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HUME TREBLE MIDDLE REVERB SPEED INTENSITY 
* DESIGN & CH 

FENDER MUSICAL INSTRUMENTS PATENTED 



San Francisco Examiner 

my No. 

kind of symbolic music 
theater." 

“A stunning 
achievement...a new 

ROBIN 
HOLCOMB 
Rockabye 

Featuring Grammy¬ 

winning vocalist 

Dawn Upshaw 

with David 

Zinman and the 

London Sinfonietta 

“A symphony at once 

brooding and luminous, 

tragic and triumphant, 

spun from a single 

unending melody in 

three long, seamless 

slow movements... 

Henryk 
Górecki 
Symphony of 
Sorrowful Songs 

The result is chilling, 

moving, unique." 

(Time) 

79282 

61289 

i I 

Nonesuch 

JOHN ADAMS 
THE DEATH OF KLINGHOFFER 

“*■***—an album of quiet, deep 
and expansive joy...not merely novel 
or exotic but a fresh, real and unusual 
musical experience.” 

Rolling Stone 

“conveys the buoyant possibilities 
and irrepressible spirit that separates 
African music from all others.” 

Philadelphia Inquirer 

“Holcomb snatches up 
the pop song in her long, 
loving arms St» spirits it 
off on a breathless joyride* 
through places and 
emotional states it has 
rarely reached before.” ■ 

Seattle Weekly 

“Rockabye brings out 
our disparate musical 
terrain, from folk tunes 
to free jazz, with a thin 
yet haunting voice that 
evokes the real spirit of 
country music—the oral 
tradition.” 
< Vanity Fair 

on Elektra 

“...a work that fires the heart. 
Newsweek 

79275 

fWEApWÄB 
ki.ix< .iiormr 

A new opera from the composer of the 
Grammy-winning Nixon In China, 
based on the 1985 
hijacking of the 
Achille Lauro. 

79281 

1992 Elektra Entertainment, a division of Warner Communications. Inc O A Time Warner Company For credit card orders call 800-221-8180 



Out of respect for the purity of Eric Johnson's music, we won't tell you whose guitar synthesizer he's 

playing. But, if you happen to notice the logo down below, well, we can't do anything about that. 

Not to be overly commercial but, seeing 

as how this is an ad, we should probably 

tell you that the GR-1 offers electric and 

acoustic guitar players of any level the ulti-

matòin utilizing new sounds for creating 

0 built-in sounds-from 

acoustic to synthesized to drums-as well as 

a built-in, four-track sequencer for practic¬ 

ing and recording your own music. Its 

simple to use. And the GK-2 pickup easily 

the new sounds of the GR-1 with your own 

h, and j&ft'om Roland, just rn low, 

you low. 

■ V < 
mounts on your guitar. You can even mix 

guitar sounds. Andryes, the price is pretty 

Roland 
¿Oiporotion US 7200 Dominion Circle 

Los Angeles, CA 90040-3696 213 685-5141 



27 BOB WEIR 

The word on the f uture of the Gratef ul Dead and the health of Jerry 

Garcia from the horse’s mouth, by scott isler 

2B CHARLES LLOYD 

The Moon Man of sax returns to earth. “You can’t just go out and play scales,” 

Lloyd says. “Without freshness, it isn’t jazz.” by josef woodard 

32 SUB POP A&R 

Getting signed at the home of grunge, by sandy masuo 

34 SPIN DOCTORS 

Sometimes nice guys finish first. Years of road work finally pay off for 

a band who are in it for all the right reasons, by jon young 

3B ROGER WATERS: THE LAST 

7 FRONTMAN PETER GABRIEL 

Talking confession, emotion and the real meaning of soul music. 

B Y CLIFF JONES 

Musician magazine 

December 1992 • issue no. 1 7 o 

68 WHAT MAKES HAPPY MONDAYS 

SO HAPPY? 

A jug of funk, a loaf of rock and lots of drugs! What more could a Manchester 

band require? We go drinking in the drizzle with the band that sticks up for 

those persecuted minorities—pushers and thieves, by jon parei.es 

106 SONGS GUITAR SALESMEN HATE 

Warning: these riffs will make the instrument clerk your enemy. 

BY J.D. CONSIDINE 

75 GUITAR JEFF BECK 

He contributed stunning leads to Roger 

Waters’ new album—but now Beck’s in a 

London studio cutting an album of be¬ 

bopped rockabilly. 

BY MATT RESNICOFF 

7B BASS STING 

After taking a vacation to play an easy 

instrument, Sting talks about going back to 

the bass—and picking up cello on the side. 

BY BILL FLANAGAN 

80 PIANO 

HENRY BUTLER 

A taste of Gospel glory, a pinch of Bach and a 

mouthful of spicy bebop, all served on a nine-

foot Steinway. BY TOM MOON 

84 DRUMS KENNY BLEVINS 

Staking a claim without a big name. How a self-managed drummer keeps 

himself working without superstar connections. You should know this. 

BY KEN MICALLEF 

8B DEVELOPMENTS 

Expert witnesses Ace Frehley and Eddie Kramer get trampled 

underfoot, and Roland proves that guitar synthesis ain’t dead. 

BY THE MUSICIAN PEDAL PUSHERS 

WORKING MUSICIAN 

PINK FLOYD STORY 

You’ve heard David Gilmour’s tales of life under Waters, but so far the 

author of Pink Lloyd’s greatest work has suffered the accusations in silence. 

Now it’s time for Roger’s version, by matt resnicoff 

SO NENEH CHERRY'S SLOW COOKIN’ 

11er first album, Raw Like Sushi, set the world on its ear. Neneh took a 

long time making her second—she had other things to do. 

B Y MARK ROWLAND 

58 PRINCE & THE NEW POWER GENERATION 

What musician would not want to join Prince’s band? You get to go around the 

world, ride in limos, wear wild clothes and play fantastic music. It’s a nonstop 

party—but there’s a downside, too. by bill flanagan 

a MASTHEAD 10 LETTERS 

15 E A C E S 

Screaming Trees nuke good, Jimmy Iovine 
makes another Christmas album, and Dada, 
Kyuss and Carmen Bradford say they never 

heard of you either. 

2 2 ONSTAGE 

Morrissey takes Manhattan, and Michelle 
Shocked recruits Taj Mahal and Uncle Tupe¬ 
lo for a Rolling Thunder Revue of her own. 

93 RECORDINGS 

Neil Young parks his hot rod and climbs 
back up on the hay wagon for a ride down 
to Harvest country. Also, Keith Richards 

and Ron Wood on holiday. 

9 6 NEW RELEASES 

10 5 R E A D E R S E R V I C E 

COVER 

Photograph by Frank Ockenfels J / 
Outline. Inset photo by Jeff Katz 
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POPS STAPLES t 

Pointblank and Charisma believe in the 
right to choose, so we're offering you the 
best variety of guitarists around today. 

For more information on Pointblank artists and blues news, 
write to: 

Pointblank 
1790 Broadway. 20th Floor 
New York. NY 10019 

Please include your name, lull address and zip code. 

IT S YOUR CHOICE. TAKE YOUR PICK. 

jeinölank . 
c 1992 Pointblank/Charisma Records America. Inc. 
We think you'll like them all1

JOHN LEE HOOKER JOHN HAMMOND 



PETER 

GABRIEL 

Your new album, US, deals in part with the breakup of your marriage, 

separation from your children and the failed love affair that followed. 

There’s a lot of relationship stuff in there, all mixed up, all the emotions 

and ideas you have going on inside come out, perhaps inevitably. After my 

divorce and this other relationship breaking up so badly it was a time of 

real confusion. I was doing a lot of therapy to try and work out that 

destructive side of myself. Work out why things went the way they did. 

That shaped the lyrics and a lot of the music too. I find I can say a lot with 

the music that I maybe find difficult to say with words. With the therapy 

and in my music I suppose I’m acknowledging the monsters that get 

strong and menacing when they’re buried deep inside, and once you do 

that you begin to wonder why they ever haunted you in the first place. 

Therapy helps you understand how you work, and more importantly 

why you do things. Your life, all your relationships, especially ones as 

close as marriage and breakups, are all governed by these undisclosed 

agendas that you have to deal with or at least understand if you really 

want to know why things go wrong or why you can’t cope. For me it’s 

been a very powerful influence, an opening experience. It doesn’t change 

you fundamentally but it ends up with you running it rather than it run¬ 

ning you. Sometimes it was like I was doing things and behaving a certain 

way without even knowing why. That’s frightening. 

Do you worry that people dismiss you as a bleeding heart? 

I think it’s good to put yourself and your emotions on display. I know 

people get sick of yet another musician pouring his damaged heart out, but 

you really have to give of yourself. It comes back to the soul thing. If my 

soul was in a certain space when I wrote the song, then that’s how it should 

come through. Besides, people put their own meanings to things anyway. 

To them it may be about one person in their life whereas, as with a song like 

“Come Talk to Me,” it’s about a few different relationships I have. It’s basi¬ 

cally a mixture of stuff about not being in touch with my youngest daugh¬ 

ter, wanting her to be able to talk to me, all the sorts of things that fathers go 

through, plus wanting to talk to the people I love and finding it difficult. 

“Blood of Eden,” that’s about the sense of looking for your other half and 

feeling bereft without it. At one point in Eden, man and woman were 

joined in union in one body, one mind, then they fell apart as the world 

grew. That idea that we spend time seeking this spiritual soulmate, the oth¬ 

er half. It’s also about the loss, having once achieved what you thought was 

union. All the songs are rooted in my experiences but they may have 

become a little removed from the original ideas over time. 

There’s still that embarrassment, that nervousness about a part of you 

and what you say in a lyric. It really is me and me alone. I can’t disguise it. 

It’s the most vulnerable point to me. I find I get drawn to the emotions of 

childhood a lot. They manifest themselves in many different ways, but to 

understand yourself, look at the child. 

It ’s a long way from Genesis. How do you look back on that now? 

I find when I do look back I get a mixed feeling of love and loathing 

towards it. Sometimes I think, “Yes, that was okay for the time,” some¬ 

times I think, “No, that was hideously embarrassing.” The dividing line is 

always whether it had the right emotion. Was it done with some genuine 

passion, however naive it may seem, or was it just a shot at writing another 

song? I cringe a lot when I see some of the pictures. I don’t think dressing 

up in flowers onstage, painting my face and wearing masks is particularly 

good if you want to be taken seriously, but I think people missed the 

point. To me a lot of that was emotion being expressed, however simply 

and bizarrely it may look now. 

People missed a lot of humor too. For people who came to see The 

Lamb Lies Down on Broadway there were a few laughs during the 

evening, I’m sure. It wasn’t so much that I don’t think what we did was 

good, it’s that a lot of the time we lost sight of the real reasons for making 

music. We’d write songs on the piano and try and match it to some groove 

we had already and it didn’t gel. To try and piece things together like that 

just led to songs that didn’t really work. 

What ’s next, Peter? 

I’ve got this little house in Dakar that I want to spend some time at, my 

daughter is just about to start college in London, so I think I’ll be spend¬ 

ing some time in the city, and I’m going on a world tour that’s going to all 

these out-of-the-way countries. They don’t get to see much of this sort of 

music and I know it’ll go down well. 

I also hope to do a film with the director who made Salaam! Bombay 

[Mira Nair]. She’s going to make a film about the life of Buddha and wants 

me to score the music. After doing The Last Temptation of Christ, there’s 

Buddha, and I hope to get Mohammed in before I go. Just hedging my 

bets, you understand, backing a few horses. CLIFF JONES 

PHOTOGRAPH: DAVID S C H I E N M A N N MUSICIAN D E C E M H I K 19 9 2 7 



Proof you can 
grow up without 
becoming square. 

Four years ago NHT introduced a literally off-the-wall 
approach to sound. Our compact Model 1 bookshelf 
speaker featured an acoustic technology called Focused 
Image Geometry. Its baffles slanted 21°, projecting sound 
away from side walls and out into the listening area, 
dramatically improving the stereo image. It was a hit. 
Ever since then, people have expected more from us. 

Which is why we continue to incorporate this 
technology in a complete line of NHT loudspeakers, 
from our bookshelves to our elegant towers. 

We’re older now, but at 21°, we’re still pretty cool. 

EVERYTIIING YOU 11EAR IS TRUE. 

Now I kar This. Inc, a subsidiary of International Jensen Incorporated, 537 Stone Rd.. #E, Benicia, C'A 94510. 
For the Nl IT dealer nearest you: (U.S.) call 1-H00-NI IT-9993; (Canada) Artec!) Electronics Ltd., (514) 631-644H. 
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Inspiration included. 
There is music trapped inside you. So, you read a book. 

You take a walk. Desperate, you surround yourself with 
molded-plaster busts of histoiy’s great musical mentors. 

There exists a better solution. The PSR-SQ16, it is 
called. It has 269 automatic accompaniments, an 
on-board, 16-track sequencer and a 61-note, touch¬ 
response keyboard. But what does it all mean? 

You can let that music out. You want some accompani¬ 
ment? Take your pick. You want something a little 

more original? Build it. (You can create any accom¬ 
paniment you can imagine.) You’re just plain stuck? 
Unstick yourself. This too can be arranged. 

And yes, the SQ16 is equipped with disk drive, exten¬ 
sive MIDI capability and our distinctly superior sound 
quality and playability. It is, after all, a Yamaha. 

Need more information? Go play the SQ16 or call for a 
brochure. It’s what Mozart would do. 
1-800-932-0001, extension 300. PSR-SQ16. 



Letters US TOO 

Bill Flanagan has produced 

some outstanding articles in his 

time, but he outdid himself with 

the Ü2 interviews (Sept. ’92). It’s 

articles like this that should en¬ 

courage tabloid-shy musicians to 

talk about themselves and their art. 

Besides, you’ve gotta admire a guy 

who’s willing to risk radioactive 

testicles for the sake of a story! 

Janine Mendes 

Diego Martin, Trinidad 

Damn it, Bill! Hanging with 

Prince, U2 and George Harrison 

all in one issue. You got a neat job. 

Marc Nichol 

Thank you for waking me up 

from this nightmarish disappoint¬ 

ment over Achtung Baby. It was 

not the music that had upset me but 

rather the band’s attitude. It was 

awkward to hear such change after 

they had revealed so much on The 

Joshua Tree, but I realize that break¬ 

ing the surface was and has been the 

band’s most challenging aspect and 

this time I forgot to follow through. 

Nina Hussain 

I’ve liked U2 since the War 

days—now I know why. The in¬ 

tentional risk of radiation contami¬ 

nation is beyond the calling of a 

rock band. Greenpeace and U2 

have left me awestruck by their 

commitment and sacrifice. 

Ann Arbor, MI 

Oh nooo! Bono, not you too! 

Not another rock star that thinks 

he knows what it’s like to be a 

“babe” (Pete Townshend—the 

first to admit it). Not until they 

have their period every month for 

about 30 years will either of them 

know what it’s like! 

Jayne 

New York, NY 

After Bill Flanagan’s article, I 

can honestly say my view of U2 

from here has changed. I still don’t 

fully understand what makes them 

tick, but I do have a strong convic¬ 

tion of what their music means. 

Ironically I also realize that half the 

time they’re full of crap. Which is 

really okay, because half the time 

we’re full of crap too. 

Paulina Garcia 

Denver, CO 

U2 has fallen into the “Who 

trap”: They have become some¬ 

thing that in their youth they 

preached against. 

Thomas Maton 

Fort Smith, AR 

HIGH PRAISE 

It was interesting to contrast the 

David Gilmour interview (Aug. 

