflective of 

Hersh's approach to recording and writing. "I don't 

demo acoustic songs, don't even write out the sheet 

music, and I often don't play them. I have three 

kids; I don't have time to shower, much less pick up 

a guitar," she explains. "I do everything in my head, 

and often the first time I play a song is when I book 

the studio. Hopefully I've rehearsed enough in my 

head that things come together in a positive way." 

The studio was "Joe's garage," the home setup 

of songwriter friend Joe Henry. He shares production 

credit with Hersh, who. despite grand plans for 

guest musicians, ended up with a true solo record 

that features guitars, piano, percussion, and sam¬ 
pled strings. 

Kicking off with the haunting, intimate "Home," 

the album moves forward so gently that two of its 

most memorable and dynamic songs, "Stained" 

and “Shake,” segue seamlessly into each other. 

One tune, the unusually confessional "Heaven," did¬ 

n't sequence so easily. “There's no sonic reason 

why it should stick out, but it does," Hersh agrees, 

"so much that we were gonna take it off the 
record." 

Along with the peppy, acerbic “Pale,” "Heaven” 

offers an upbeat contrast to the frequently somno¬ 

lent-sounding material, all framed by Hersh's slight¬ 

ly dusky vocals. More fully realized than her “naive” 

solo debut, Hips and Makers (1994), Strange An¬ 
gels achieves its ambitions of comfort, warmth, and 
cohesion. 

“I knew how to use the character of the room, 

the instruments, and the microphone to capture a 

full-spectrum sound.” she explains. “I wanted to 

make sure it wasn't as floaty and ethereal as some 

acoustic albums can be. These songs called for 

simpler, drier treatments, and vintage mies are per¬ 
fect for that." 

Hersh, who tends to personify her songs when 

describing them, also "listened"—literally—to 

her tunes and decided that, like Garbo, "the 

songs just wanted to be left alone.” Indeed, fol¬ 
lowing the initial tracking, Hersh got rid of nearly 

half the overdubs. “Like the Meat Puppets say, 

the guitar can't make a bad sound. I know they 

do a lot of acid, but I think it's true!" Hersh con¬ 

cludes. “You gotta respect all the noises the in¬ 

strument makes." 

—Katherine Turman 

Swervedriver 
99th Dream (Zero Hour) 

It's worth noting up front that this English four¬ some hails from Oxford, the same town that gave 

birth to Radiohead back in '92, if only because 

Swervedriver and Radiohead have had similarly un¬ 

easy relationships with the prevailing forces of Brit¬ 

pop in the Nineties. Neither group has so 

openly/shamelessly embraced/imitated an Ameri¬ 

can style-of-the-times as Bush did with the sound of 

Nirvana. But from the start, which was in 1990 for 

Swervedriver, each band dug its heels into rocky ter¬ 

rain composed of the same Sixties garage-punk al¬ 

loys common to grunge before diving off into churn¬ 

ing psychedelic waters miles deeper than the pond in 

which Oasis baptized themselves the new Beatles. 

It's also worth pointing out that 99th Dream is 

more or less the same album Geffen was about to 

release before dropping the band early last year, if 

only to observe that it's the kind of challenging yet 

accessible disc that might easily have connected 

with the same U.S. audience that bought Radio¬ 

head's OK Computer. Whether or not that commer¬ 
cial opportunity has passed them by, this album 

still shimmers with warm, radiant waves of ultravio¬ 

let guitar bursts, gleaming hooks, and the intense 

reflection of singer/guitarist Adam Franklin's surre¬ 
alistic sonic sketches. 

Looking on the bright side, Swervedriver got to 

keep their album as well as the 24-track studio 

they'd put together with Geffen's money to record it. 

They also had a year in which to fix the one tune on 

the disc they hadn't been happy with, a short and 

bittersweet anthemic rocker titled "These Times." 

As one of the more immediately catchy tracks from 

a band that's been known to go off on extended 

texture jams—there are two tension-and-release gui¬ 

tar workouts on 99th Dream that run past seven 
minutes—"These Times” hardly seemed broken in 

its original version. But, as drummer Jez (who built, 

maintains, and lives next door to the group's 2,000-

square-foot Bad Earth studio) explains, there was 

some concern over the song's similarity to the 
sound of Oasis. 

"We found ourselves getting sucked into this 

funnel with 'These Times' until we realized that both 

Adam and Jimmy [Hartridge, guitarist] were playing 

in standard tuning, which we almost never do. So 

Jimmy switched to D-C-G-D-C-G, his current favorite, 

and suddenly there was the thickness of that 
Swervy sound." 

Jez reveals two other tricks of the Swervedriver 

trade. One is his compressor fetish, which has led 

him to outfit the studio with rich, warm-toned 

Chiswick tube compressors. The other is a mal¬ 

functioning distortion pedal, which Hartridge uses 

throughout 99th Dream to create a deep, undulating 
tremolo that lies somewhere between echo, vibrato, 

and feedback. "It's a Boss Super Distortion Feed¬ 

backer that's broken," he says. “If you switch it on 

and then hold your foot down on it, the light starts to 

flash and the sound oscillates like crazy." 

But Swervedriver's real secret is the balance the 

band strikes between the out-there aural experimen¬ 

tation characterized by the backwards guitars and key 
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—re 'ords 
board loops on ‘These Times" and the organic sparks 

that fly when nothing more complicated than bass, 

drums, and duo guitars coalesces around a killer riff. 

That, too, is a worthy revelation.—Matt Ashare 

Denny Brown 
Curious Dream (Avenue) 

Not fancy, but good,” read the sign in a funky 

Italian restaurant I used to frequent, and 

that pretty much sums up Denny Brown. An 

old-fashioned troubadour in the Springsteen mold, 

he specializes in tales of sensitive tough guys (and 

gals) caught in desperate circumstances, with only 
a brave heart for defense. Not to say Brown 's an im¬ 

itator, nor do his romantic visions extent to the 

“crazy Billy and West Side Janie" excesses that 

once led the Boss into self-parody. But that's his 

tradition, and he serves it well on Curious Dream. 
Brown's two-plus decades of experience as a 

singer/songwriter show in his low-key confidence. 