’92) with the Bill Nelson/Robert 

Wyatt interview in the same issue. 

Gilmour talked more about fi¬ 

nances and about Roger Waters 

than he did about music. Must be 

nice just to sit on your houseboat 

next to Townshend’s place and 

leisurely think about your next pro¬ 

ject, eh? In contrast, Wyatt and Nel¬ 

son, despite their problems, are far 

more interested and alive to music 

and to the world than Gilmour. 

Mark Saucier 

New Orleans, LA 

Many young people are singing 

the praises of Axl and Madonna. 

Give me Robert Wyatt’s “Moon in 

June,” Old Rottenhat or Donde-

stan any day. 

Billy Baxter 

Richmond, YA 

Bill Nelson and Robert Wyatt 

made it very clear that the greatest 

success in life is personal success— 

the satisfaction and quality of one’s 

work. For the independent musi¬ 

cian, the music industry is not a 

beast to be conquered. It’s an ox in 

the road, too stupid to get out of 

the way. 

Carl Weingarten 

St. Louis, M O 

Mac Randall should be com¬ 

mended for his insightful, intelli¬ 

gent interview of two men whose 

individual expression takes prece¬ 

dent over everything. 

Richard Farquhar 

Atlanta, GA 

You should be commended for 

publishing a fascinating interview 

by two very important artists who 

compromise nothing. 

Mark Rushton 

Kansas City, MO 

Metaphorically, in the music biz 

supermarket you’ll find the glossy 

romance novels (Madonna, C&C 

Music Factory) in the checkout 

lane alongside the comic books 

(Van Halen, Bon Jovi, etc.). The 

classic literature (R. Wyatt, B. Nel¬ 

son), on the other hand, is on the 

dusty, private library shelves and in 

the unpublished manuscripts. 

David Hawkes 

Ripley, NY 

FAVORITE SOLOS 

Our Sept. ’92 feature, “The 25 

Greatest Guitar Solos, ” drew a 

wide response, with most readers 

suggesting their own “Greatests. ” 

Here’s a sample: 

“Crossroads”—Eric Clapton; 

Matthew Wester, Rohnert Park, 

CA; “Free Bird”—Lynyrd Skyn-

yrd; Neil Bennett, South Pittsburg, 

TN; “Statesboro Blues”—Duane 

Allman; Tom Heany, St. Peters¬ 

burg, FL; “Evil Woman”—Spooky 

Tooth; Gary R. Ortleib, Detroit, 

MI; “Sympathy for the Devil”— 

Keith Richards; Mike Laskavy, 

Sun Valley, CA; “Let It Be”—John 

Lennon; Michael Macchi, Quincy, 

MA; “Sign Language”—Robbie 

Robertson; Stephen Robinson, 

Washington, DC 

PARKER RESPONDS 

Your review of my record 

(Burning Questions, Sept. ’92) had 

some nice moments but also a few 

dodgy ones I must revile in print. 

Firstly you say this is a surprisingly 

strong album—surprisingly strong? 

From moi? Are you kidding? Then 

of course you have to drop that 

other songwriter’s name, a weari¬ 

some example of lazy journalism 

made worse when you say that on 

“Platinum Blonde” I “recreate” 

something by somebody I preceded 

by two albums, a fact you of course 

neglect to inform the reader. 

The last paragraph of your piece 

was a beauty, though, showing your 

enormous misjudgment of the 

depth of this record. To suggest I 

should stick a couple of throwaway 

songs on an album like this is like 

saying that the Sex Pistols should 

have done a few vaudeville tunes on 

Never Mind the Bollocks. What a 

strange idea! I’m sure neither my 

record company nor my fans would 

appreciate a couple of bananas pop¬ 

ping up amidst the mayhem. Still, 

thanks for the thought, maybe it will 

be appropriate on the next one. 

Graham Parker 

London, England 

The Complete Art Blakey Col¬ 

lection, as well as any other fine 

Mosaic Records release, can be 

ordered by calling (203) 327-7111 

or contacting Mosaic Records, 35 

Melrose Place, Stamford CT 06902. 

Please send letters to: Musician, 

1515 Broadway, New York, NY 

10036. 
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APPEARING 

TIME 

IN THE BEGINNING 

Also available 
on home video, 
‘Live At The 
El Mocambo” 
from SMV. 

"In The Beginning" is a 
must-have collectors’ 
item — an extraordinary 
recording of the first-
ever, live radio broad¬ 
cast by Stevie Vaughan 
and Double Trouble. Be 
there on April 1,1980, 
before he was signed 
to a record label (and 
before he went by 

“Stevie Ray”), for a rare 
and lasting testament 
to a talent that would 
So on to change Äfc 
guitar history. 

Epic" Reg. U.S. Pat. & Tm. Off. Marca 
Registrada./ « is a trademark of Sony 
Music Entertainment Inc./ 
© 1992 Sony Music Entertainment Inc. 



INTRODUCING 
A new digital 

future. Take a good 

look at the letters DCC. Because if 

you love music, they'll soon be as 

common as the letters CD. Created by 

Philips - the inventor of Compact Disc 

the Digital Compact Cassette gives 

Music on command. With 

DCC, you can directly access your 

favorite tracks. All you have to do is 

enter the track number, and the player 

automatically locates and plays it 

for you. But Philips DCC also has 

features even a CD player can't match. 

See what you hear. Beyond 

track numbers and elapsed track time, 

prerecorded DCCs show the song 

title, album title and the artist's 

name. Searching for your favorite 

selection has never been easier. 

Built to survive. Just look at 

you crystal clear CD quality, along with 

all the advantages of a cassette. 

You're the recording artist. 

Even better than playing music with 

CD clarity, DCC records with the 

same digital sound quality. That means 

you can make a digital copy of your 

favorite CD. There's no loss of sound. 

Zero hiss. After all, it's fully digital. 

YOUR MUSIC WILL 



I P s D C C 
the cassette and you can see its case are built to survive. And there are more coming every day. 

the future in it. It's beautifully sleek. Your favorite artists are Don't throw it all away. 

with the entire top side devoted here. Already there are literally Because you weren't born yesterday, 

to album art. All of the openings are hundreds of titles available on DCC. you probably have hundreds of 

concealed under a metal slider to From all your favorite artists, in every conventional cassettes - the ones 

keep it free of dirt and dust. Best style, from metal, pop, rap and jazz to we invented over twenty years ago — 

of all, both the cassette and country, oldies, classical and swing. so Philips designed the DCC900 to 

EVER BE THE 

play them as well. Imagine 

a system that doesn’t expect 

you to simply dismiss the past. 

Get in touch with the future. 

Call 1-800-982-3 73 7 for the 

Philips Dealer near you, because 

the DCC900 is here, now. 

Another First From Philips 

PHILIPS 
PHILIPS 

SAME 



from top Io bottom: 
M552 Two- tF«y Stereo/Three- IF«)' Mono Electronic Crossover, 
M553 Three- IF«)' Stereo/Four- IF«)’ Mono Electronic Crossover, 
M644 Four Channel Noise Gate and M7I2 Two Channel Gating 
Compressor/Limiter. 

What's The Weakest Link 
In Your Sound System? 
Professional audio systems are only as good as the weakest link in the 
chain. Whether you rely on your system for sound reinforcement or 
recording, to earn a living or just for fun, each "link" has to he the 
finest it can he. You get the best performance from the best compo¬ 
nents and, more importantly, from components that are designed to 
work together. A matched system. 
M Series Electronics are truly designed with the "matched system” 
concept in mind. They had to be, because we manufacture the 
loudspeakers used most by the pros and market a wide range of 

world class recording and sound 
reinforcement consoles. With both 
ends of the audio chain anchored so 
solidly, we just couldn't compromise 
on the links between. 
Engineered to deliver the best 
performance in their class, all M 
Series Electronics products feature 
lower noise levels and wider 
dynamic range than the competition. 
They incorporate intelligent controls 
and front panel layout designed for 

easy operation. M Series is designed to maintain the high level of 
performance you expect from your audio system, from end-to-end 
and in-between. And, they are priced to be very affordable. 
Both the M552 and M553 Electronic Crossovers provide you with 
“constant directivity horn pre-emphasis”, a special equalization curve 
dial optimizes the audio signal for JBL Bi-Radial " horns. The result is 
a system that delivers balanced power response across both the 
horizontal and vertical planes for superb coverage. 
The M644 Noise Gate offers four discrete channels of gating with user-
adjustable Threshold, Attack and Release. The M712 Gating Comp-
ressor/Limiter features “Soft-Knee" compression characteristics for 
transparent gain control. And all four devices incorporate Servo-
Balanced outputs for proper gain matching and elimination of 
extemporaneous noise. 
If you've got a "road" system, "home" studio, or maybe both, ask 
yourself, “What are the weakest links in my audio chain?" Chances 
are excellent that you can greatly improve the performance of your 
system with JBL M Series Electronics. 

JBL Professional 
8500 Balboa Boulevard, Northridge, CA 91329 
(818) 893-8411 

H A Harman International Company 



DADA: THE ART OF JAMMING 

umerous rockers have expressed interest in the 

early-twentieth-century artistic movement 

known as dada, but Joie Calio, singer and bassist 

for the group that bears the name, explains that he 

and his bandmates “are into art, period—not just 

dada, but all art.” Calio says that he, singer/gui-

tarist Michael Gurley and drummer Phil Leavitt chose “Dada” because, 

“as Mike says, it’s anti-anti-anti. It really doesn’t mean anything specific, 

and we wanted a name that would let the music kind of absorb it—rather 

than, like, the Aspiring Flaming Monkeys.” 

Calio and Gurley met in grammar school and played in rival bands 

before joining forces in Louis & Clark, a group that also included Mary’s 

Danish guitarist Louis Gutierrez. When Louis & Clark split up, Calio 

says, “Mike and I spent a year writing songs, playing acoustic guitars and 

harmonizing. We met Phil during that time. He had a better-paying gig, 

but we jammed, and all three of us knew it was heaven.” The trio’s debut 

album, Puzzle, features songs that, though thriftily arranged, are struc¬ 

tured in an open-ended manner that encourages such heavenly jamming. 

“We don’t actually have to re-arrange stuff that much when playing live,” 

Leavitt says, “because the recorded versions are so loose.” 

Having played for the alternative set as an opening act for Mary’s 

Danish, the members of Dada are tickled to now be hearing their single, 

“Dizz Knee Land,” on various AOR stations. “We were coming home 

from Portland the other day,” Gurley recalls, “and we heard our song on 

the radio, between Led Zeppelin and the Black Crowes. We pulled over 

and celebrated.” ELYSA GARDNER 

CHRISTMAS COMES BUT ONCE A YEAR, AND 

that’s way too often for Jimmy Iovine. Only now is the producer 

releasing the follow-up to his all-star album, A Very Special 

Christmas, from 1987. 

“If anything, it was harder than it was the first time” to make A 

Very Special Christmas 2, Iovine laughs. The new album took a 

good 18 months to assemble; this time Iovine received considerable I 

help from his wife Vicki and Bobby Shriver. The latter’s mother -

Eunice Kennedy Shriver founded the Special Olympics, which 

JIMMY I O V I IW E 

Another Special Christmas 
both recordings benefit (“When was the last time you took a year 

off to work just for your mother? ” Iovine asks rhetorically.) 

It was worth the wait As before, the line-up on A Very Special 

Christmas 2 is a staggering array of current pop talent (Tom Petty, 

Luther Vandross, Randy Travis, Jon Bon Jovi, Aretha Franklin, 

Wilson Phillips, Bonnie Raitt and Charles Brown, and Sinéad 

O’Connor, among many others). “It wasn’t mailing in a track,” 

Iovine says. “I guarantee you very few people take a year and a half 

to record a Christmas album. We do ’cause they’re very important 

to me. The fucking world is upside-down. This is our bit” 

SCOTT ISLER 



CARMEN BRADFORD 

Born to Swing 
Carmen Bradford, 30, has released 

Finally Yours, her diverse debut 

album. It showcases her full-bod¬ 

ied pipes on standard chestnuts, 

early ’70s R&B covers, Brazilian-

flavored originals and knockout 

big-band swing tunes arranged by 

Frank Foster, the current musical 

director of the Basie Orchestra. 

“My experience with Basie was 

a great education,” the belting 

Bradford remarks in a hushed 

allowed Bradford to share her soul 

and ballad stylings with the world. 

“Working with a big band has in¬ 

fluenced my sound a great deal. 

But growing up, my first loves 

were Motown, Aretha and Chaka 

Khan. I actually didn’t learn to 

appreciate jazz standards until I 

was 13. It’s funny, when I first 

started singing with Basie I would 

riff and run anywhere. But one 

night, Joe Williams, who was on 
hen the legendary 

Nancy Wilson 

yells out, “Sing 

’chalí!” to your every inspired 

phrase during your record party 

showcase at the Blue Note in New 

York and writes your debut al¬ 

bum’s liner notes, when jazz trum¬ 

peter Bobby Bradford and song 

stylist Melba Liston are your par¬ 

ents, and when your first profes¬ 

sional singing gig is with the 

Count Basie Orchestra, you’re ob¬ 

viously born to swing. 

After a nine-year stint with 

Basie, Houston-bred jazz vocalist 

speaking voice. “But it was still 

very hard-traveled. I was on the 

road for 50 weeks a year but I only 

was onstage for 14 minutes during 

the show. It was definitely time for 

me to go. Singing solo now feels 

like a breath of fresh air.” 

Her current solo status has also 

the bill with us, said to me, ‘You’ve 

got to make up your mind whether 

you’re doing jazz or gospel, girl.’ 

So, now when I’m doing blues I go 

to my R&B riffs, but if I’m doing 

serious ballads, I don’t fool 

around. I try to tell the story.” 

GORDON CHAMBERS 

WE WORK WITH SOME OF THE BIGGEST NAMES 



The Aesthetics of Oblivion 

m^Sonic Youth were from Seattle.” 

The Trees are different. Yes, 

they can summon up just as much 

distorto grandeur as any of their 

lumberjack-shirted counterparts, 

and Lanegan’s weathered voice 

slightly resembles Kurt Cobain’s. 

Yet songs like Oblivion’s “Dollar 

Bill” have a vulnerability and sense 

of drama that set them apart from 

the grunge pack. A love of ’60s pop 

is also evident on the first single, 

“Nearly Lost You”, while for a B-

side, the Trees pull out a faithful 

cover of the 1968 Small Faces clas¬ 

sic “Song of a Baker.” “We’ve 

ripped that song off so many 

times,” Lanegan quips, “we felt we 

ought to do it.” 

While making Oblivion, the 

"A 7 ow that every-
A y \ ! one in the 

S V music business 

is looking to Washington (State) 

for direction, the Screaming Trees 

may finally get their due. With 

their sixth album, Sweet Oblivion, 

these eight-year veterans of the 

Seattle scene have produced their 

finest work yet. “We actually 

thought it might be our last rec¬ 

ord,” singer Mark Lanegan says, 

“’cause everyone was getting 

burnt. But now it feels like a new 

band.” Bassist Van Conner agrees, 

but hopes any new converts will be 

drawn by the music itself rather 

than where it comes from. “This 

‘Seattle sound’ thing is so unin¬ 

formed; I just read some paper say-

band broke with tradition, record¬ 

ing in New York rather than the 

West Coast, using a real producer 

(Don Fleming) and writing songs 

together—“all in one room, the 

Ishtar method,” explains Lanegan. 

“It’s good to get past everybody’s 

egos and make a group effort,” 

Conner says. “All four of us were 

more involved this time, and we 

decided, ‘Let’s forget about what 

we’ve done before and try a new 

approach.’ The songwriting was 

important, but just being friends 

again was important too.” 

MAC RANDALL 

We know who you are. Maybe not your name, 
but we do have something in common. We both 
know the importance of having the best possible 
mies and mixers working for you. And, having already 
invested in the kind of big-name professional mies 
that do real justice to your 
sound, you've been looking 
to procure a big-name pro¬ 
fessional recorder/mixer 
that'll work with you and 
your mies, without breaking 
the bank. An affordable 
four-track like the new 
TASCAM 464 Portastudio. 
It comes with four low-
impedance XLR balanced 
mic inputs, standard. Which 
means no mic adaptors to 
deal with. And 3-band 

sweep midrange EQ circuits on all four mic inputs is 
also standard. 

But, wait.There's more. Like all the added versatility 
and sophistication you get with the 464. Including a 
dual-point autolocator, plus return-to-zero. Auto re¬ 

hearse. Auto punch-in/out. 
And two additional stereo 
inputs, each with its own 
2-band shelving EQ. Plusdual 
effects sends. Two stereo 
effects returns. And a two-
speed transport with all sole¬ 
noid-type controls for quick 
and reliable response. All for 
only $899, suggested retail. 

Come see your near¬ 
est TASCAM dealer today 
and step up to the 464 
Portastudio. 

TASCAM 
©1992 TE AC America, Inc., 7733 Telegraph Road, Montebello, CA 90640. 213/726-0303. 
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MUSICIAN SPECIAL EDITIONS 

THE MUSICIANS 
GUIDE TO TOURING 
& PROMOTION 

Includes: major/indie A&R 
contacts, publishing 
companies, tape/CD 
manufacturers, as well as 
over 100 city listings 
featuring club contacts/ 

booking info, college & 
commercial radio, press 
contacts, music & equip¬ 
ment retailers. Plus artist/ 

industry interviews, 
insights and advice. 
ONLY $6.95 EACH 

New! 1993 whole 
GUITAR BOOK 
The all-new Whole Guitar 
Book features details on 
building a killer rig, tips 
on changing pickups and 
personalizing your sound, 
a forum with Satriani and 
Holdsworth, an in-depth 
look at the vintage guitar 
market, plus private 
lessons with Santana, 
Slash, Tuck Andress and 
many more. 
ONLY $4.95 EACH 

THE WHOLE 
GUITAR BOOK 
An in-depth look at 
hardware, woods, necks, 
effects, pickups, and how to 
buy an acoustic or an 
electric. Plus private lessons 
and sound advice from Joe 
Satriani, Mark Knopfler, 
Steve Vai, Leo Kottke, John 
McLaughlin and more. 
ONLY $4.95 EACH 

UNDERSTANDING 
MIDI 
The most popular and 
practical introduction to 
MIDI ever published. 
Whether you are just 
beginning or upgrading the 
gear you already have, this 
guide will help you get the 
most out of your MIDI and 
analog equipment. 
ONLY $4.95 EACH 

Order any two $4.95 SPECIALS FOR $8.90 OR ALL THREE FOR $12.50 

J MUSICIANS GUIDE TO TOURING & PROMOTION 
AT $6.95 EACH ($7.95 OUTSIDE THE U.S.) 

I THE 1993 WHOLE GUITAR BOOK 
LJ AT $4.95 EACH ($5.95 OUTSIDE THE U.S.) 

J THE WHOLE GUITAR BOOK 
AT $4.95 EACH ($5.95 OUTSIDE THE U.S.) 

J UNDERSTANDING MIDI 
AT $4.95 EACH ($5.95 OUTSIDE THE U.S.) 

NAME 

ADDRESS 

CITY STATE ZIP 

TOTAL ENCLOSED $_ 

Send your check or money order to 
MUSICIAN SPECIAL EDITIONS 
33 Commercial Street 
Gloucester, MA 01930 

PLEASE INDICATE NUMBER OF COPIES IN THE BOX NEXT TO TITLE. 

ALL PRICES INCLUDE POSTAGE & HANDLING. 
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Chick Corea, New Freedom Swing 

Brian Eno, Talking Heads, Weather Report 

Tom Petty, Dave Edmunds, Wayne Shorter 

Grateful Dead, Zappa, Kid Creole, NY Dolls 

Willie Nelson, John McLaughlin, the Motels 

Stevie Wonder, X, Was (Not Was), Ornette 

Peter Wolf, King Crimson, Sly + Robbie 

Heavy Metal, Dream Syndicate, Tina Turner 

John Fogerty, Marsalis/Hancock, Los Lobos 

Jeff Beck, Alison Moyet, John Hiatt-Ry Cooder 

Jimi Hendrix, The Cure, Prince, .38 Special 

Robert Cray, Los Lobos, Simply Red 

Springsteen, The Blasters, Keith Jarrett 

R.E.M., Year in Rock, 10,000 Maniacs 

McCartney, Stanley Clarke, Buster Poindexter 

Robert Plant, INXS, Wynton Marsalis 
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Joni Mitchell, Johnny Cash 
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Pink Floyd, New Order, Smithereens 

Billy Gibbons, Santana/Shorter, Vernon Reid 

Keith Richards, Depeche Mode, Steve Forbert 

Prince, Steve Winwood, Randy Newman 

Guns N' Roses, Midnight Oil, Glyn Johns 

Year in Music '88, Metallica, Jack Bruce, Fishbone 

Replacements, Fleetwood Mac, Lyle Lovett 

Elvis Costello, Jeff Healey, Sonic Youth 

Lou Reed, John Cale, Joe Satriani 

Miles Davis, Fine Young Cannibals, XTC 

Peter Gabriel, Charles Mingus, HüskerDü 

The Who, The Cure, Ziggy Marley 

10,000 Maniacs, Mellencamp, Brown/Raitt 

Jeff Beck, Laura Nyro, Billy Sheehan 

Don Henley, Rolling Stones, Bob Marley 

The '80s, Daniel Lanois, Syd Straw 

Grateful Dead, Stevie Ray Vaughan, Paul Kelly 

Aerosmith, NRBQ, Richard Thompson, MaxQ 

George Harrison, The Kinks, Abdullah Ibrahim 

Tom Petty, Lenny Kravitz, Rush, The Silos 

Paul McCartney, Cecil Taylor, Kronos Quartet 

Robert Plant, Suzanne Vega, Soul II Soul, Drums 

Jimi Hendrix, David Bowie, Bob Clearmountain 

Sinéad O'Connor, John Hiatt, World Party 

Steve Vai, Michael Stipe, Malmsteen/McLaughlin 

INXS, Neville Bros., Lou Reed/Vadav Havel 

Slash, Replacements, Waterboys, Pixies 
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Iron Riitterfly 

show it around.. .it’s gone.” 

It may already be too late for 

Kyuss to keep that butterfly. Blues 

for the Red Sun, their second 

album, could have A&R men 

combing the cacti for Kyuss Jr. 

With the aid of producer Chris 

Goss, otherwise guitarist of Mas¬ 

ters of Reality, they’ve come up 

with an original sound at an age 

Black Sabbath precedent. “Sabbath 

had an interior sound,” says singer 

John Garcia. “They were on that 

eerie Gothic trip. We’re into heat, 

the earth. We’re more affected by 

the environment.” 

An environment of big bikes 

and mythic highways, not ecologi¬ 

cal admonitions. They also like 

irony. The album’s slowest cut, 

e sounded like 

this when 

Soundgarden 

still had their amps on 2,” says Josh 

Homme, guitarist of Kyuss 

(rhymes with pious), a non-grunge 

quartet from Palm Desert, Califor¬ 

nia. So, even if you haven’t heard 

of them yet, Kyuss precedes Seat¬ 

tle, and they dread the prospect of 

their desert idyll suffering the same 

Day of the Locust descent of un¬ 

derassistant West Coast promo 

men and the attendant corruption 

of a prematurely hyped scene. 

“If you have a butterfly in your 

hand,” says Homme, “and you 

yell to your friends, ‘Hey, come 

here, I’ve got this beautiful butter¬ 

fly,’ then you open your hands to 

(they range from 19 to 22) when 

most bands are still lost in their 

influences. Goss has given some 

shape to the metallic barrage that 

characterized their first album 

Wretch, and together they’ve creat¬ 

ed a huge wall of mud, like a rain¬ 

storm in the desert washing a 

mountain onto your town. A 

number of critics have heard a 

“Thong Song,” echoes the refrain, 

“I hate.. .slow songs.” 

“Lots of Josh’s lyrics have that 

John Lennon touch,” says drum¬ 

mer Brant Bjork. “‘Thong Song’ is 

about the dumb kid with the Iron 

Maiden T-shirt who swears he 

hates slow songs, when that would 

be his favorite one.” 

TIM TOMLINSON 
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"THE BEST OF THE 01/W." 

□1/W SERIES KORG ©Copyright 1992 Korg USA 

Thirteen of the world’s most 
respected keyboard artists have 
created original sequences using 
only the Korg 01/Wfd, and they're 
available now on compact disc. 

Get this special limited edition 
Korg "Best of the 01/W" CD and 
hear your favorite musicians creat¬ 
ing on their favorite workstation. 

And if you want to hear the 
01/W bring out the best in your 
music, audition one at your Korg 
dealer today. 

Please send eheek or money order and allow 
4 to 8 weeks for delivery. Offer good until 
February 28. 1993 or while supplies last. 

Send $3.50 to cover postage and 
handling to Department CDO. 
Korg USA. 89 Frost St.. Westbury. 
NY 11590. You'll also get a copy of 
ProView, Korg’s new 80 page 
magazine. Act now because 
supplies are limited. 



ON STAGE 

MQRHISSEY IN 
MANHATTAN 

T
hose who love mor-

rissey love him with such 

whole-hearted devotion that 

no criticism could dissuade 

them and no praise could further encourage 

them. In September I went to the Paramount 

in New York City to see Morrissey for the 

sake of the rest of us, rock fans who have 

never been able to reconcile Morrissey’s pose 

of mopey ennui with our preconceptions 

about the minimum requirements of rock ’n’ 

roll. We all know great rock can be nerdy— 

but the great nerd rockers have always been 

angry. We know great rock can be homo-erot¬ 

ic, but the great gay rockers have been ex¬ 

troverted. Morrissey confuses us because he 

adopts a languid, self-pitying “I’m going out in 

the garden and eat worms” pose that we associ¬ 

ate with people who disdain rock ’n’ roll and all 

us unwashed thugs who like it. 

So why is Morrissey held a rock hero in the 

hearts of half the population of England’s 

disaffected bohos and America’s freshman 

dorms? I have been to the Paramount and now 

I understand. Morrissey, who in his lyrics, on 

his albums and in his interviews shows self¬ 

immolating weariness with the insensitivity of 

the world, comes alive in concert as a stomp¬ 

ing, rocking, posing, [cont’don next page] 

MICHELLE 
SHOCKED 

M
ichelle shocked made 
one of the best albums of 

1992, Arkansas Traveler, 

and it didn’t dent Billboard's 

Top 200, despite the fact that Mercury Rec¬ 

ords asked Shocked to write a pop single to 

sweeten what the execs no doubt recoiled 

from when they heard it, an albumful of fid¬ 

dle tunes forchrissake. Never mind that they 

were shrewdly rewritten, the point being to 

replow the heartland, to nurture tradition by 

reimagining it. 

At least Shocked managed to get her 

Arkansas Traveler Revue on the road, and 

into Carnegie Hall in October, in pretty good 

style. Taj Mahal was there, and a tight backup 

band, and folk-rockers Uncle Tupelo. De¬ 

spite what must’ve been a trauma—the pull¬ 

out of the Band, a big part of the Revue— 

Shocked was unfeignedly delighted to be at 

Carnegie Hail and responded with unphonily 

delightful music: the Texas reel “Cotton Eyed 

Joe” recast as “The Prodigal Daughter” to 

put some sharp questions to the old Bible 

story (“What’s to be done with the prodigal 

son/Welcome him home with open arms/But 

when a girl goes home with the oats he’s 

sown/It’s draw your shades and your shut¬ 

ters”); the breakdown “Soldier’s Joy,” now a 

dirge about morphine-addicted Civil War 

veterans called “Shaking Hands”; “Custom 

Cutter,” a new song [cont’don next page] 
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The highest fidelity component 
in bass since the Hartke driver. 

The Hartke Amp. 
Six years ago, we pushed technology to 

create the perfect speaker for bass. The Hartke 
aluminum cone driver gives bass players the 
sparkling clarity and detail they had always 
been missing with paper cone speakers. 

Now we’ve gone even further toward 
the ultimate bass setup. Hartke has designed 
a series of sophisticated new amplifiers with 
all the critical features you need to get total 
Hartke sound. 

Power. Our top-line Model 7000 rack¬ 
mount amp pumps out 350 watts a side of 
crystal clear bass power into 4 ohms. 

Tone. The 7000 comes standard with 
both tube and solid state preamps. You can 
select tube for a brilliant, fat sound. Or solid 
state for more “edge.” And mix them together 
for dynamic new possibilities. 
Hartke Systems distributed exclusively worldwide by: 
Samson Technologies Corp., P.O. Box 9068, Hicksville, NY 11802-9068 
TEL (516) 932-3810 FAX (516) 932-3815 © Samson Technologies Corp. 1991 

Sounds. We’ve included rotary bass and 
treble Contour controls to shape your overall 
sound. And a precise 10-band graphic EQ to 
fine-tune it. 

Control. The 7000 also has adjustable 
compression to add the exact amount of 
presence and sustain to your sound. And 
a variable crossover with a unique control 
that lets you get the right balance of highs 
and lows. 

Choices. If you don’t need all that 
power for your bottom line, our model 3500 
delivers 350 watts mono into 4 ohms with 
all the extensive tone-shaping features 
of the 7000. 

Now the biggest sound in bass doesn’t 
end with Hartke drivers. It starts with 
Hartke Amps. 

Hartke Systems 
Transient Attach »» 



SHOCKED 

about a farmer waiting, half-nuts with im¬ 

patience, for the harvester to come. You can see 

why Shocked was so pissed when the execs 

weren’t satisfied with the Arkansas Traveler 

songs; only, the one they asked her to add, 

“Come a Long Way,” is the strongest of all, 

maybe the best she’s ever written, a natural hit 

somehow blown. 

Shockeds a charismatic performer: boyishly 

sexy, with a beautiful full-throated old-timey 

voice she can unleash into a yowl; gawky in a 

charming way—the real thing. You’ll always 

hear artists gush about playing Carnegie; 

Shocked managed to do it touchingly. Not only 

that, she pulled off a non-sickening family re¬ 

union when she hauled out her mandolin-pick¬ 

ing father, a little dude named Dollar Bill, and 

her fiddling brother, and announced that her 

grandma, convalescing from major surgery, had 

insisted on flying in: “She’s seen me a million 

times, but she’s never been to Carnegie Hall!” 

(After the show I spotted a very small lady 

backstage, clutching about a dozen programs.) 

Taj Mahal was a pleasure, too. I’ve seen this 

Back By Popular 
Demand... 
Their records sell big and their concerts sell out. So have most of the 
issues we’ve published over the past ten years that featured the Bea¬ 
tles and Rolling Stones. 

Now, available together for the first time, you can get eight of these 
rare and classic interviews in a single edition of the Best of MUSICIAN. 

Best of 
MUSICIAN 

From our 1980 Grammy nominated 
Paul McCartney interview that broke 
the Beatles’ silence to the more re¬ 
cent rumblings of the Stones, hear 
the stories as told by the artists 
themselves. They talk about their 
music, their mates and an era 
that may never be equaled in 
rock ’n’ roll. 