Shaded with gentle accordion and violin, the leisure¬ 

ly “Stormful of Anger” depicts two people watching 

a terrifying storm from the security of indoors. The 

contrast between lazy tempo and ominous events 

makes the snapshot of a midnight sky in afternoon 

all the more vivid. "At Random" exploits the soulful 

rasp in his voice, adding a poignant edge to a story 

of mob brutality; Brown's sorrowful wail reveals 

someone who feels powerless to right a wrong. On 

a livelier note, he growls with persuasive defiance in 

"White Collar Crime," snarling, "Lost my con-

science/And I feel fine” to a driving beat. 

Curious Dream boasts a deft supporting cast, 
especially the eminent Booker T. Jones on organ, 

gospelly backing vocalist Arnie Stocking, and lead 

guitarist David Grissom, whose jagged fills boost 

the thrill quotient of the spooky title track. Brown's 

always center-stage, however, the way producer (and 

drummer) Erik Nielsen intends. "Denny’s got a good 

voice that's gravelly and expressive," he notes. "The 

idea is to capture the vibe of his performance so 

that it's exciting to the listener.” In short, Nielsen 

tries to be true to how Brown sounds in real life. 

"When you record on half-inch analog tape and 

then shrink it down to CD, a lot of detail can be 

lost," says Nielsen. "Digital's not as cool a process 

as people think." To compensate for sonic deterio¬ 

ration, he tries to get as much stuff as possible on 

tape up front. “I have an AKG C12 microphone 

that's just unbelievable; I think it's the most opulent-

sounding vocal mic ever made. I looked for two 

years before I found it. It's a large diaphragm con¬ 

denser mic, so it captures more of the sound in the 

room; it takes a bigger picture." 

Befitting his philosophy of "straight-up music with 

Nineties technology," Nielsen would rather pursue a 

strong take than piece together snippets of different 

performances. His organic approach pays off on 

"Jimmy Kid,” a somber soliloquy reminiscent of 

Springsteen's Nebraska. Assuming the guise of a 
teenager doing reform-school time for causing a 

friend's death, Brown delivers an Oscar-worthy blend 

of remorse and denial, in one breath admitting guilt, 

in the next insisting the ill-fated Jimmy was “much 

too fragile.“ It's downright chilling to hear this hap¬ 

less dude contemplate his bleak fate. 

The song's grim power underscores the more 

modest dimensions of the other tunes. Though 

thoughtful and engaging, “Jenny’s Ride" and "Gypsy 

Lane” seem overly restrained, with craftsmanship su¬ 

perseding the messier emotions that must 

have sparked them. Denny Brown commits no er¬ 
rors on Curious Dream, but the harrowing "Jimmy Kid” 
suggests he’s capable of more than artful 
decorum.—Jon Young 

DJ Krush 
MiLight (Mowax/ffrr) 

ike the Cecil B. De Mille of surreal hip-hop. 

Tokyo's DJ Krush draws on a sampled cast of 

thousands to create his sleek, artful epics. 

Krush’s sparse beats, abstract melodic snippets, 

and insular atmospheres are a luminous surprise 

amid hiphop's boastful gangstas and provocative fe¬ 

male teasers. But as with any director re-imaging 

the talkie, some ambitious Krush scenes dazzle 

with noirish style, while others fade weakly to black. 

As spooky as Cali’s DJ Shadow, yet as sentimental 

as Paris' DJ Cam (who guests here). Krush plies 

old-school hip-hop with the experimentalism of the 
British trip-hop clan. So while Japanese rapper Rino 

imitates and Brooklyn B-boys (Stash, Shawn J. Pe¬ 

riod, Finsta Bundy) prognosticate, the music eerily 

swells like a Satie funeral march. From typical "real 

niggas" storytelling ("Real") to minimalist jazz 

tableaux ("From DJ Cam" and “Le Temps"), Krush 

maintains hip-hop's repetitive beats while deftly 
adding weird twists. 

"If you listen to each of the tracks, they're all 

different in their own way,” Krush says. "If it sounds 

smooth, it's not a conscious effort on my part. I 

guess it's the color, the air, the smell, the texture, 

that runs throughout the album that gives it the feel¬ 
ing of wholeness." 

Lest you think that Krush is purely a sampling 

Svengali, he also spins a wicked turntable. Along¬ 

side the standard Technics SL-12OO MKII, Krush 

uses a Vestax PMC mixer, an Akai S100 sampler, a 

Roland MC-50 sequencer, an E-mu SP-12OO drum 

machine, and a Roland VS-880 tape deck. 

At 28 individual pieces and 75 minutes, though, 

MiLight could stand some editing. Hip-hop may have 
gone global, with its influence echoing across the 

range from Portishead to Black Grape, but do we re¬ 

ally need more “yo yo" and “who's in the house” 

("Hitotsu No Marai’’)? Such are Milight's crimes 
when the record wears thin, but it's Krush’s gift that 

the rapping never overshadows the music. 

Using mystery as a main ingredient, Krush opens 

with a crackling spoken-word intro, which gives way 

to a Japanese rap over dissonant piano ("Shin-

Sekai”). As urban philosophers vent their depressed 

world views, sweetly melancholic tracks surface like 

set pieces in a dream world. The sharp snare and 

simple piano figure of "Jugoya” underscores an enig¬ 

matic vocal chorus and a happily chirping bird; "Lis¬ 

ten" drapes chimerical electric piano and pots-and-

pans percussion over a slapping groove; "Jikan No 

Hashi 2” applies organ swells like a soothing balm. 

DJ Cam’s brief appearance on “Le Temps” adds a 

dash of lightness to the blunted beats and worri¬ 

some raps. But except for "From Futura 2000” and 

Krush’s turntable hijinx on "From DJ Krush," the 

rest of the album veers toward bleak fortune-telling 

and monotonous posturing. 

One of the album’s closing tracks has nothing to 

do with rap but does show off Krush’s strength as 

an international alchemist. John Lennon’s “Mind 

Games" is given a dutiful reading by Eri Ohno, who 

sounds like Della Reese copping Erykah Badu. 

Krush surrounds his timeless lyrics with an oozing 

chordal bed, a womb-like bass, and a reverberating 

drum kit, proving that the truly cerebral never goes 
out of style.—Ken Micallef 

Charles Mingus 
Passions of a Man: The Complete Atlantic 

Recordings 1956-1961 (Rhino/Atlantic Jazz) 

Among the most vital items in the catalog of 

Charles Mingus, this well-assembled six-CD 

box follows in the footsteps of similar Rhino 

projects documenting the works of John Coltrane 

and Ornette Coleman. The major qualifier of the ti¬ 

tle—"1956-1961"—indicates that we’re only get¬ 

ting part of the story, which is sort of a good thing. 

Including Mingus' later (1973-79), less-inspired stint 

with Atlantic would have simultaneously jerked up 
the set’s price and lowered its value. 

Instead, we have the sessions that produced 

Pithecanthropus Erectus. The Clown, Blues & Roots, 
Oh Yeah, and Tonight at Noon, featuring a staggering 
array of saxophonists playing music that never, ever 

sounded like it was composed, orchestrated, and 

stomped upon by anybody but Mingus. Among the 

hornmen: Jackie McLean, Eric Dolphy, Roland Kirk, 

John Handy. Pepper Adams, J. R. Monterose, and 

the still-underrated tenor titan Booker Ervin. "Let’s 

put it this way," recalls Mingus’ recording engi-

neer/producer Tom Dowd. “If Mingus was a film di¬ 
rector, he'd have cast his pictures well.” 

The result is music that sounds as startling in 

this configuration as it will in the next millennium's. 

Dowd was recording engineer at every session here 

but one (the live set Mingus at Antibes); he re¬ 
members with wonder the methods by which he'd 

try to get down on tape the sound of the Wandering 

Mingus. "I had him fenced off from the obviously 

bad leakage problems that I would encounter, but 

he was free to walk around. And if he'd been playing 

and couldn't catch somebody's eye, or something 

was going on that was adverse to what he expected, 

he would promptly pick up the bass and start walk¬ 

ing, playing while he got to where he wanted to get." 

As history, this is invaluable stuff, though disc 

six. which contains a conversation between pro¬ 

ducer Nesuhi Ertegun and Mingus, will be consid¬ 

ered enlightening by most people exactly once and 

then never played again. Still, this dialog does give 

a direct taste of Mingus as a person. It adds up to 

five CDs (including four previously unissued perfor¬ 

mances) that simply do not let up. and a sixth that 

will nearly put you in the same room as Charles 

Mingus. Written records and databases come and 

go, memories fade—but music like this can never 

lose its power or its passion.—Dave DiMartino 
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Music Bakery WhisperRoom the Lincoln Center. Hitachi. Toshiba. 20th Century Fox. Universal Studios. 
NPR Fiat a tie Loom Comfy Carton Toa Warner Bras. Paygram Martey Autko Lads Lucent Techraopes 
Ensoniq Macromedia. Adaptec. Martin-Logan. Crawford Post. ShowCo Mormon Church TV. Pioneer. 
Qualcomm. Carvm MTX, Silver Dolar City the voces or McDonald s Miller Brewing & Sports on Fox and 
mon These people can alltrt any acoaxcal products on the planet they choose ours Soshaddyou 

1-8OO-95WE0GE CAurOleX www.auralex.com 
Fax 317-842-2760 . auralex~auralex.com 

500 CDs $986 
package includes full color insert 

from customer supplied film 

500 CDs $ I 295 
graphics • film we do it all 

IOOOCDsSI 195 
package does not include inserts 

Earth Disc 
I -800-876-5950 

I DO YOU 

Please allow 4 weeks for reply. 

www.pingdata.net/users/rafram/index.html 

Only $79 per song. 

Mail Cassette. CD. or 

DAT. and copy of lyrics 

producers in the industry. 

We can critique your song 

and give you professional and 

thorough analysis to make it 

industry-ready. 

CAN 
HELP! 

Our team, at 

The SONG SHOP, 

has worked amongst 

the finest writers and 
w/check or money order to: 

The Song Shop. P.O. Box 108 

Hollywood. CA 90078-0108 

(WANT TO SELL YOUR SONG? ) 

(WANT TO HEAR YOUR SONG ON THE RADIO?) 

Stop wasting time and money. Call Now! 
Books, Contracts, Copyrights, Software, Tapes, How-To's, Etc. 

Website: http://members.aol.com/rsfSPIN 

FREE CATALO« (800) 487-SPIN 

SERVICES 

// Years Servin g The World 
EASTCO PRO 
Audio/Video Corporation 

— DUPLICA 
•COMPACT 

direct _ _ _ _ — (•CASSETTES 
•VIDEOS 

hie On If HU — Yara 

1-800-365-
-- IOO1 r Guaranteed -

FAX: 716-656-1589 
www.eastcopro com • eastcoé'eastcopro com 

pSSSSt! 
1000 CD s.$1.00 a 
Includes Glass Mastering from your Premaster, 2 Color Label, 

Jewel Box, Collation of your Insert & Shrink. 

1000 Cassettes. 7 5 C ea 
C-40 Normal. Includes Master. Tests, 1 Color Label, 

Norelco Box, Collation of your Insert & Shrink. 

1000 12" Vinyl . $ 1.00 a 
Includes 2 Color Label & Paper Sleeve. (Mastering, Plating 

& Tests Additional). 25c additional for diecut jacket. 

TRUTONE INC. 
310 Hudson Street, Hackensack, NJ 07601 

1-888 TRUTONE (1-888-878-8663) 

MASTERING MANUFACTURING PRINTING 

CD-AUDIO • CD-ROM 
REAL TIME & HIGH SPEED 

AUDIO CASSETTES_ 
Complete Packages • CD-ROM One-Offs 

In-House Mastering Studio • Graphic Design & 
Printing • CD-ROM Production & Archiving 

J to 400 CD-R's Duplicated Overnight 

130 WEST 42ND STREET • NEW YORK, NY 10036 

CHECK OUT OUR WEB SITE AT 
WWW.DIGID0CPR0.COM 

300 CDs S75O 
500 CDs $850 

INCLUDES: GLASS MASTER. 2 COLOR DISC. JEWEL BOX. PACKAGING 
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SERVICES_■ SERVICES ■ SERVICES 

Call now 
NO TAX... NO DUTY... NO PROBLEM! 