Whether you’re a hard-core 
collector or casual fan, you 
owe it to yourself to add Best 
of MUSICIAN to your collec¬ 
tion. Pick up your copy today. 

Send $4.95 
(incl. p & h) to: 

33 Commercial Street 
Gloucester, Massachusetts 01930 

complicated man give angrily perfunctory 

shows, but tonight he was on, hopping from 

piano to guitar, recycling the blues with flair (he, 

too, is a rewriting fool, not too shy to rework 

Robert Johnson, and that’s what folk musics all 

about, right?). He couldn’t have ended his set in 

a more nakedly emotive, affecting way, bawling 

one word—“Corinna”—up into Carnegie’s 

depths, over and over, as he faded out. 

The audience was once young with Taj 

Mahal, now they’re not so young with him. 

Can folk music survive in the post-rock era? 

(Which is what I decided we’re now in, watch¬ 

ing Faith No More and Helmet the next night.) 

There were no kids at Carnegie, none; at 30, 

Michelle Shocked is younger than her fans. I 

hope her embrace of tradition doesn’t land her 

in the margins, cynical and drunk and peddling 

homemade tapes in some dark cafe. 

—TONY SCHER.MAN 

MORRISSEY 

sweating, handsome and scream-inducing star. 

This is powerful stuff. If I were a freshman 

writing a term paper I’d say, “The physical 

catharsis of the rock show is excused and justi¬ 

fied by the elitism of the nominal subject mat¬ 

ter.” But as a rock critic trying to squeeze some¬ 

body else’s fun into the toothpaste tube of 

rock’s narrow tradition, let me instead say, “It 

was like the Kinks!” 

No matter how pained and precious “You’re 

the One for Me, Fatty” or “November 

Spawned a Monster” sound in the privacy of 

your bedsit, when they are played onstage with 

loud amps and frenzied fans, they turn into 

party music. That’s especially potent for kids 

who rarely get invited to parties. 

The day after the Morrissey show I went to 

the football game with my colleague Charles 

M. Young. “How was Morrissey?” he asked as 

a 49er rammed his elbow into the neck of a Jet. 

“Strange,” I said as a player was carried off 

the field. “The wimpy kids stood on their 

chairs and pumped their fists in the air and 

screamed and the wimpy singer ripped off his 

shirt. All the people who usually mock the big 

hairy-chested rock show had a big hairy-chest¬ 

ed rock show of their own. It was touching. 

Like the Special Olympics.” 

A 49er smashed into a Jets receiver before he 

had the football. We could hear bone snap. 

“Are you gonna put that in your review?” 

Young asked. 

“Nah, I’d never say that in print,” I said as we 

stood up to get a look at the injury. “ It’s too mean.” 

“If you don’t write it,” Young said, “you’re 

thewimp.” —BILL FLANAGAN 
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The Shure Wireless 
won’t give this Guytheblues. 

iThey say you’ve got to suffer if you want to plflHB clues. But Grammy¬ 

winning bluesman Buddy Guy never has to suffer the glitches, dropouts 

and breakdowns of the wireless blues, thanks the Shure LS114 Wireless 

Guitar System. $ Buddy’s wireless system f eat urQ|0|li ure’s unique 

channels to produce the strongest possible reception - in contrast to ordi-

ween channels. MARCAD nary diversity systems, which simply 

reception virtually eliminates dropou even when you’re leading your 

It’s your assurance of great band from the parking lot, like B 

MARCAD” diversity circuitry. It combines the signals from both diversity 

wireless performance, night after night. ) And of course, Shure’s legendary 

sound and reliability come standard. I If you’re looking to 

lose those old wireless blues, see your local Shure 

diversity. For more information, call 1-800-25-SHURE. 

The Sound of the Professionals*... Worldwide.II 

THE SHURE WIFELESS 

dealer and. play a few licks through 
* ■ * * * 

an L Series Guitar Wireless with MARCAD 



THE PROFESSIONAL S PERSONAL PROCESSOR 
The Lexicon PCM-70: Big Studio Performance On A Personal Studio Budget 

For over 20 years, audio professionals have relied on the superb quality 
and control of Lexicon Digital Effects Processors. So much so that today, 80% of 
the most successful productions are processed with a Lexicon. 

is designed for creative people who want unique, useful results. Does this mean 
there's a Nerd-gratifying interface with a plethora of inspiration-killing buttons? 
Of course not. 

Designed especially for the discriminating 
musician and recording engineer, the legendary 
PCM-70 offers brilliant sound quality (it has the 
same algorithms as the acclaimed 224XL) — and 
Lexicon's exclusive Dynamic MIDI "control. Since 
1986, the artist-friendly '70 has set the standard 
for processing effects and MIDI control which 
remains unrivalled by any other brand. 

On the job, the '70 gives you the vital sound 
effects you need. Superb, lush reverbs. Shimmer¬ 
ing 6-voice chorusing. Mind-altering multi band 

The '70 is renowned for its reverb; chambers, 
halls, plates, gates and inverse room - great 
sounds for primary lead vocals or percussion 
tracks. Undoubtedly, you've heard the PCM-70 
on chart-topping songs or seen it lurking in a 
favorite player's stage rack. It's no surprise that 
in the world's best recording studios (large or 
small), the PCM-70 has earned a reputation as 
the professional musician's most useful effects 
processor. 

When you audition a PCM-70 at your Lexi-
delays. With a PCM-70 in your rack, any ordinary instrumental or vocal track can 
be instantly rescued from mediocrity- effortlessly, because the '70's front panel 

con Pro Audio dealer, check out our surprisingly affordable LXP Series too. 
Whichever you choose, any Lexicon will deliver the finest sound available. 

lexica 
HEARD IN ALL THE RIGHT PLACES 

LEXICON INC., 1OO Beaver Street, Waltham, Ma., 02154-8425 Tel: (617) 736-0300 Fax: (617) 891-0340 



VING 

BOB WEIR: THE 
DEAD ARE ALIVE 

“When Jerry comes 
onstage next time, 

there will be rumors 
it's not him. ” 

HE OSTENSIBLE PURPOSE OF THE NEW YORK EVENT WAS A PRESS 

screening of the Grateful Dead’s new video documentary, Backstage Pass, with 

Bob Weir and director Justin Kreutzmann in attendance. But the question hung 

in the air, thick as pot smoke at a Dead show. Unasked, it was so deafening that 

Dead spokesperson Dennis McNally felt he had to address the issue even before 

the screening began. Jerry Garcia is alive and well, he told the invited audience, 

and that’s that. 

Well, not quite. You can’t just defuse four weeks of intense anxiety with a pat 

statement. After all, we’re not talking here about the President of the United 

States; we’re talking about the idolized lead guitarist of a legendary band—a 

band that lives by its touring and had recently cancelled dates due to Garcia’s 

“exhaustion”—and a band that wouldn’t confirm whether the 50-year-old gui¬ 

tarist’s condition was serious. 

There was an eerie déjà vu to the situation. Almost six years earlier to the day 

of Garcia’s August 4 collapse, he had suffered a diabetic coma. And that was not 

long after he reportedly cleaned up from eight years of heroin use. (The incen-

BY SCOTT ISLER 

tive was a drug bust.) It’s been a while since the 

stocky, gray-bearded Captain Trips looked like 

he was capable of navigating anything other 

than a reindeer-driven sleigh. 

Backstage Pass itself reinforces what a pre¬ 

cious cultural resource Garcia and the Dead are. 

Although an unDeadly short 35 minutes, it 

manages to traverse the band’s career in six 

songs and a welter of footage. The newest per¬ 

formance shows Garcia and Weir, both on 

acoustic guitars, and electric bassist Phil Lesh all 

seated while playing Bob Dylan’s “She Belongs 

to Me”—the Grateful Dead unplugged. 

Official reassurance notwithstanding, the 

media still had Jerry questions for Weir after the 

screening. “He’s really in much better health 

than he’s had for a long time,” the rhythm gui¬ 

tarist patiently responded. “When you see him 

next time you won’t recognize him.” This 

remark may not have had its intended effect. 

Part of the mystery is that Garcia hasn’t been 

heard from since before his illness. Wouldn’t a 

statement from the guitarist himself help douse 

the rumors? 

“I think he just doesn’t want to hassle it,” 

Weir says after the media menschen have shuf¬ 

fled out of the screening room. “I think he’d just 

rather let his actions speak for themselves when 

he comes out and plays and looks good.” 

In the meantime, however, speculation is 

likely to run riot. “People are going to say what 

they’re going to say,” Weir sighs fatalistically. 

“I’ve heard some amazing rumors. When Jerry 

comes out onstage next time, I’m sure there will 

be rumors going around that that’s not him. The 

more outrageous the rumor, the more believable 

it is to certain people.” 

Weir had just wrapped up his own tour in 

August when he called the Dead office and 

learned Garcia was sick. “A lot of people in our 

office were inclined to take it a little more serious¬ 

ly than I am. I’ve been there. We’ve been through 

this before. For some reason this is the kind of 

thing I don’t take particularly seriously. There’s 

nothing you can do about it. But also I have a 

great deal of faith in Jerry’s constitution. I just 

don’t see him disappearing in the near future.” 

Such optimism flies in the [coni'd on page 30] 
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JAZZMEN 

THE RESURRECTION OF 
CHARLES LLOYD 

NTIL A FEW MONTHS AGO, CHARLES LLOYD HAD AN IDENTITY PROB-

lem, at least among jazz fans. The problem was that no one was paying attention to 

him anymore. Then came his fateful performance at the John Coltrane tribute during 

the 1992 JVC Jazz Festival in New York, where his volcanic, telepathic playing along¬ 

side Coltrane vets Elvin Jones and McCoy Tyner was generally regarded as an apex of 

the event. Stirring a steamy lather of ideas and intensity, swaying as if in a gust of inspi¬ 

ration, closing his eyes but not his ears, he provoked thunderous reactions from both 

listeners and press. Suddenly Lloyd was back among the living, anointed with the holy 

mantle of a “comeback.” Thus saith the New York Times, even. 

But what has Lloyd been doing since he shook the music world—both jazz and 

OSEF WOODARD 

People thought, 
“He's too far out to 

think about. ” 

pop—in the late ’60s, and helped launch the career 

of a restlessly gifted young pianist named Keith 

Jarrett? For after disbanding that ’60s quartet at 

the height of its popularity, Lloyd seemed to sim¬ 

ply disappear from the jazz scene. And while his 

re-entry actually began in 1981, when the 17-year-

old French prodigy Michel Petrucciani knocked 

on his door in Big Sur, and Lloyd has gone on to 

record two albums with Petrucciani and two oth¬ 

ers under his own name, until the Coltrane tribute 

few fans seemed to be paying attention. 

This makes Charles Lloyd smile. “All people 

know is what Freddie Hubbard said: ‘Charles 

Lloyd? He’s up on a hill meditating somewhere,”’ 

he says. “People thought, ‘He’s too far-out to 

think about.’ But I never lost my humor about it. 

Because sometimes, from a far place, from a place 

of quiet, you can get a lot done.” 

Today Lloyd lives much of the year on a hilltop 

property in Montecito, California—an affluent 

burg adjacent to Santa Barbara—in a modest 

hacienda of a house on 10 acres. The panoramic 

view, with the Pacific Ocean spread out below, is 

to die for, or to live for. Here, Lloyd meditates and 

acquiesces to his spiritual guru, Rama Krishna; he 

practices his tenor and writes music; he does busi¬ 

ness and checks on the real estate investments 

which have secured his future; he lives quietly with 

his wife, the artist Dorothy Darr, and his dog Josie. 

The call for Lloyd’s JVC fest appearance came 

from organizer Bill Cosby, a longtime fan, who 

thought the saxophonist would “bring something 

special” to the affair. It’s an understandable conceit, 

for at his best, Lloyd taps into the Coltrane canon 

for his rubato extrapolations and impressionistic 

modal washes over sustained, suspended chords. 

His playing is gauzy, but energized with harmonic 

tension and musicality. 
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When you set out to unearth some strange and startling continually expand the boundaries of our digital audio tape 

sounds, start with a tape that’s truly out of this world. technology. The proof is found in our new Pro DAT Plus. 

That’s the philosophy of Mark Mangini who, as the Ultra fine metal particles help deliver improved playback 

SONY 
People like Mark put Sony’s engineers in the right spirit to SONY RECORDING MEDIA 

lifeblood of any post sound company. He also 

knows that with new Sony Pro DAT Plus, life 

at Weddington Productions is a lot less scary. 

Plus tape for recording and archiving his one-of-a-

kind sounds and hauntingly beautiful melodies. 

The new Sony Pro DAT Plus, 

and unique album case. 

“The low error rate and consistent reliability 

of Sony Pro DAT Plus is critical in our search 

to capture and preserve the unusual sounds 
5, 

used in fantasy and horror films,” says Mangini. 

output in addition to 

a superior S/N ratio, 

while special binders 

and surface treatments 

help to achieve error 

free performance in any 

natural or supernatural 

environment. 

You’ll also discover 

a heat-resistant shell, 

anti-static lid and new 

SONY’S NEW 
PRO DAT PLUS HAS 
EVERYONE HEARING 

GHOSTS. I 
two-tape album case to protect your tapes from things that go 

bump in the night. And an erasure prevention tab to make sure 

you won’t accidentally lose your “voices”. 

As Mark Mangini knows, a quality tape library is the 

head of Weddington 

Productions, created 

the sound effects for 

major science-fiction 

thrillers such as Star 

Trek, Gremlins and 

Poltergeist, just to 

name a few. 

Mark now relies 

on Sony 

Pro DAT 
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AT LEAST 
YOU CAN 

SOUND LIKE 
YOU HAVE A 
CONTRACT 
WITH A 

BIG LABEL. 

Just plug in AR Powered Partner* 570 
speakers. Great dynamics give your 
music the hearing it deserves. Clear, 
distinct highs from a 1" fluid-cooled 
tweeter (invented by AR). Tuneful, 
powerful bass out of a 5" woofer. 
The amp in each speaker pumps 

45 Watts peak. That’s serious power. 
Just as serious as you are about 
your music, in the studio or on the 

road. Check the specs. 

Powered Partner 570 
Specifications 

System Type: 
2-way, powered, acoustic suspension system; 

die-cast aluminum enclosure 

Source Requirements: 
Line or headphone output from tapedeck, 

mixer, preamp, etc. 

Controls: 
Volume, Low frequency boost/cut, 

High frequency boost/cut 

Drive Units: 
Fully shielded 5" polypropylene woofer 

and 1" liquid cooled tweeter 
Amplifier Performance: 

Lach unit delivers 35 Watts (RMS) and 
45 Watts peak output 

Frequency Response: 
40 Hz. to 20 kHz —3db 

Crossover Frequency: 
5000 Hz. 

Power Requirements: 
AC: 110 volts 60 Hz. and DC: 9-25 volts, 

12 volt nominal 

For a dealer near you, 
call 1-800-969-AR4U. 

In Canada, call Precor at 1-800-268-1172. 

Superior Sound Simplified 

Yet at first Lloyd was reluctant to attend. 

“I’ve had this association with people who said I 

was a Trane clone or a Trane this-or-that,” he 

explains. “That’s not true. Obviously, as far as 

my major heroes go, he’s certainly one of them, 

just like Rama Krishna is now. I just go for the 

highest, and for me Coltrane is right up there 

with J.S. Bach. In modern music, Trane smashed 

atoms. Someone said that at the end, he was 

thinking about putting the old quartet together 

again. He was doing some serious research.” 