‘Professional mastering at affordable rates. Special studio and indie label rates.' 

1-800-835-1362 
for your free catalogue ► www.healeydlsc.com 

|CD PACKAGE INCLUDES: [CASSETTE PACKAGE INCLUDES: \ 
Color 4 page /a panel insert, 2 color on CD printing 40-50 min. chrome tape, color 2 page/i panel J easel. 

pre-master, glass master, jewel box and shrink wrap. dear shell, on shell printing, Norelco box and shrink wrap. 

Barcode included. Barcode included. * V® 
500 CD’s $1099 1000 CD’s $1599 500 CASSETTES $599 

(above prices do not include film separations or typesetting] . ‘ 

IJ^lHEALEYdisc 
'K ■ Manufacturing — 

Prem\r Quality cd/cd-rom and cassette manufacturing 

1000 CD PACKAGE SI450 
1000 CASSETTE PKG. S885 

(Includes printing 2 panel insert) 
Ask about our 

Retail Ready Packages 

LABEL? STUDIOS? 

Ask about our 

PRO VOLUME DISCOUNTS 

AMtech 
1-800-777-1927 
www.amtechdisc.com 
e-mail: info@amtechdisc.com 

• CD ROM & CD Enhanced 

• Real Time & High Speed 
Cassete Duplication 

• Digital Editing 

• Graphic Design 

• Printing 

500 ï-COLOR CHROME CASSETTES $595 REORDER: $385 a 

INCLUDES: WOO I-COLOR INSERTS (500 extra for reorder) t COMPOSITE NIGS 

FROM TOUR CAMERA-READY ART • NORTICO BOX • UP TO 22 MINUTES PER SIDE 

1000 4-COLOR CHROME CASSETTES $899 REORDER: $750 

INCLUDES: 2000 4-COLOR INSERTS (WOO extra hr reorder) EROM TOUR 

PRINT-READY HIM (in Roinbo's speis) • NORELCO BOX • UP TO 22 MINUTES PER SIDE 

500 4-COLOR CHROME CASSETTE SIHGLES $529 REORDER: $275' 

1000 4-COLOR CHROME CASSETTE SINGLES $779 REORDER: $500' 
INCLUDES: 2000 4-COLOR O-CARDS FROM YOUR PRINT-READY FILM (in Roinbo's spots) • 

UP TO 8 MINUTES PER SIDE 'Using extra O-iards from stock 

’ AIL PACKAGES INCLUDE: CASSETTE BUNNING MASTER » TEST (ASSEHi. APEX PRINTING ON CASSETTE « SHRINK-WRAP 

IN-HOUSE CD, VINYL & CASSETTE REPLICATING & PACKAGING - ASK FOR OUR FREE BROCHURE! 
pork on the roof -

IWwRainbo Records and Cassettes —j 
—1738 Berkeley Street Santa Nonka. (A 90404 • (ilO) 829-3476 • Fax (310) 828-8T8S •www.raiiiborec.rom 

1,000 CDs $1099 
zJibi cj^onTev- applied pvnnfln^ ? p|«q 
3 on 
ey«cT pricing — no \oTL or order 

CD 
CD TX>p|ic«hc>n 

One—off* 

Duplicaron 

Pokier 5. 

^o(è^.ionA| De^ioyn 

PROPHET 
Medio Group Inc. 

ca|| .ov a free ca^a|o<> 

1-888-DISC-MFG 
1-888 347 2634 
wvrw.prophetmedio.com 

DR T Mastering 
You will have the big, high-impact major 
label sound that sells discs... or the work 
is free! Custom signal chains. First class 
results. Outstanding short & long run replication. 

Free broch. 800-884-2576 www drtmastering.com 

Bulk CD’s 

600 

1000 CD’s 
For $1100 
in Jewel (Lise/Wrap 

$1.10«. 
with client supplied inserts. CDU Master and Film 

4 Panel 4/IC CD Folder & Tray Card S 275.00 

‘ CD SONIC 
Tel: (617) 424-0670 Fax: (617) 424-0657 

Toll Free I-8K8-CD SONIC (237-6642) 



1719 West End Avenue Suite I OOE 
Nashville, TN 37203 FAX: (615)327-3438 

. run uuiui 
I (From your film) 

MAXELL XLII BULK 

NOW! RECORDING SYSTEMS. INC 

Log onto our Internet Site for more money saving offers! 

Klarity • I Maple St., No. Vassalboro ME 04962 (207)873-3911 

IT S A BETTER DEAL! 

QCQ (800) 859-8401 EuropaDisk 
From your CD heady Master t Print heady Film 

500 CD’s 

oo 

500 CD’s 

Free catalog or quote: (800) 455“8555 

SERVICES SERVICES 

TIRED 

Stop The Presses! 
Do Not Pres¿ Your CDs or Tapes Before You Call Us. 

/I f7 On Musician Magazine Special!! 
/ /I I <000Full-ColorCDs 

$1800.00 
Adam 

knows 

all about 
cancer. 

He's got it. 

f 

Complete Full Color package 

we do it all! package 

1,000 

•1637 

•752 

500 

•1075 

•508 

Why deal with brokers when you can work directly 

with our factory and save? You can rely on our 

20 years of experience to get your project done 

right and on time! Best Service. Best Price! 

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

75 Varick Street, New York, NY 10013 
(212) 226-4401 FAX (212) 966-0456 

i & CD-ROM 

00,000 

Duplication 
Video & Vinyl 
Graphic Design 
Printing 

NATIONAL 
TAPE & DISC 
1-800-874-4174 

CD package includes: 
color 2 page insert, 2 color CD Label, 
all mastering, jewel box, 
shrink wrapping, graphic insertion. 
• From Client Supplied Film Separations 

Compact Discs • CD ROM 
CD +/CD Enhanced 
Digital Bin Cassette 

1-800-928-3310 
World Audio Video Enterprises 

1,000 CDs 
$ 1,550.00 

Come see us on the WEB! 
Our customers appear free with photo, 

contact info and internet link. 
Visit the Klarity Web Site at 

www.klarity.com 

1,000 CDs 
1,000 J«wel/Wrop 
1,000 2-Pg Book/Tray 

FOR COMPLETE COMPACT DISC, 
CASSETTE & RECORD MANUFACTURING 

COMPACT DISCS • 75C EACH 

OCA, INC. • 2832 SPRING GROVE AVE. • CINCINNATI, OH 45225 
(513) 681-8400 • FAX (513) 661-3777_ 

Compact Discs • Real Time Cassettes • Digital Mastering 

(800) 249-1 11O 
National Multimedia services 

THINKING ABOUT 
ADVERTISING IN MUSICIAN’S 

CLASSIFIEDS? 

Call Jeff at I-800-407-6874 for special 
introductory rate. 

PHONE: (615)327-9114 

MEDIAWORKS® 

HIGH BIAS (TYPE II) CASSETTES FOR MASTERING AND/OR ORIGINAL RECORDING 
TDK PRO SA BULK 

1,000 CDs 
$ 1,995.00 
(Complete Package) 

Full Color 

Also Available 
• CD-Rom 
• Cassettes 
• Digital Mastering 
• Posters 

750 00 
300 00 
240.00 

$ 1,290.00 

to learn how St. Jude 
h. Children's Research 

Hospital is helping. 

Call for our WHOLESALE MANUFACTURING GUIDE 

1«800»582»3472 
www. spinnerworldwide, com 

Includes Graphic design, film, two colors on 
disc, glass mastering from your CD-R, 

printing 4 page folder and full-color tray card, 
I assembly and shrinkwrap! Retail-Ready! 

• foal/ar.tOtm vitáis at 

300 

CD’s *975 

Cassettes ”396 

25 CDs 
in as little as ONE DAY for only 

$349! 
Includes jewel case, 

FREE direct-on-disc printing & 
FREE b/w printed insert! 
~ other packages available -

In-House Services 

• Retail-Ready CD Packages 
* Rush. Bulk CD Replication 
• 7'745 & 12" Vinyl Records 
• Cassette Duplication 
• Graphics Design & Printing 

Complete CD packages 
Retail ready including full color inserts. 

GRAPHIC DESIGN 
INDEPENDENT DISTRIBUTION 

Hassle-free CD manufacturing 
joe's production & grille, inc. 
800-688-42 1~2 

CD package includes: 
graphic design, film, 
color 2 page insert, 2 color CD label, 00 
all mastering, jewel box. | 
shrink wrapping, graphic insertion. ■ ■■■ 
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SERVICES SERVICES 

1000 CD’S 
as low as 

$899.00* 
Mastering' From DAT Included 

CD LABS will master your music 
and put it on CD’s for the 

lowest prices in the industry! 

We use the finest Master CD writers & 
software to guarantee you the best 
quality available. That’s why we are the 
choice of studio professionals for CD 
mastering and replication. 

DELUXE CD PACKAGES 
500 CD’s w/4 page/ 4 color inserts.ONLY $1195 

1000 CD's w/4 page/ 4 color inserts.ONLY $1595 

DELUXE CD/CASSETTE PACKAGES 
500 ea.w/4 color Inserts.ONLY $1895 

1000 ea w/4 color Inserts.ONLY $2695 

Prices include glass master. 2 color disc label, jewel boxes, assembly and shrink wrap. 
All prices are based on customer supplied plate ready film for 
printing of the color inserts and label graphic imprint. 

We have full graphic design service available including: 
consultation and design, film & proofs for as low as $345. Call for 
Information if you need assistance on your graphics. 

SPECIAL CD SHORT RUN COPYING PROGRAM. 10 TO 50 COPIES 
OF YOUR SUPPLIED CD AUDIO OR CD ROM FOR ONLY $8 99 
EACH INCLUDING JEWEL BOX 

•Bl LK PACKED W/2 COLOR GRAPHIC ON DISC '.ALSO 500 FOR 
ONLY $699. 

The Sounds of Music | 

12517 CHANDLER BLVD., STE. 107 
NO. HOLLYWOOD. CA. 91607 

(818) 505-9581—(800) 4 CD LABS 

Searching 
for cures.... 
for children's catastrophic 

diseases, since 1962. Formore 

info., call: 1-800-877-5833. 

— ST. JUDE CHILDREN'S 
Í RESEARCH HOSPITAL 
fe. Danny Thomas, Founder 

FREE CATALOG 
« Belden 
♦ Mogami 
• Cañare 
Cable 
Highest Quality 

•Assemblies ‘Patch Panels 
•Snake Systems 4 More! 

Great Prices - In stock 

Unmatched Service! 

800-999-4283 pro_sales@havemc.com 

CD & CASSETTE 
MANUFACTURING 

Featumng the Southwest's 
First & Only Dsgttal Bin Cassette System 
& Largest Real Tíme Cassette Faouty! 
Blank Cassettes • Printing • Graphic Design 
One-Off CD-Rs ■ Digital Mastering & Editing 

PACMGESAVAILABLFI CALL FOR FREE CATALOG! 
CRYSTAL CLEAR SOUND 

@1.800.880.0073 

T-SHIRTS 

Fleetwood MultiMedia 
1000 CDs $1099 1000 CDs bulk 

FREE Mastering 
2 Color CD Imprint 
Jewel Box. Shrink Wrap 
7-10 Day Turnaround 

$799 
With 2 Color 

Imprint 

500 Chrome Tapes 

$715 
Includes 
Everything! 

Full CD & Tape Packages1
CD Replication 
Cassette Duplication 
Graphic Design £r Film 
Printing & Packaging 
CD One-Offs 
Custom Mastering 

Call for a quote that fits your budget 

800-353-1830 (781)289-6800 
www.fltwooa.com 

DIGITAL FSRCF 

212-252-9300 
www.digitalforce.com 

Feel the "Power of Excellence" 
call for POWER PLAY the 
DIGITAL FORCE Sampler & 

Studio Reference Disc 

149 MADISON AVENUE NY, NY 10016 

MonkeYhousE 
Mastering • CD one-offs and small runs • Website 
Development • CD and Cassette Duplication 

Real-time cassette duplication on high quality 
chrome tape: 100 20-minute tapes:$85; 
1OO 50-minute tapes: $125 

1000 Retail ready CDs from your master 
recording and camera ready art: $1750 

Single CDs as low as $15 

(888) MONKEY-5 

complete packaging solutions 

graphicdesign 

illustration 

animation 

$695.00 

multFfnedia/ 

interactive presentations 

www.taag.com 
call for your catalogue 

DESIGN 
design for the music industry 

300 CD 
singles 

Includes: pre-master, glass master. 