Lloyd was born in Memphis in 1938, with a 

family tree that includes African, Cherokee, 

Irish and Mongolian branches. In the ’50s, 

Lloyd studied composition at USC and became 

part of an L.A. jazz crowd which included 

Ornette Coleman, Eric Dolphy, Don Cherry, 

Charlie Haden and Scott LaFaro. 

He joined Chico Hamilton’s group in 1960, 

stepping into the spot vacated by Dolphy, 

played with Cannonball Adderley in 1964 and 

two years later formed his own quartet, with 

newcomers Jarrett, drummer Jack DeJohnette 

and bassist Cecil McBee. 

That band’s freewheeling improvisations, 

extended song structures and general intensity 

caught on in wildly unexpected ways. The 

group often appeared on bills with rock bands 

and slipped easily into the eclectic airplay pat¬ 

terns of the free-form radio movement. Lloyd 

earned a gold record with Forest Flower (which 

eventually sold a million copies, virtually 

unheard-of for a jazz album). His became the 

first jazz group to play in the Soviet Union by 

invitation of the Soviet people. 

But in 1969, Lloyd stepped off the bus. “I 

came to a realization when my mom died, when I 

was 30, that what I best better be about is chang¬ 

ing myself, because I saw mortality right before 

me.” The ’70s were a transition period, during 

which he retreated almost completely from pub¬ 

lic life. “I always listen to my own bells and the 

drummer within. Even in my deep exile in Big 

Sur, I really wanted to share music with people, 

but I realized that there is something about cul¬ 

ture in silence. I had to reflect on all of that.” 

Though hardly new age, there is a won-

drously airy, languid spaciousness in Lloyd’s 

two newest albums for ECM, Fish Out of 

Water and Notes from Big Sur. But for his next 

album, Lloyd predicts a more aggressive sound 

than those records suggest. “There’s a side of me 

that’s a kind of poet-in-the-tower thing,” he 

admits, “but there’s something about me that’s 

visceral, too. Manfred Eicher has the idea of the 

north, not unlike Glenn Gould—they’re look¬ 

ing for something that’s really gray. But the next 

record has to have fire.” 

As we’re sitting on the front porch, Dorothy 

Darr arrives with a copy of Lloyd’s peculiar 

foray into vocal music, Moon Man, an album 

that came out in 1970. Lloyd grabs the album 

and, suddenly transfixed, starts singing some of 

its lyrics as if he had written them yesterday. He 

bellows down the hillside as his dog cocks a 

curious ear: Moon man, don 'tyou take my place 

now way in space like you done before... they 

know you killed Geronimo, they know you 

done took the gold... 

“Hendrix loved this album, man,” he says. 

“Jazz is a music of wonder. I always received 

that from the old guys. There’s something about 

that synergy, the sharing with other generations. 

“I feel that my music is strong and blessed. I 

have something to say and something to share, 

and I think it’s my mission to do that. Staying 

home and living a quiet, ascetic life, I’ve had 

great blessings. 

“See, I hooked my music in with jazz, 

because each time you play, it’s another chance 

to tell the truth with freshness. You can’t just go 

out there playing your slick hip licks. Because 

without freshness, it’s not jazz. ” 'S' 

WEIR 

[cont’d from page 27] face of more than vague 

rumors. The most serious printed report, in the 

San Francisco Chronicle, referred to Garcia’s 

enlarged heart and fluid in his lungs that could 

lead to heart failure. 

Weir chuckles. “It’s all true, but he’s been liv¬ 

ing with those conditions for a couple of years 

now. It’s been dire for a long time and he just sort 

of lives through it. So it’s not a big deal. Fact is, 

I’m real glad it happened because it sorta turned 

Jerry around, from what I’ve been able to see. At 

this point, to look at him you have every expec¬ 

tation of seeing him in another 50 years. It’d be a 

shame to see him die early. And at this point 1 

just don’t see that happening because I think he’s 

more or less made the behavior modification or 

lifestyle changes it took to turn that whole situa¬ 

tion around. Now he’s a healthy guy. Or a rea¬ 

sonably healthy guy.” 

More déjà vu. Didn’t we hear six years ago 

about Jerry changing his lifestyle and his diet? 

“Yeah, but he didn’t,” Weir says. “He made a 

little effort and it did net him some results. But 

this time he’s really made a serious effort. And 

the results are much more manifest. He looks 

to be enjoying himself and getting some 

amount of fulfillment out of it, so I think he 

will stick to it. Here’s me hoping.” 

As for persistent tales of Garcia backsliding 

into drugs—“I’m an addictive personality,” he 

has cheerfully admitted more than once— 

© 1992 Acoustic Research, a division of UI. 
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Weir’s response is properly enigmatic: ‘“Live 

and learn’ is all I can tell you.” 

If Garcia is on the road to recovery as much 

as Weir insists, the Dead should be back on the 

road by early December. “We actually could 

have played in November but we decided to 

spend November rehearsing, coming up with 

new material. It’s an opportunity for us to do 

that. That appealed to everybody.” 

Presumably including Garcia. He had told his 

bandmates late last year that he wasn’t enjoying 

the group and wanted some time off. In that light 

his illness almost appears psychosomatic. 

“It’s a little bit like a marriage,” Weir says of 

intra-band relationships. “It’s a good marriage. 

But sometimes marriage has that ball-and-

chain aspect to it. More than a ball and chain, 

the Grateful Dead is an opportunity for all of 

us. Not many people arc fortunate enough to 

have a musical relationship in which they’ve 

been playing highly improvisational and inter¬ 

active music for 25 years or more. We can do 

stuff that other people just can’t do. We can get 

to places other people just can’t go, because of 

this vehicle. And none of us are gonna walk 

away from that.” 

As of September, then, Weir declares that all 

questions about Garcia “can be answered in 

two words: Jerry’s fine.” 

Let’s hope so. 'S' 

DEAD SET 

B
OB WEIR’s tool of choice is still his sig¬ 

nature-model Modulus Black Knife gui¬ 

tar synthesizer. He's having a new one 

made, though, with pickups developed 

by EMG’s Rob Turner, a Wilkerson 

tremolo bridge and an additional knob “to work 

like an Aphex.” (He also plays a Modulus-con-

verted Casio guitar.) Weir has a t.c. 2290 multi¬ 

processing system, and is working with t.c. on a 

redesign “that’s basically five 2290s in one 

box, which is more processing than I ever 

expect I’ll need.” His rack holds a Boogie Mark 

IV and Soldano head; sometimes Weir switches 

between them, sometimes he blends the two. 

From the rack the signal goes into a speaker 

emulator circuit Weir designed with Tom Pad¬ 

dock of Sound Research in San Jose. The gui¬ 

tarist can dial up speaker “size” and “cabi¬ 

net”; the circuit has pre-sets for Marshall and 

Twin Reverb enclosures. Weir favors Dean 

Markley and D’Addario strings. He used to use 

the latter’s now-unavailable half-rounds; cur¬ 

rently he tends toward medium lights. His pick 

is a Jim Dunlop Jazz. 

There's a Ford 
in your Future 

ROBBEN FORD... 
THE BLUE LINE 
Bringing the blues tradition into the 90's.... 

PICoPK 
Stretch Records. Marketed and Distributed by GRP Records, Inc 

555 West 57th Street. New York. NY 10019 

The Five Blind Boys of Alabama 
featuring Clarence Fountain 

on Elektra Nonesuch 

For 50 years since they began singing together as teenagers, the Five 
Blind Boys have thrilled audiences with their exuberant harmonies and 
the electrifying lead vocals of Clarence Fountain. Deep River, produced 
by Booker T. Jones, includes 13 tracks of impassioned gospel singing, 
ranging from traditional spirituals to R&B-based grooves, backed by 
Booker T’s organ and a full rhythm section. 

Are you ready to testify? 

“electrifying music sung with enough fervor 
to raise the dead.” San Diego Union 

© 1992 Elektra Entertainment, a division of Warner Communications, Inc O' A Time Warner Company 



THE B I Z 

THE SUB POP 
SYSTEM 

ITH A ROSTER RANGING FROM THE TADS’ IT-CAME-FROM-

beneath-the-’burbs grind to the Walkabouts’ optimistically off-kilter folk 

rock, from Codeine’s colossal melancholia to the Reverend Horton 

Heat’s heated post-modern rockabilly, Sub Pop Records has somehow 

built thriving business out of acts that have a long drive to the crossroads 

of talent and marketability. 

“I’m not necessarily interested in working with bands that have got a 

firm vision of what they want to do,” says A&R guru Jonathan Poneman. 

“It’s always good when you can stumble into that situation, but some¬ 

times it’s good to hook up with a band that has a few raw strengths and 

just needs a little time. The fun comes in developing with them, and so 

what if their first record sucks? You know that somewhere down the line 

they’re going to be great.” 

“A lot of musicians now see rock music as a career alternative,” observes 

grunge impresario and label founder Bruce Pavitt. “You’re seeing more and 

more kids drop out of school, grow their hair and think that they’ve got a 

BY SANDY MASUO 

“We're not looking 
for pretty faces who 'll 

sing a pop song. ” 

career. They walk into the office and—you can 

spot people like this a mile away—basically say, 

‘Mold me. I’ll do anything you want, just give me 

an advance.’ Those are exactly the kind of people 

that we shut the door to.” 

“We like stuff that’s a bit rougher, a little edgi¬ 

er,” says Poneman. “And when I say rougher 

and edgier, I’m talking about emotional content 

more than guitars being played through a fuzz 

pedal or whatever. Most of the bands here, we’re 

compelled by their personalities and their con¬ 

frontational qualities. We’re not looking for 

three or four pretty faces who will sing an 

innocuous pop song. I mean, to me the Reverend 

[Heat], apart from being a great guitar player and 

a great entertainer, has really got an attitude. It’s a 

playful attitude, but it’s also mean.” 

Playful but mean: It all began in 1979 as a 

fanzine called Subterranean Pop, the creation of 

Pavitt, who was interning at Op Magazine 

(which would later become Option) while a stu¬ 

dent at Evergreen State College in Olympia, 

Washington. The focus of the ’zine was Ameri¬ 

can regional music scenes, which Pavitt felt were 

being sorely neglected in favor of the British 

trends of the day. Shortened to “Sub Pop 

U.S.A.,” it went through two more incarnations 

as a radio show and a column in Seattle’s music 

monthly The Rocket before becoming a label in 

1986 with the release of a compilation of North¬ 

west bands called Sub Pop 100. The first region¬ 

al release by the fledgling label was the 1987 Dry 

as a Bone EP by Green River, members of 

which would later become Mother Love Bone, 

members of which would later become Pearl 

Jam. Poneman came on board that same year 

with Soundgarden, and the operation became a 

full-time venture on April Fools Day 1988. Ini¬ 

tially focusing on indigenous Northwest talent, 

they gradually gained a national following and 

began broadening their horizons to include 

regional talent from coast to coast. 

Poneman and Pavitt make all final decisions 

when it comes to signings, and have had to make 

certain concessions to the current legal climate. 

As a general rule, Sub Pop accepts no unsolicit¬ 

ed demos, relying instead on recommendations 

and referrals from an indie grapevine primarily 

made up of producers, bands [cant’d on page 37] 
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NQISEMAKERS 

SPIN DOCTORS’ 
ROCK ’N' ROLL REMEDY 

ACK WHEN WE WERE WORKING CLUBS, WE CALLED IT OUR GOOD 

old days,” remembers Spin Doctors guitarist Eric Schenkman. “Now we’re play¬ 

ing theaters and trying to bring back that same vibe, so we’ve christened this the 

new good old days.” 

He’s entitled to smile. A year after the release of Pocket Full of Kryptonite, New 

York’s Spin Doctors recently had the unlikely pleasure of seeing their overlooked 

studio debut blossom into a hit. Most unproven bands would long ago have given 

up the album for dead, but this cool quartet has gone from also-ran to headliner. So 

how does an honorable flop become a gold record? Divine intervention? Satanic 

bargain? Try good old-fashioned hard work, in the form of endless touring, 

enhanced by belated radio interest. 

“Our record company said right up front that they weren’t gonna hype us,” ex¬ 

plains extra-skinny singer Chris Barron between forkfuls of salad at a Manhattan Ital¬ 

ian restaurant. “They put us out on the road and allowed us to build up a following.” 

An ingeniously simple strategy, because once exposed to the music, anyone 

with ears can tell Spin Doctors are a superior rock ’n’ roll band. Best known for 

Kryptonite’s mean-spirited radio hit “Little Miss Can’t Be Wrong” (more about 

that later), the guys twist catchy pop tunes into intriguing shapes. While Barron’s warm, sunny 

vocals stake out the melody, Schenkman alternates fat, chugging chords with lightning-bolt guitar 

solos, anchored by the uncommonly deft rhythms of bassist Mark White and drummer Aaron 

Comess. The songs range from three minutes to 10, from spacious ’60s psychedelia to curt nouveau 

funk, but the Doctors always seem to know where they’re headed. 

It’s the day before a big gig at Roseland, unofficially commemorating Spin Doctors’ emergence as 

stars, and the boys are on dinner break, in the middle of rehearsing lesser-known tunes from their 

B Y J O N YOUNG 

“A crowd has big 
slow thoughts. I can 

read its mind. ” 

portfolio of 60 originals. The better to give the 

hometown crowd a memorable night, notes 

Schenkman. “We have a reputation now for 

having a good live show, so people expect a lot. 

We owe it to them to do the best we can.” 

Delivering the goods onstage has been the 

Doctors’ credo since they started practicing 

nearly four years ago. “We didn’t want to start 

by shopping around demo tapes,” recalls 

Schenkman. “This band was designed to pay the 

rent, if at all possible, so that we wouldn’t have 

to go to work in the morning. We knew we had 

to gig to survive, and within about a year we 

weaned ourselves off our day jobs. 

“I remember us saying, ‘Do you think we 

have a sound?’ We were freaking out because we 

thought we had a sound. It’s hard to describe 

how amazing that feeling is.” 

Artistic fulfillment manifested itself in subtle 
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ways—and required sneaky maneuvers—in 

those dues-paying days. “We used to play a 

blues club on Bleecker Street that for economic 

reasons was a very important gig,” remembers 

Schenkman. “The owner didn’t want an origi¬ 

nal band, so for the first set we’d play covers. 

Then we’d start off the second set with a few 

more covers, followed by some of our own 

stuff. By that time there were enough people 

who knew us, and were buying drinks, for us to 

keep the job.” Anyway, augmenting the arsenal 

with Stones or James Brown songs isn’t such a 

bad idea when you’re playing three or four sets 

a night, working till four in the morning. 

Tireless gigging allowed Spin Doctors to 

refine their craft while building up a New York 

clientele. Impressed by the quartet’s insatiable 

appetite for the stage, Epic Records signed the 

band and took the unusual move of leading off 

with the six-track, 45-minute live EP Up for 

Grabs... Live. Setting the stage for Kryptonite, 

the record featured the original version of “Lit¬ 

tle Miss Can’t Be Wrong,” which begins with 

the acid couplet “Been a whole lot easier since 

the bitch left town/Been a whole lot happier 

without her face around.” 

Youll Nra Have 
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Christopher Barron’s lyrics tend to be more 

intelligent, not to mention benign, than that, and 

he hastens to emphasize that he is not another 

Axl Rose. “It’s not about women in general. It’s 

about one woman only, a really vindictive per¬ 

son who hates my guts. It’s funny that it’s on the 

radio, because she still has no idea it’s her.” 