2 color CD label printing. 

HbALb Y disc 
■ ———11 1 — Manufacturing 

Premier Quality CD/CD-ROM, 
VHS and Cassette manufacturing 

CD PACKAGE INCLUDES: e WrSfiP 
Color 4 page It panel insert, 2 color on CD printing 5 1 v9 7 
Bee-master, glass master, jewel box and shrink wrap, e 
ARCODE INCLUDED. 5 13 77 

Call now 1-800-835-1362 
for your free catalogue ► www.healeydisc.com 

‘Professional mastering at affordable rates.* 
_*Special studio and indie label rates.* ' I -800-4 10-4855 
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Here’s our product guide which lists the equipment and page number where the players talk about the gear they 
use. Feel free to call or fax the manufacturers listed below for specific info on what the best players play. 
ACOUSTIC SYSTEMS 415 E St. Elmo 
Rd.. Austin, TX. 78745. (512) 444 1961: 
360 preamp. 34 
AKAI 7010 Soquel Dr.. Aptos. CA, 
95003. (800) 433-5627: MPC 3000, 16; 
S100 sampler. 90 
AKG 1449 Donelson Pike. Nashville. TN. 
37217. (615) 399-2199: C414. 26; 
D112. 75; C12. 90 
ALESIS 3630 Holdredge Ave.. Los 
Angeles. CA. 90016. (310) 558-4530: 
MicroLimiter. MicroGate. MicroVerb II. 
3630 compressor. Quadraverb. 24 
AMPEG 1400 Ferguson Ave., St. Louis. 
MO. 63133. (314) 727-4512: B-18 60 
watt Portaflex amp. SVP Pro Preamp. 
300-watt SVT-1. B 15R 60/100 watt 
Portaflex, SVT-II Pro, 34 
AUDIX 29103 SW Kinsman. Wilsonville. 
OR. 97070. (800) 966 8261: OM 7 mic. 
34 
AVEDIS ZILDJIAN CO. 22 Longwater 
Dr.. Norwell. MA. 02061. (617) 871 
2200: cymbals. 34 
BOSS 7200 Dominion Cir., Los Angeles. 
CA. 90040. (213) 685-5141: DM 2 delay. 
DD-3 digital delay. SYB-3 bass synth. CH-
1 super chorus. 34 
CREST AUDIO 100 Eisenhower Dr.. 
Paramus. NJ. 07652. (201) 9098700: 
6001 power amp. 34 
CROWN INT'L 1718 W Mishwaka Rd.. 
Elkhart. IN. 46517. (219) 294 8000: 
power amp. 26 
dbx 8760 S Sandy Pkwy., Sandy. UT, 
84070. (801) 568 7660: 166 compres¬ 
sor. 34 
DRAWMER Charlotte St.. Wakefield. 
West Yorkshire. England. WF1 1UH. 44 
019 24378669: MX40 noise gate. 64 
DRUM WORKSHOP 101 Bernoulli Cir.. 
Oxnard. CA. 93030. (805) 485-6999: 
Turbo 5000 pedal. 34 
DUNLOP MFG 150 Industrial Way. P.O. 
Box 846. Benicia. CA. 94510. (800) 722-
3434: 535 Crybaby wah. GCB 95 
Crybaby wah, TS-1 tremolo, picks, Uni¬ 
Vibe, 34 
E-MU 1600 Green Hills Rd.. Scotts 
Valley. CA. 95066. (408) 438 1921: SP 
1200 drum machine. 90 
ENSONIQ 155 Great Valley Pkwy.. 
Malvern. PA. 19355. (610) 647-3630: 
PARIS integrated recording system, 64 
EPIPHONE 1818 Elm Hill Pike. 
Nashville. TN. 37210-3781. (615) 871 
4500: Emperor Regent. Howard Roberts, 
82 
FENDER MUSICAL INSTRUMENTS 
7975 N Hayden Rd.. Scottsdale. AZ. 
85258. (602) 596-9690: Reverb reissue. 
24; Strats and Teles. Champ. 
VibroChamp. ‘65 Deluxe. Sidekick 10. 
Pro Junior, 26; '83 Tele, '59 Strat, ‘59 
Strat reissue. ’68 Tele w. Bigsby, 1959 
Twin. ‘65 Spring Reverb, 34; Twin reverb. 
‘67 Jazzmaster. 85; Telecaster. 86 
FURMAN SOUND 30 Rich St., 
Greenbrae. CA. 94904. (415) 927 1225: 
VU 40 signal meter. 34 
GHS 2813 Wilber Ave.. P.O. Box 136, 
Battle Creek. Ml. 49015, (800) 388 
4447: strings. 34 
GIBSON 641 Massman Dr.. Nashville. 
TN. 37210, (800) 283-7135: ‘57 Les 
Paul Jr.. BR-9 amp. 26; ‘68 ES-375, '59 
Les Paul Deluxe reissue. ‘60 Les Paul 
Classic reissue, ‘56 Les Paul w. Bigsby. 
‘53 Les Paul Deluxe, ‘73 Les Paul 
deluxe. ‘80s Flying V. 34; ES-175 reis¬ 
sue. 80 
GRETSCH P.O. Box 2468, Savannah. 
GA. 31402. (912) 7481101: ‘91 Silver 