The band thinks a lot about the messages 

they send out these days. Like their friends in 

Phish and Blues Traveler, Spin Doctors have 

always given the crowd its money’s worth live, 

inspiring the kind of cult following that 

prompts glib comparisons to the Grateful 

Dead. Now they’ve grown beyond that close 

circle of friends and Barron wants to put the 

higher profile to good use. “We’re trying to 

show people a philosophy and uplift them. 

There’s more to life than the concrete things our 

sense can perceive. It’s a very beautiful world. 

Sometimes I think we’re poised between apoca¬ 

lypse and renaissance. Maybe a few artists and 

poets can tip things in the right direction.” 

On a more practical note, the Doctors worry 

about the hazards of larger live audiences, espe¬ 

cially when slam dancing enters the mix. “We 

were into punk in the late ’70s and early ’80s 

and back then slam dancing was cool, because 

everybody looked out for each other,” says Bar¬ 

ron. “Today there are a lot of inconsiderate peo¬ 

ple, mostly guys, who wear big boots and clob¬ 

ber others in the head without realizing they’ve 

hurt them. I actually stopped the music once 

and made somebody apologize to a girl.” 

Risky behavior? Not if you’re in command 

of the situation, as Barron usually feels he is. “I 

can read a crowd’s mind,” he grins. “I almost 

always know what they’re thinking. Crowds 

have big, slow thoughts. You can see them 

change their minds.” 

“I don’t believe he can read the mind of an 

audience all the time,” interjects Schenkman, a 

skeptical smirk punctuating his remark. 

“I can do it,” insists Barron. “It’s pretty simple. 

You can see it in their faces and body motion. It’s 

easy if you really look and listen with your heart.” 

With the Roseland gig launching the band’s 

first tour as a bona fide name act, Barron will get 

ample opportunity to test his observational 

skills, while all concerned look forward to cut¬ 

ting loose for the masses. After a year of per¬ 

forming relatively brief shows, the Doctors plan 

to take advantage of their new popularity to 

play longer sets, returning to the improvisation 

and risk-taking that characterized their original 

good old days. “It’ll be interesting to see how 

people react when we stretch out more than we 

do on the record. I know we’re gonna like it,” 

says Schenkman. 

36 DECEMBER 1992 M U S I CIAN 



If the subsequent Roseland gig is any indica¬ 

tion, the fans should too. Bigger and tougher 

onstage, the lads present a generous selection of 

familiar and unrecorded songs in a two-hour 

romp, generating the kind of electricity that’s 

elusive in the studio. Their bar-band apprentice¬ 

ship pays dividends in the collective confidence: 

Never straining for effect, the Doctors groove 

rather than attack. Schenkman cranks out 

dazzling licks, constructing lengthy, gripping 

solos, while White’s speedy popping bass makes 

a powerful foil. As Comcss thrashes with 

authority, Barron proves an unfailingly musical 

singer amidst the fury, not to mention a genial 

presence. During instrumental breaks, he bobs 

around the stage, loose-jointed, like a jivin’ mari¬ 

onette. “The stage is our house. We acknowledge 

the crowd but we feel at home,” explains Comess 

the day after the show. 

Once the latest round of live dates is complete, 

Spin Doctors plan to spend a week in Memphis 

recording with hip legend Jim Dickinson, of 

Replacements and Big Star fame. But that’s a 

story for farther up the road. For now, believing 

the group has a mind of its own, they’re content 

to marvel at the phenomenon of themselves. 

Says Barron, “Sometimes, when we’re all 

together, not playing, but just hanging out, I'll 

look around and feel there’s another member 

who should be there. And it’s the band, the four 

of us.” Schenkman adds, “We’ve had this joke 

for a long time—‘Where’s the other guy?’ Now 

I realize that it’s true.” 

Back on earth, Comess says, “It’s been so 

much fun. I’m so glad my life went this way.” 

Aren’t happy endings swell? 'S' 

WHAT THE DOCTORS 

ORDERED 

C
HRISTOPHER BARRON pursues a higher 

plane of consciousness through a Beyer 

Dynamic M88 microphone, while ERIC 

SCHENKMAN's tools of choice include a 

Pensa-Suhr guitar and a custom model 

built by Rich Coemer at Time Electronics, which 

he plays through Marshall and Hourglass amps 

with 4x12 Marshall cabinets. He accessorizes 

with a Cry Baby wah-wah, an Ibanez overdrive 

and a Boss echo. In the rhythm section, MARK 

WHITE relies on a Basstar bass and a Fender 

sunburst Jazz bass, amplified by a Crest 7001, 

a Demeter tube preamp, two 4x10 SWR Goliath 

II cabinets and two 1x15 SWR Triad cabinets. 

AARON COMESS commands a Brady set that 

includes five toms, two snares (one piccolo and 

one 51Zzxl4) and Zildjian cymbals. 

[cont’d from page 32] and associates at other 

labels. Eminent underground producer/mogul 

Kramer recommended Florida’s Rein Sanction, 

while the Fluid and Codeine arrived through 

Glitterhouse Records in Germany, Sub Pop’s 

European distributor. So the best recourse for 

anyone interested in Sub Pop is to figure out 

how to tap into the network. That means doing 

some research, connecting with your local indie 

scene, establishing a following, putting out a 

single or two and generally doing the stuff that 

got Sub Pop itself started. 

“We want the business to reflect our ideals,” 

Poneman explains. “Although there’s a certain 

lack of humanity and a certain zealotry when it 

comes to unearthing the-next-big-things and 

pushing them in people’s faces, we’re really try¬ 

ing to go for much more of a Ben & Jerry’s ap¬ 

proach to doing business. We want more of a 

family. I mean, we go for social irresponsibility 

as much as the next person, but we want it in the 

context of our greater values, if that makes any 

sense. Like Blood, Guts and Pussy by the 

Dwarves. If people take that [cont’d on page 103] 
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Il O Í ER ÄH II \l II 
THE OTHER SIDE OF THF 

F I H H FLOYD STORY 

“Roger gave you an interview?” There was a slight lilt 

of surprise in Dave Gilmour’s customarily baronial tone. 

“Well, yeah,” I said, “he has a wonderful new album 

about media desensitization and the self-destruction of 

the human race.” “Had he seen the article you did 

about me?” “He had. He was a bit miffed by some of 

the things you said, in fact.” “If someone said such 

things about me” Dave laughed, “I’d sue them.” Such 

things would have burned Roger’s ears off even if he’d 

never seen them. Of course, he had. I’d faxed him some 

pre-publication excerpts as an invitation to rebut the tales 
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of London— I’d have been in with them breaking heads, and if I could 

destroy their right to free speech I would have. There comes a time when 

you have to stand your ground and say, ‘What that guy’s printing is 

wrong.’ You can’t climb onto cattle trucks shouting ‘Everybody’s entitled 

to their opinion.’ No fuckin’ way—they’re not entitled to that opinion. 

I lowever, I’m very anti-Peop/e Who Try And Stop Us Saying ‘Fuck’ On 

The Radio, because that is smokescreening. 

“ I was in L.A. for the riots. I didn’t watch TV much, but I watched occa¬ 

sionally to see people having dialogues in the streets. I found it fantastic.” 

“I thought the dialogues were disheartening,” I said. “In front of the 

smashed stores, people blithely looting and smiling.” 

“That didn’t worry me. What was interesting was that they would take 

anything—it didn’t matter what—anil then come out and 

wave at the cameras on the way to the car. 1 thought that was 

actually rather heartening." 

“Jeez...” 

“Because it showed you they weren’t ashamed; it was like 

they were shopping, they just weren’t spending any money. 

It made you realize their lives were such that they didn’t feel 

any guilt, at the time. Apparently a lot of them did later on: 

‘Hang on, maybe that was stealing.’ Maybe I’m talking out 

ol my ass, but 1 get a sense that in tough, downtrodden com¬ 

munities like south central L.A., a large part of the popula¬ 

tion have adopted some Christian ethic, and are very moral, 

proper American people who probably hang onto church 

and what that means in far more Christian ways than 

George Bush does. George Bush says, ‘Jesus wants us to go 

murder people in Iraq. I happen to know that. We can go do 

whatever we like, secure in the knowledge that Jesus is on 

our side.’ What a load of crap. A lot of those people are 

going, ‘I don’t think Jesus wants us to rob. Jesus wants us to 

help people,’ all that passive stuff. So I had a lot of respect 

for the people stealing stuff and waving at the cameras. 

“What happened with Rodney King was just a bunch of bullies beating 

somebody up. It was pure, simple West Side Story. It had nothing to do 

with the law. L.A. is an unbelievably racist town, and it’s exacerbated by 

the influx of a recently arrived, economically strong Asian community. I 

had people not too far from the making of this record complaining about 

all thejapanese in their kid’s school. Whose land is this? Is it any more 

yours than it was the Indians’? And why is it any more yours than the 

Japanese’s, just because you’re of European descent? You’re all Americans. 

There’s a weird thing developing about thejapanese just because they’re 

good at making cars. Well, wake up! You taught them! You went in there 

after World War II and said, ‘Guys, this is how you do it.’ You destroyed 

their ancient culture, if you like. All right, they were a warlike people; they 

were expansionist—it’s inevitable. That’s what happens when you get a 

powerful and intelligent people who live on a tiny island. They learned 

how to do it, and they’re doing it within the law. So just swallow it! ” 

“Well,” I said, swallowing, “forgive me, but the same argument can be 

used to justify the recent actions of Gilmour, Mason and Wright.” 

“How?” 

“‘You taught them, you introduced the industry, they’re expanding within 

the law.’ Look at Pink Floyd as an industry, an institution; it continues, takes 

its lumps, absorbs your disdain. That you see it as a fraud parallels American 

prejudice against a cheap Japanese product. Slicker version, cheaper price.” 

“I don’t.. .for you to work for a magazine called Musician and attempt to 

make that connection shows how desperate you are to get me to talk about 

Pink Floyd. I can’t make a connection between what Ido., .writing songs 

and recording them, making films, putting on rock ’n’ roll shows, whatever 

it is I might want to do—I started writing poems and a bit of prose as 

well—I think that’s intrinsically different than making automobiles. I don’t 

see Dylan Thomas and Henry Ford as being in the same business. One tries 

to explain our condition, and by virtue of explaining it to himself, explains it 

to the rest of us, and the other is making motorcars, which explain nothing.” 

WHAT NEED HAS Roger Waters for subjection to such “journalism”? 

Like Benny, a put-upon character from his second solo record Radio 

K.A.O.S., he’s been treated somewhat unjustly; Benny throws a rock in 

protest and goes to prison, while his crippled brother, who can receive 

radio waves telepathically, prevails and changes the world. In this futuristic 

sketch, the innate desire to communicate is rewarded, if not with approval, 

then with peace. Waters’ most optimistic, stylized statement was rewarded 

with the distinction of being the least memorable thing he’s ever done. 

“You’re absolutely right,” he said. “I allowed myself to get pushed down 

roads that were uncomfortable for me. I should never have made that 

record, Matt. I love some of the songs—‘Home’ is one of the best things I’ve 

ever written. ‘The Powers that Be’ is great. And it comes out icky-prissy, 

because it’s sequenced. I remember the producer saying one day, ‘Oh no— 

that sounds old-fashioned,’ and alarm bells went off in my head. 

“After my experiences with Pros and Cons and K.A.O.S.—I would play 

in Cincinnati to 2,000 people in a 10,000-seat hall while my colleagues were 

playing in a football stadium down the road to 80,000 people, and it was a 

bit galling. But what I cling to from that K.A. O.S. tour is kind of like Henry 

V—‘The fewer guys in the battle, the greater share of glory.’ I like the fact 

that to those 2,000 people in that hall—and there were loads of them all over 

the middle west—it was kind of a little exclusive club. Because the people 

who came were fans. There was a strong feeling of connection I got.” 

Roger’s colleagues Dave Gilmour, Nick Mason and Rick Wright—in 

that order—continued as Pink Floyd after Waters declared the group cre¬ 

atively bankrupt in 1986 and began full-time work on his first solo album 

The Pros and Cons of Hitchhiking. The album’s story came to Roger in the 

same writing spurt as The Wall seven years earlier, and though it was the 

less autobiographical, was rejected by the group. 

The biggest creative conflict Waters experienced during Pink Floyd’s lat¬ 

ter years was over two versions of The Wall's “Comfortably Numb,” one 
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recorded by Dave to replace the initial, “sloppier” backing arrangement 

against which the orchestral parts were recorded. “None of us went,” 

Waters says. “They were done in New York by [Bob] Ezrin and Michael 

Kamen. And when they brought them back, I thought the chart was great; 

Dave thought it was sloppy. So when Ezrin and I went off to do vocal parts, 

Dave spent a week rerecording the track. I remember it came over on the 

24-track tape and Ezrin and I were both really expecting it to be great, hop¬ 

ing he’d improved it, and we put it on and looked at each other and...—” 

Roger mimes a yawn. “Because it was just awful—it was stilted and stiff, 

and it lost all the passion and life the original had. And that became a real 

fight. It’s most interesting that Ezrin completely agreed with me. But Dave 

obviously felt very, very strongly about it, and we ended up using the intro 

from the old one, the first few bars from the new one. That’s all we could do 

without somebody ‘winning’ and somebody ‘losing.’ And of course, who 

lost, if you like, was the band, because it was clear at that point that we didn’t 

feel the same way about music.” 

“At some point along the way,” I asked, “did you feel they, or Gilmour, 

lost the requisite sense of Pink Floyd drama? There obviously was a time 

when the music was fully realized and intriguing. Or was it, as he explained 

to me, that you finally just didn’t want to write with him?” 

Roger paused. “Dave and I never wrote together. I don’t ever remember 

writing with Dave. Sometimes he’d bring in a chord sequence and I’d then 

make a song out of it. Or he’d bring a guitar riff in and I’d make a song out 

of it, like ‘Wish You Were Here.’ I love that riff, it’s fantastic. But we never 

wrote together, ever. Never. And Dave was never interested in drama, ever. 

In my experience. He never showed any interest at all, ever, in drama. Of 

any kind. Certainly not.” 

“I posed to Dave, ‘Perhaps Roger didn’t think the band should continue 

after his departure because he thought it wouldn’t do justice to 

“Gilmour/Waters,” not just because it wouldn’t do justice to “Waters.”’ 

His response was that he didn’t think you wanted to work with him.” 

“Look, I read that piece that you did with him in your magazine, 

and.. .what do you want me to do, shoot him in the other foot?” 

“No, my interest is in exploring misconceptions of how the band made its 

music; if that wasn’t beloved, the interaction between its creators wouldn’t 

make much difference to anyone.” 

“All right,” Roger said sharply. 

“I think I took a pretty nonpartisan stance. In fact, when I apologized to 

you about all the brouhaha at the premiere of Amused to Death, you said, 

‘No problem—everybody’s got to make a living.’ I thought, ‘Gee, is that 

venom for me or Dave?”’ 

“That was directed at you. Why is that venomous? I mean, you only do 

that article.. .you want to sell copies of the magazine. If I sit here and give you 

the same kind of interview that Dave gave you, it’s... I’d rather not talk about 

it. I take your point about students of the music being interested in where it 

came from. In order to answer those questions, it brings up all the other 

questions, and I’d rather not talk about it. I am interested in drama, I like my 

new record, I hope to go on tour with it. People can listen to Momentary 

Lapse of Reason and to what I do, and to the old stuff, and if there are ques¬ 

tions, well, just listen and make your own mind up about what it’s all about. 

And that history will never be written because I’m not going to waste my life 

writing it. It gets written by other people, none of which I authorized, and 
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most of which, I have to say, is a load of shit. I don’t accept the view painted 

of me in any of it, but I understand why it’s painted. I feel okay about myself 

and my work. I know what I did and didn’t do. 1 made my position very 

clear in 1987 about how I felt about the use of the name, and my position 

hasn’t changed. But the name is owned by other people and that’s all there is 

to it. Títere’s nothing I can do about it. So I’d rather not do anything about it, 

you know? There are certain fights worthwhile to fight whether you can win 

them or not, and this isn’t one of them. God forbid that we should all be put 

through two of those interviews!” 

“But I don’t want to get off Pink Floyd yet because there’s so much...” 

“I don’t mind talking about Pink Floyd at all,” Roger said. “For instance, I 

don’t mind answering your ‘Comfortably Numb’ question. But I’m not in¬ 

terested in a debate with Dave Gilmour. I’m not interested in a private debate, 

I’m not interested in a public debate. If you are representing people who read 

your magazine who are interested in the work I did when I was in that band, 

well then, I’m happy to talk to you about that, because I have a connection 

with them: They’re interested because they like my work, and I’m interested 

in talking through you to them. What I don’t want to get into is, ‘Dave said 

this’ or ‘Dave said that.’ I don’t want to butt heads with anybody.” 

DAVE SAID JUST yesterday that among Roger’s allegations against 

Gilmour’s “fake” Floyd is that there was a lunch over which a record man 

chided Gilmour about his music “not sounding Floyd enough” to be 

released under the group’s name. After self-consciously repairing the 

tracks, the story goes, Floyd released A Momentary Lapse of Reason. 

“Did Roger tell you about that? Absolute fantasy,” Dave said drily. “They 

got the date correct, October of 1986. October ’86 is when I was doing the 

very first demos, and Bob Ezrin and I were still at the stage where we hadn’t 

even made decisions about doing a group album or a solo album—we were 

at the beginning of thinking about doing a record. Nothing could have been 

projected from hearing the stuff. So the date itself disproves him right there. 

The guy said he was going to see Roger that afternoon; we said, ‘Give him 

our best.’” Those present at the lunch, however, corroborate Waters’ claims. 

Gilmour’s Floyd prevailed at the box office, but the band simply can’t 

escape Waters—they still perform under a giant pig, Dave still sings about 

dogs and war. Five years later, neither Dave nor Roger wants to surrender 

the legacy, though Waters was appeased eventually with a hefty buyout, and 

a heftier confidence he brings to his solo work. Both have me convinced that 

they work because they love to work, and their work has convinced me that 

either can do quite well without the other. All of that convinces me that 

egos, not a want of inspiration, are what destroyed their partnership. 

“Your voice has many timbres,” I told Roger that afternoon, “though 

I’m surprised that Amused has a collection of guest vocalists. Did you feel 

Dave was the best conduit for your lyrics, or was that transference just a 

necessary evil of playing in a band with another very talented musician?” 

“No, there’s nothing evil about it. When we were both in Pink Floyd, 

we were both vocalists: I sang some songs and he sang some songs.” 

“As in ‘Dogs,’ there was nice counterpoint between your characters 

that...” 

“Well, yeah, was there? Yeah, good. I mean, great. One thing about being 

in a group is that you have different elements and you give different things 

to it, and if two of you can sing, great. Rick used to sing too, you know. He 

Whether you use near-field monitors or big subwoofers, EV has the perfect amplifier for you. 
Certified Performance* ensures that each amp exceeds its specs. And we back our amps with a 
three-year transferrable warranty. Great sound quality, clean power and headroom—plus all the 
features you want—will bring out the best in your speakers. 

EV 7000 series amplifiers—try one on for size! 

Electro-Voice, Ina a MARK IV company 600 Cecil St. Buchanan, MI 49107 616-695-6831 or 800-234-6831 In Canada: 613-382-2141 
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used to sing harmonies, but rarely sang any lead 

on his own. So the three of us sang. That’s what 

being in a groups about: You all do what you can 

for the greater good. That’s the buzz, as anybody 

who’s ever been in a group will tell you. Of 

course he had to sing my stuff, because he doesn’t 

write...but that’s okay. It’s all right for some¬ 

body to write and several people to sing.” 

“When Rick was expelled in 1979,” I said, 

“the band dynamic changed; a rock quartet los¬ 

ing its keyboardist leaves a very crucial element 

of its sound to an outsider, like a session player. 

That alone is a real indication that you were 

effectively disbanding the group even then.” 

There was a very, very long pause. 

“I think you could say that ‘Wish You Were 

Here’ was written, partially specifically about 

Syd, but largely about my sense of the absence of 

one from another, and from the band. So as far as 

I’m concerned, Wish You Were Here was the last 

Pink Floyd album. The Wall was my record and 

so was The Tinal Cut, and who played or didn’t 

play on it—though I don’t want to belittle Dave’s 

contribution to The Wall. He played some great 

stuff, and wrote a couple of great guitar riffs as 

well: ‘Run Like Hell,’ the intro to ‘Young Lust.’ 

SOUL ASYLUM 
"...ONE OF THE MOST CRIMINALLY 

UNDERRATED BANDS OF THE '80S... 

Soul Asylum has proven its 
METTLE, AND NOW WE ALL GET TO 

DANCE ON THE GRAVE." -SPIN 

"...SHORT ON POSING AND LONG 

ON THE KIND OF RAPPORT THAT 

CAN ONLY ARISE FROM HARD 

WORK, SHARED HISTORY AND 

MUTUAL RESPECT...ONE OF THE 

BEST BANDS AROUND." —MUSICIAN 
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But by and large, those records were nothing to 

do with anybody but me. And certainly Ezrin’s 

contribution to The Wall was far greater than 

anybody in the band. He and I made that record 

together. And he was a great help. You know, 

Rick had drifted out of range by that point. 

“In ‘Wish You Were Here,’ we weren 't there. 

All of us at different points had left, and I think in 

a way that’s why it’s a good record, because it 

honestly expresses that. The reason The Wall is a 

good record is because it’s an honest autobio¬ 

graphical piece of writing of mine. And the 

machinery in place that enabled me to make that 

record was good. But it was only machinery by 

then; there was no question of there being a 

group anywhere. And the same with The Final 

Cut. And with the next one. And clearly, the 

problem with the next one is that it’s a lot easier 

to replace a keyboard player than a writer. And if 

you don’t write, it’s very hard to produce art. 

You can do it, but it’s really hard—you have to 

get other people to write it for you. And then it 

becomes really, really difficult. I suspect. That’s 

not something I’ve had to do, because I write. 

That’s the only way I can answer this specific 

question about Rick. You know, Rick had left 

long before the summer of ’79—long, long be¬ 

fore. He was gone. We split up years before. And 

it wasn’t the unilateral and heinous, wicked thing 

that gets described in the unofficial histories.” 

“Do you take solace in the fact that a band 

shaped by your writing could continue so suc¬ 

cessfully as an institution?” 

“What’s all this about an institution wanting to 

continue? How does the institution suddenly 

develop a personality and an ego? Do institutions 

make decisions about what they want to do? Insti¬ 

tutions are controlled by individuals. It’s not an 

institution. Pink Floyd has no feelings—it’s two 

words. I mean, it only exists as a label to describe 

something. I would prefer that it was used to 

describe what happened between 1965 and 1977, 

but that’s not the case. It is being used to describe 

other things. Well, so be it. I made an attempt to 

stop that happening. I thought it was wrong that 

that label be used to describe something other than 

what I felt was the real deal, which was a group 

that Dave Gilmour and Nick Mason and Rick 

Wright and myself and Syd Barren, in one form or 

WHAT ROG WANTS 

W
ATERS’ bass is a Fender Précision, 

run through two 200-watt Hiwatts 

and Purpose-built cabs with woofers 

on the bottom and midrange horns 

on top. He strings with Rotosounds. 
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another, were all part of over a period of 20-odd 

years. That’s all. The institution hasn’t decided 

anything. Various other institutions have.” 

ROGER TOOK A break, returned to the den and 

asked to run the recorder. “You can draw a line 

between what I’m interested in and what I’m not 

interested in,” he said. “On one side you can name 

Dylan and Lennon, who observe the world and 

have feelings, and write songs directly from those 

feelings. On the vapid side you have pop groups 

who need material and write songs to fill the hole, 

rather than getting somebody else. But they might 

just as well get somebody else, because it’s a manu-

facturing process. It’s not poetry, because it 

doesn’t spring from their heart or guts or wherev¬ 

er John Lennon’s or Dylan’s songs came from. 

And in my view—I seem to always wind up 

attacking poor Phil Collins,” he laughs, “but it’s 

only because he’s so visible—he’s symptomatic of 

an awful lot of it. He might well disagree and so 

might his fans, but the feeling I get is that he’s pre¬ 

tending to be a songwriter or a rock ’n’ roller. It’s 

an act. That’s why it’s unsatisfying. And those 

videos underscore that feeling. If you cared about 

what you were doing, you would not be able to do 

King Of Hearts 
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that silly walk, one behind the other, because you 

would find it impossible to ridicule your work in 

that way. ‘Mister Picasso, we think it would sell 

this work if you hung by your heels from a crane 

and held it upside-down with your trousers 

down.’ Pablo’s not gonna do that because he’s seri¬ 

ous about what he does. Just a passing thought. 

That’s taken over an awful lot of the business. You 

could say, ‘Well, why shouldn’t it?’ Absolutely no 

reason, so long as it doesn’t take over and squeeze 

out the Lennons and Dylans because they’re too 

good for it. They won’t take their trousers down 

and do silly walks on the beach.” 

When Roger sings “God wants Semtex,” it 

sounds like “God wants subtext,” which could 

just as well be the pivot for his concept, and the 

last five years of his career. “ ‘Semtex’ is, in Eng¬ 

land, almost in common usage like ‘Hoover,’” he 

said. “It’s the most popular plastic explosive. 

Semtex was used to blow down Pan Am 103, 

and set against the other lyrics, ‘sedition,’ ‘sex’ 

and ‘freedom,’ it’s shocking. But with all due 

respect to the people who lost relatives on the 

flight, what’s really shocking is that the guys 

who put the Semtex on the plane were also 

doing what God wanted. They were fighting for 

freedom and for God in the same way as the 

American pilots who incinerated those people 

fleeing on the road to Basra. I can’t turn my cam¬ 

era, or my brush, away from those ironies. They 

become the stuff of news stories, we assimilate 

them and we become inured to the horror. Of 

course, the women and children on Pan Am 103, 

and all the soldiers and their families on the road 

to Basra—maybe 2000 families—are completely 

fucked, for the rest of their lives. And who 

gains? What’s the point? It confuses me.” 

“Is it less cathartic to write about subjects that 

present themselves so clearly, that can’t really be 

transmuted by your art?” 

“1 don’t know. I like working. Not all the 

time—I like fishing as well, and all kinds of other 

things. But I enjoy the process. As I said, I’ve been 

writing some poetry and prose, and what a sur¬ 

prise that is: You write, you read it, you say, ‘This 

is all right, I think. I don’t know; maybe it’s not.’ I 

always question stuff 1 do. There’s a moment after 

making a demo of a song and sticking it on in the 

car when I really get off on it, but it doesn’t last 

very long. And then when it’s in a finished record 

and you listen to it once or twice, it’s there, but 

again, it doesn’t last. I think it is in the nature of all 

people who do these things—in the Lennon, the 

Dylan, the Pete Townshend manner, that come 

from the heart—that the gratification doesn’t stay 

with you and you feel compelled to go start the 

process all over again. I think that is the burden all 

artists carry around. ” 'S1
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album, Raw Like Sushi, and brought into the world a sec¬ 

ond daughter, Tyson, whose father, Cameron McVey, a.k.a. 

Booga Bear, is Cherry’s closest musical collaborator and the 

co-producer of her brand-new record, Homebrew. 

So Neneh, do you ever get the feeling you’re moving at 

a faster pace than everyone else? “No, I feel a lot slower!” 

she laughs. “’Cause I’m a Pisces and I really vague out. I 

don’t always do the amount of things I should; sometimes 

I don’t even read for months. And I’m definitely not the 

most serious person in the world. 

“But I also feel I’ve got to get on with my stuff here, 

’cause time is short. In this last period two dear friends of 

mine have died. Giving birth and losing people created a 

sense of calm, but also urgency. I think sometimes I’m ‘in 

search,’ like I’m on a mission, but something must have 

happened in the course of making this album—all of a sud¬ 

den I really feel grounded. Probably temporarily,” she 

laughs again. “But I’m feeling like, ‘Let things be.’” 

Cherry is taking in the palmy afternoon air at a patio 

table near the pool at a West Hollywood hotel; last night, 

having flown here from London for the MTV awards, she 

was introduced to “shooters,” a drink from which she’s 

mildly recovering. So if she’s feeling less wired than usual 

today, she’s got her reasons. Cherry’s personality isn’t all 

that different from her music: Both boast a wide range of 

expression, yet always seem to find their natural pulse. 

In that respect it’s no accident that her new record 

arrives an unhurried three years after the startling success 

of Raw Like Sushi, with a sound and with songs that feel as 

lived in as Cherry’s home, where the music was recorded. 

“That’s why we called it Homebrew,” she says. “It had all gone 

down at home. Behind closed doors, me banging my head trying to 

get lyrics out, asking people for words— it’s been a real knitting ses¬ 

sion. Obviously there was pressure: ‘People are gonna forget who 

you are!”’ she exclaims, lightly mimicking an anxious marketing exec¬ 

utive refrain. “But we knew we couldn’t rush it, and if we had it 

would have been blood, sweat and tears that wouldn’t have been 

worth anybody’s time. And if people are gonna forget who we are 

that quick, then we’ll remind them— later.” 

Most fans won’t need a reminder, but they may be surprised. “Buf¬ 

falo Stance” came on like a bombshell, and the video provided ample 

evidence that Cherry was one too, while Homebrew suggests a char¬ 

acter who has gained more focus and depth. Her first album was the 

latest fresh tip in a hip-hop scene where freshness was what really 

mattered. But Homebrew arrives at a moment when hip-hop and rap 

are taking greater stock of their cultural traditions, and Cherry’s new 

batch brings to mind the classic ’70s sound of artists like Curtis May-

field and Minnie Riperton. 

“Wow, what a compliment!” she responds to the comparison. 

“Well, those are records I will live and die by. I’ve been listening to 

Minnie Riperton all summer, she was a fantastic woman. But I think 

what it is, we’ve just expressed ourselves a bit better this time. And 

that’s what made those records timeless, there was something about 

them that always made sense. That’s why we didn’t want to make just 

a dance album.” 

Cherry’s frequent use of the word “we” when describing her 

work isn’t English modesty; the album was deliberately conceived 

in a communal atmosphere, and fed off a disparate collection of local 

and far-flung tal¬ 

ents. “The big 

part of this trip was 

being around Mas¬ 

sive Attack—they 

were literally work¬ 

ing on our landing 

at the top of the 

stairs—and watch¬ 

ing them put their 

album together. We 

worked with people 

we met and liked as 

well as people who 

were well-known, 

to give it a different 

edge.” The result is 

a record that in¬ 

cludes collabora¬ 

tions with Michael 

Stipe (“Trout”) and 

Guru from Gang 

Starr (“Sassy”). But 

there are also con¬ 

tributions from rel¬ 

atively untested tal¬ 

ents like Geoff 

Barlow and Twi¬ 

light Firm, who 

helped construct 

“Somedays” and “Twisted,” respectively two of the album’s more 

nuanced and sophisticated arrangements. 