Jet reissue. 34 
GUILD 7975 N. Hayden Rd.. Scottsdale. 
AZ. 85258. (602) 596-9690: F-30 
acoustic, 26; X170 Manhattan, 81 
HAMER GUITARS P.O. Box 507, 
Bloomfield. CT. 06002-0507, (860) 647-
2244: Duo tone acoustic/electric, eight¬ 
string bass, 12-string bass. 34 
HIWATT 16123 Valerio Street. Van Nuys. 
CA. 91406, (800) 318-8599:100-watt 
head. 85 
HOHNER 10223 Sycamore Dr.. Ashland. 
VA. 23005, (804) 550-2700: Marine 
band harmonica in G. 34 
HOSHINO/IBANEZ 1726 Winchester 
Rd.. Bensalem. PA. 19020-0086. (800) 
669-8262: 0T10 Octave. FL9 Flanger. 
TS9 Tube Screamer. 26; ‘70s flying V. TS-
9 tube screamer. 34; BN5 Black Noise 
distortion pedal, 64; Pat Metheny 
Signature PM 100, George Benson 
Signature GB105s, 81 
JERRY JONES GUITARS 913 Church 
St., Nashville. TN. 37203, (615) 255-
0088: electric sitar. 34 
KORG 316 S Service Rd.. Melville. NY. 
11747-3201. (516) 333-9100: Ml. 26; 
zl keyboard. 79 
LEXICON 3 Oak Park Rd. Bedford. MA. 
01730-1441. (617) 2800300: Jam Man. 
24 
LUDWIG & MUSSER INDUSTRIES P.O. 
Box 310. Elkhart. IN. 46515. (219) 522-
1675: drums. 26; Aerolite Snare. Black 
Beauty snare. Supra Phonic snare. 34 
MACKIE DESIGNS 16220 Wood Red 
Rd. NE. Woodinville. WA. 98072, (800) 
258-6883: 24*8 console. 24 
MARK OF THE UNICORN 1280 
Massachusetts Ave., Cambridge, MA, 
02138, (617) 576-2760: Freestyle 2.0, 
67 
MARSHALL AMPLIFIERS 316 S. 
Service Rd., Melville, NY. 11747-3201. 
(516)333-9100: Power Brake. JCM800 
head. 1960B 4x12 cabinet. 50-watt JMP 
head. 100 watt Super Tremolo amp, 34 
MATCHLESS 9830 Alburtis Ave.. Santa 
Fe Springs. CA. 90670. (310) 801 4840: 
2x12 DC 30, 34 
MIDIMAN 236 W Mountain St.. #108. 
Pasadena. CA. 91103-2967. (818) 449-
8838: Flying Calf D/A converter. 64 
MODULUS GUITARS 575 Seventh St.. 
San Francisco. CA. 94103. (415) 703 
0500: basses. 34 
MORLEY 185 Detroit St.. Cary, IL. 
60013, (800) 284-5172: Analog Echo 
reverb, 24 
MUSIC MAN 151 Suburban Rd.. P.O. 
Box 4117. San Luis Opispo. CA. 93403, 
(800) 543-2255: ‘65 Reverb head. 26 
MXR P.O. Box 846. Benicia. CA. 94510, 
(800) 722-3434: Phase 45. Dynacomp. 
26; Phase 90. Dynacomp compressor. 
34 
ORANGE AMPLIFIERS 1818 Elm Hill 
Pike. Nashville. TN. 37210-3781, (615) 
8714500: 2x12 cabinet. 34 
OTARI 378 Vintage Park Drive. Foster 
City, CA, 94404, (415) 341-5900: MX 
5050 MKIII 8. 24 
PANASONIC/RAMSA 6550 Katella 
Ave., Cypress. CA. 90630, (714) 373-
7277: Ramsa 18-channel board, desktop 
cassette recorder. 26 
PROMARK 10707 Craighead Dr.. 
Houston. TX. 77025. (800) 822-1492: 
TX737SGW hickory drumsticks. 34 
REMO 28101 Industry Drive. Valencia. 
CA. 91355, (805)294-5600: Roto Toms. 
Ambassador and Emperor heads. 34 
ROLAND 7200 Dominion Circle. Los 

Angeles. CA. 90040. (213) 685-5141: 
RE-301 chorus/echo. 24; MC-50 
sequencer, VS-880 recorder, 90 
SABIAN 1 Main St.. Meductic. NB. EOH 
1L0. Canada. (506) 272-2019: RADIA 
cymbals, 65 
SCHECTER GUITAR RESEARCH 6920 
Santa Monica Blvd., Los Angeles. CA. 
90038. (213) 851-5230: Tele-style gui¬ 
tars, 34 
SENNHEISER 6 Vista Dr.. P.O. Box 987, 
Old Lyme. CT. 06371. (203) 434-9190: 
MD-441. MD-421, 26; MD421, 75 
SHURE BROTHERS 222 Hartrey Ave.. 
Evanston. IL. 60202, (800) 257-4873: 
SM57, 26 
SUNGERLAND 741 Massman Dr.. 
Nashville. TN. 37210. (615) 8714500: 
drums. 34 
SONY ELECTRONICS 3 Paragon Dr.. 
Montvale. NJ. 07645. (201) 930-1000: 
K717ES cassette deck. GX50ES stereo 
receiver. 26; WRR-840A wireless, 34 
SWR ENGINEERING 12823 Foothill 
Blvd., Unit B. Sylmar, CA. 91342. (818) 

898-3355: 2x10 cabinet. 34 
TASCAM 7733 Telegraph Rd.. 
Montebello, CA, 90640, (213) 726-0303: 
DA-30 DAT machine. 26 
TECH 21 1600 Broadway. New York. NY. 
10019-7413. (212) 315-1116: 
SansAmp, SansAmp bass DI. 24; Classic 
Distortion. 34 
TECHNICS 1 Panasonic Way IC-8. 
Secaucus. NJ. 07094. (201) 392-6140: 
SL 1200 MKII turntables. 90 
VESTAX 2860 Cordelia Rd.. Ste. 120. 
Fairfield. CA. 94585. (707) 427-1920: 
PMC mixer. 90 
WASHBURN INT'L 255 Corporate 
Woods Pkwy., Vernon Hills, IL. 60061-
3109. (800) 877-6863: five-string banjo. 
26; Orleans J10TS. 81 
YAMAHA 6600 Orangethrope Blvd.. 
Buena Park, CA, 90622, (714) 522 
9011: PowerHoop rims, 34; AES 800 gui¬ 
tar. 65DTX electronic percussion system, 
73; NS-10, 86 

ad index 
A&M Records 1416 N. LaBrea. Los Angeles. CA 90028, (213) 469 2411. 38 

Alesis 3630 Holdredge Ave.. Los Angeles. CA 90016 (310) 558 4530. 24-25 

American Educational Music 1106 E. Burlington. Fairfield. IA 52556. 76-77 

Atlantic Records- 1290 Ave. of the Americas. New York. NY 10104 (212) 707 2000. 36 

Audio-Technica 1221 Commerce Dr.. Stow. OH 44224 (216) 686-2600. 61 

BMI -320 West 57 Street. 3rd FL. New York. NY. 3 

Boss/Roland 7200 Dominion Circle. Los Angeles. CA 90040 (213) 685-5141. 4 
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be an artist."—Billy 

it 

Bach of his recent 

Side 

JACK 
OWIJ 

decision to drop Baroque music 

for what he terms his "first love," 

rock & roll. "I’m 64, and Baroque is 

getting old." 

Toweling off in the sacristy of 

Leipzig's St. Thomas' Church 

after a grueling seven-hour 

rehearsal of his new cantata, 

Bach Around the Clock, the com-

I want to 

Joel 

"Look, 

change,” 

Sebastian 

poser/organist/guitarist takes a long drag 

on his Marlboro Light and explains why he has decided to drop the 

music that made him famous and, at least for the past decade or so, 

successful. 

“Let’s face it, there’s only so much you can do with complex 

polyphony, counterpoint, figured bass, cadenzas, multimovement 

forms, and key modulations," he sighs. "Working with the same three 

chords over and over again is much more challenging." 

I
 started out learning classical 

music from the age of four. 

Then, when I got to be thir¬ 

teen, I had a passionate 

affair with rock & roll. But I'm 

48 now and it's getting old. . . 

. I don't want to be a rock star. 

dered wigs for T-shirts, 

leather pants, and hair exten¬ 

sions, and recently had a 

Berlin surgeon remove half 

his brain. 

The erstwhile Baroquer 

appears energized and eager 

to launch his next tour with a 

noNfiRCHV 
. SPONSORED] 

K CANTATAS 1 I SUCK ' 

Fugue this, 
Billy Joel! 

breakup with clavichordist/ model Anna 

Magdalena Wilchen and the ugly custody battle 

over their twenty children. 

Then there are the stories told by chorus 

insiders of screaming fights between Bach 

I and his longtime lead violist Sigismund 

Dorfkopf. “Das ist Bullscheife!" Bach 

explodes. “Sigi and I are like brothers. 

We’ve known each other since die 

Kindergarten. As long as he wants 

to keep working with me, I'm there 

for him." (Through a spokesman, 

Dorfkopf responded, "I wish Jojo 

well and hope that we can record 

together as soon as recording is 

invented.”) 

Nonetheless, Bach does 

seem to be committed to his 

decision to become a rocker. He 

has swapped his silk waist¬ 

coats, knee breeches, and pow-

Going 
^Baroque 

was time for a 

says Johann 

“Das ist 
Bullscheife!” 
Bach explodes 
“Sigi and I are 
like brothers. 

The composer’s last tour with his longtime choral group, the 

Thomanerchor—a series of gigs in Moravia to promote 1748’s Mass in 

B Minor—suggests that Baroque simply wasn't working for Bach any¬ 

more. They often played to half-empty churches, with many congregants 

reportedly walking out before the Kyrie Eleison. More bad news came 

with the chart decline of Bach’s "Ein Feste Burg” cantata, which many 

dioceses have dropped from heavy rotation. 

On the personal side, Bach's detractors point to the strains of his 

stripped-down Thomanerchor. The centerpieces of their shows will be a 

radically revamped Mass in B Minor (tentatively retitled Mass in A, D, 

and E: The Piña Colada Song) and the eagerly-awaited "St. Matthew's 

Passion Makes Me Wanna Shoop.” 

But isn’t Bach going to miss the nonscreaming crowds, the intelli¬ 

gent and cultivated listeners, the lack of groupies? “Nah," he says with 

a sly smile. "I don’t want to be an artist. I want to be a rock star.” 

—Tom Conroy 
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About to rock? 

/Power up at your local/ 
A Crest Audio dealer. 

less mids & highs. Failsafe protection & road 
tested reliability keep you in business, night after 
night. AII createdby the maker of the world's lead- / 
ing concert sound amplifiers. X X X K 

10Q7 EisenHowei 
Tel 201.900 

In Canada: White Radio Limited, 940 Gateway Drive, 
Bg/lingtp* Ontario L^L 5KXTel ^05.63^689^ 
Toll Free 800.263.0733 Fax 905.632.6981 
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□O SENNHEISER 
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1/VeVe been listening to you 
We've heard what you said. 

9 

Now come and hear the results. 
Welcome to a dynamic revolution. Sennheiser’s Evolution Series 

introduces completely new standards of microphone 

performance at remarkably affordable prices. 

Meeting every possible requirement - from vocals to 

acoustic instruments, percussion and instrument amplification -

the Evolution Series has been created after extensive research 

into the needs of today’s musician. These remarkable 

microphones represent our state-of-the-art response to your 

explicit demands for superior performance, reliability and value. 

Evolution combines Sennheiser’s immense experience in 

microphone design with the latest advances in manufacturing 

and material technologies. 

O Amazing SPL in excess of 150dB on all models. 
O Outstanding feedback rejection. 
© Advanced shock-mount design minimizes handling noise. 

Rugged road-proof construction. 

Designed and built in Germany. 

...and they sound great! 

Dynamic microphones will never be the same. Visit your 

Sennheiser dealer and experience the Evolution revolution. 

Évolution 
The Microphone Series 

Sennheiser Electronic Corporation, 1 Enterprise Drive, PO Box 987, Old Lyme, CT 06371. Tel: 860-434-9190. Fax: 860-434-1759. Web: http://www.sennheiserusa.com 
Sennheicer Mexico: Av. Xola 613. PH6, Col. Del Valle 03100, Mexico, DF. Tel: (525) 639-0956. Fax: (525) 639-9482. Sennheicer Canada: 221 Labrosse Ave, Pte-Claire, PO HgR 1A3. Tel: 514-426-3013. Fax: 514-426-3953. 