“I think we just traveled with it,” she notes of the record’s mostly 

unplanned twists and turns. “We took the time out we needed to soak 

up some inspiration, look around the world—so there’d be some¬ 

thing to say! Then we let time take its course. We didn’t spend months 

on every song taking it apart and changing it; we’d get to a certain 

point and then go off someplace else, and come back with a fresher 

perspective. ’Cause it’s easy to get fed up with that bassline, you 

know, and then you want to change it and you lose it. 

“I remember my daddy trying to teach me piano and I couldn’t do 

it. Then I’d come back and it would all fall into place. This album was 

like that. It’s more digested. I’ve grown the way anyone does, and so 

the album becomes a vehicle to move on to the next thing. You laugh 

and you cry...and now that the record is done it’s like sending your 

kid off to school.” 

Cherry has a warm, down-to-earth manner. Dressed in red overalls 

and with little makeup, she has a casual yet dignified bearing, although 

as fashion spreads and videos indicate, she’s not averse to playing the 

glamorpuss, either. “I come as I am— I can’t play the game really,” she 

avers. “But I can be in a situation and make the best of it, even if it’s to 

get out of there quicker. That’s when I’m working— it’s a job, right?” 

She smiles at the thought. “It’s not always easy. But everyone has that 

problem.” 

Certainly Cherry’s musical choices have been anything but slick. 

After “ Buffalo Stance” she resisted crafting another dance tune—even 

another dance tune with a message—and felt relieved when the 

brooding “Manchild” was released in England as a followup single: 

"There aie dot of people hungry for simplicity. 
Things get over-manufactured und by the time they 
reach you there's nothing left that re lates to you." 
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‘“Buffalo Stance’ was a good calling card, but 

we wanted it known that the alburn wasn’t 

gonna be like that.” Cherry’s inventive mix 

of raps with straight-on singing, which 

seemed radical at the time, has since become 

part of the mainstream, a development she 

terms a “relief.” But Homebrew still has its 

share of musical quirks. A couple of rough 

monitor mixes, replete with tape noise, have 

been left on the record. Songs and raps end 

abruptly, or segue from one to the other 

without a pause for breath. Odd sonic clinks 

jar the atmosphere of carefully constructed 

musical moods. It’s all part of what Cherry 

calls her search for naturalness and “doing 

something that’s from the heart.” 

“I think there are a lot of people hungry 

for that simplicity,” she says. “I think things 

get over-manufactured and by the time they 

reach you there’s nothing left that really 

relates to you. I mean, we can enjoy the 

campness of something that doesn’t take 

itself seriously, that ABBA-esque kind of 

drama. But at the end of the day there’s 

something that strikes a chord where you 

can’t help but be moved by it. 

“I saw Bruce Springsteen at the Amnesty 

International show in London. And having 

lived in New York, it was like all the white 

kids were into ‘the boss,’ you know?” she 

laughs. “That bandana posse thing. But he got 

up onstage and he was really pumpin' and his 

veins were bustin’ out and you know— I liked 

it! I wouldn’t buy the record but I liked it. 

And that’s the power of real communication. 

If you’re open enough to take it in, it’ll get 

through to you, no matter what it is. 

“ I think Prince was one of the first people to 

break into the pop world with a twist. He 

wasn’t just soul, there was a bit of Jimi and Sly 

Stone, and the rock thing...now you sec hip¬ 

hop relating to jazz, and that’s great. Because I 

think a lot of people have felt rootless. There’s a 

wicked thing in America, which is that you 

have to deny who you are to be completely 

‘American.’ I see it in Sweden now too, people 

are coming there from all over and there’s this 

pressure to be ‘Swedish.’ And when people ask 

me where do I come from, I’m never really 

sure what to answer,” she says drily. “I go, 

‘Well.. .that’s really complicated.’” 

Chcrrv is half-Swedish, on her mother’s 

side. Her father is an African percussionist, 

but the couple separated when Neneh was 

young. Mostly she was raised by her mom 

and step-dad, the well-known jazz composer 

and trumpeter Don Cherry, with whom she 

retains an emotionally close if geographically 

distant relationship. The odd thing, she 

observes, is that growing up, “I had a trip 

where I didn’t sec myself as musical. My dad 

would try to teach me stuff and I would say 

no, I can’t. 1 tried playing the bass for a while 

and didn’t have the concentration...! was 

trying to get into it but I just didn’t know 

what I was gonna end up doing. And then, I 

kind of found my way into it, and all the dif¬ 

ferent ingredients that were handed down 

came into my life later.” 

As Cherry unfolds her story, it seems evi¬ 

dent that her musical and social visions were 

influenced more by other members of the 

CHERRY PIE 

N
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C12. Homebrew was recorded at Cherry 
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family. “My mother is a very, very serious 

woman,” she says with obvious admiration of 

the Swedish artist Moki Cherry. “She’s got a 

spirit and knack for survival that is really 

something. She’s one of those people that can 

make a feast with five dollars. For some weird 

reason she trusted me when I was growing up, 

so she gave me a lot of space to move in. Then 

when I left home I found that I could cook 

food, 1 could put a house together, I could sur¬ 

vive—and I learned it all from her. She’s deep. 

“And when I brought that little girl into 

the world—or when Naima came into the 

world—something happened emotionally, 

something really opened up. It’s not (list, Til 

do whatever the hell 1 want.’ You’ve got this 

commitment and bond.” 

Though Cherrv voices the standard song¬ 

writer disclaimer about her work (“they’re 

not really about me”), there are biographical 

details, and songs based on persons and situa¬ 

tions she’s encountered. More telling is Cher¬ 

ry’s knack for weaving vignettes together in a 

way that’s at once familial and universal. 

“Buddy X,” which Cherry based on an 

acquaintance, is a cautionary tale about mari¬ 

tal infidelity that touches on larger issues of 

integrity and self-respect. “Trout," written 

with Michael Stipe, includes a topical message 

about the importance of children’s education 

and the invidious effects of state censorship. 

The album’s chilling closer “Red Paint” is 

another true story in which the victim of a 

shooting bleeds quietly by the door to a city 

market, whose patrons continue with their 

shopping, their shoes dragging his blood 

across the floor. “1 Ain’t Gone Linder Yet” 

evokes a woman living in poverty without 

compromising dignity, and eloquently lanc¬ 

ing the arrogance of political figures who 

preach, as Cherry puts it, “that if you just pull 

your act together you can get a job.” 

Through it all runs a consistent if currently 

underemployed definition of “family values.” 

“The only real shame is that people have 

to be personally affected, like vou need a war 

at your back door before you realize that you 

don’t want to send your kids to war,” Cherry 

opines. “But I can’t help but hope. Every lit¬ 

tle thing counts, doesn’t it.” 

On one of Cherry’s fingers, almost unseen 

among a gaggle of elaborate snake rings, is one 

of those little things, a wedding ring signifying 

her recent marriage to Cameron McVey. “We 

really were married before,” she says. “We just 

wanted to celebrate it. We’d come out from 

the album and this work-heavy year and we 

were still there. We do just about everything 

together, though work is a separate thing— 

well, it is and it isn’t,” she admits. “If we’re 

working and Cameron touches me accidental¬ 

ly or not, I always get kind of embarrassed, 

like, ‘Don’t do that, ’cause I’ll melt.’ Or I’ll get 

shy if I’m showing him ideas, playing tapes—I 

feel like a little girl or something.” 

On “Twisted,” perhaps the key song on 

Homebrew, Cherry sings about the tentative¬ 

ness of a romantic relationship, and by exten¬ 

sion the kind of wary optimism with which 

she tends to view the world. “That song is 

about him,” she says. “’Cause when I met 

him it was like he knew me, it was the weird¬ 

est thing. He went, I can help you, you know. 

And I felt something I’d never felt before but 

at the same time I was trying to brush off. It’s 

that line in the song: ‘You pushed your wav 

through my attitude.’ My friends were all 

saying you really need some time on your 

own, don’t be falling into a relationship, and 

so here I was going against my grain for some 

weird principle. And at the end of the day it 

was like, I don’t care. If we make it through 

we make it, and if we don’t it’ll still be worth 

it for what it was.” 'S' 
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CHECK 

HE FACTS! 
Wth ALL THE SOUND YOU WANT, AND MORE EFFECTS THAN YOU'LL EVER NEED, THESE EXCITING, INNOVATIVE PRODUCTS FROM PEAVEY 

Electronics take you, the musician, to the edge of music technology and beyond! Check it out! FACT 1 The 

IS A PROVEN FAVORITE AMONG PROFESSIONAL GUITARISTS. THIS POWERFUL GUITAR MULTI EFFECTS PREAMP IS CAPABLE OF UP TO 16 SIMULTANEOUS EFFECTS, 

AND EFFECT BLOCKS MAY BE ARRANGED IN ANY DESIRED ORDER. WlTH INDIVIDUAL MIX OR LEVEL CONTROLS, THE EFFECT BLOCKS CAN BE COMBINED IN SERIES 

OR PARALLEL FOR ADDED FLEXIBILITY. ALSO, THE 1 28 PRESET EFFECT CHAINS WERE CREATED BY TODAY'S LEADING GUITARISTS! SOME OF THE 29 EFFECTS TYPES 

AVAILABLE ARE COMPRESSOR, DISTORTION, CHORUS, DELAY, PlTCH SHIFT, REVERB, EXCITER, EQ (4 TYPES). MORE facts: 5-segment LED array 

FOR INPUT/hEADROOM ADJUSTMENT, UP TO 4 OPTIONAL PROGRAMMABLE FUNCTION FOOTSWITCHES, DYNAMIC EFFECT PARAMETER CONTROL VIA MIDI 

CONTINUOUS CONTROLLERS, STEREO HEADPHONE OUTPUT, OPTIONAL PRO-FEX II MIDI CONTROLLER, AND MUCH, MUCH MORE. The PRO-FEX'S WIDE 

VARIETY OF EFFECTS AND FEATURES OFFERS YOU MAXIMUM FLEXIBILITY! FACT 2 The new Guitar Multi-Effects Preamp takes the 

APPLICATIONS OF AN INSTRUMENT PREAMP/EFFECTS PROCESSOR A STEP FURTHER. BUILDING UPON THE SUCCESS OF THE PRO-FEX, A MOVABLE , PROGRAMMABLE 

EFFECTS LOOP (WHICH MAY BE PLACED ANYWHERE IN THE CHAIN), A RAM CARTRIDGE SLOT (THE RAM CARTRIDGE ADDS STORAGE FOR 1 28 MORE SOUNDS 

AND A THIRD PROGRAM BANK), AND AN OPTIONAL DEDICATED PRO-FEX II MIDI CONTROLLER HAVE BEEN ADDED TO AN ALREADY POWERFUL PACKAGE. So, 

WITH THE PRO- FEX II, YOU GET MANY OF THE ORIGINAL PRO-FEX FEATURES PLUS ADDED POSSIBILITIES! MORE FACTS: TWO PlTCH SHIFTERS CAN BE 

PLACED IN SEPARATE LOCATIONS, PANNED TO EITHER SIDE, AND MIXED INDEPENDENTLY. A SEPARATE USER AND FACTORY PRESET BANK ALLOWS YOU TO CREATE 

UP TO 128 CUSTOM EFFECTS WHILE STILL PROVIDING ACCESS TO THE 128 FACTORY SOUNDS. EACH EFFECT HAS INDEPENDENT MIX AND LEVEL CONTROLS, AND 

UP TO 8 SIMULTANEOUS EFFECTS CAN BE PLACED IN ANY DESIRED ORDER AND COMBINED IN SERIES OR PARALLEL. 33 EFFECT TYPES ARE AVAILABLE. EXCELLENT 

DISTORTION SOUNDS, COUPLED WITH THE ABILITY TO USE SEVERAL EQ TYPES AT ONCE, GIVE YOU MAXIMUM FLEXIBILITY THROUGH YOUR EFFECTS! 

FACT 3 The new Í E> Bass Guitar Multi-Effects Preamp is our response to what professional bass guitar players told us they 

WANTED IN AN INSTRUMENT PREAMP/EFFECTS PROCESSOR. WHETHER YOU WANT UP TO 8 SIMULTANEOUS EFFECTS POSITIONED IN A SINGLE (STEREO) CHAIN, OR 

A SPLITTER/BiAMP (CROSSOVER) EFFECT (WHICH ALLOWS YOU TO SPLIT YOUR CHAIN AT ANY POINT AND FOLLOW IT WITH SEPARATE EFFECTS ON EITHER SIDE), THE 

BASS-FEX OFFERS YOU MAXIMUM FLEXIBILITY. SOME OF THE 34 EFFECTS TYPES AVAILABLE ARE COMPRESSOR, DISTORTION (2 TYPES), CHORUS, DELAY, PlTCH 

Shift, Reverb, EQ (4 types that can be used simultaneously), Exciters, Speaker Simulator, movable effects loop, and many more! 

MORE FACTS: Like the PRO-FEX II, the RAM Cartridge provides storage for 128 new presets and a third program bank. A separate 

USER AND FACTORY PRESET BANK ALLOWS 1 28 CUSTOM SOUNDS TO BE CREATED, WHILE STILL PROVIDING IMMEDIATE ACCESS TO THE 1 28 FACTORY SOUNDS. 

Also, the BASS-FEX has individual mix and level controls. In addition, the optional dedicated PRO-FEX II MIDI Controller has been added 

FOR MAXIMUM FLEXIBILITY AND CONVENIENCE! FACT 4 Once again, Peavey technology proudly leads the pack with the addition of the 
ler. This innovative MIDI Controller is designed to give you variety, convenience, and ease of use. The 

PRO-FEX II MIDI Controller may be used as a smart, dedicated controller for the PRO-FEX II and the BASS-FEX (which allows you to 

display the current preset name and chain, bypass individual effects in a chain, and control effect parameters), or with an optional power 

SUPPLY IT MAY be USED WITH THE PRO-FEX (OR ANY OTHER MIDI EQUIPMENT) AS A GENERAL PURPOSE MIDI PROGRAM AND CONTROL CHANGE CONTROLLER. 

All these facts are practicall y unbelievable, so you 'll ha ve to contact your nearest authorized Pea vey dealer to see and hear them for yourself! 

Try the PRO-FEX, PRO-FEX II, BASS-FEX, and MIDI Controller together or separately, and believe the facts., .after all, they're from Pea vey! 
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The N E W POWER GENERATION learns that 

PLAYING WITH P R I N C E is a PRIVILEGE both 

SUBLIME and G R U E SOM E 

Like every one of the million bands in Minneapolis, 

Doctor Mambo s Combo had known this could eventually happen and were trying to get 

through it without losing their heads. There he was again. Watching them, listening to 

them, judging them. Prince had started appearing at the band’s gigs with creepy regularity. 

Clearly he had something in mind. Or somebody. The band tried to keep focused on their 

playing, but each of them wondered if he was the one Prince was considering. Billy Franze, 

the guitar player, was in his 40s, a lifelong rocker with a red mohawk and better chops than 

90 percent of the musicians with record deals. Maybe after two decades devoted to dues 

paying and music making he was finally going to win the lottery. With Prince there was no 

way of knowing. He came down from his castle on the hill, studied the peasants at his 

leisure and then, once in a while, pointed a finger at one of them and said, “You.” It was like 

Prince Charming with his glass slipper. It was like Dracula. 

Michael Bland, the drummer with Doctor Mambo, was just a kid, barely out of his 

teens, playing in the band for fun while he finished college. Michael was majoring in the¬ 

ology, reading Nietzsche in his spare time, and was not about to peg his life to music and 
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end up playing in bars in 20 years. One Sunday afternoon his phone 

rang. It was Prince. Would Michael like to join Prince’s band? The 

glass slipper. 

“The way Prince honors people is, he chooses them,” Michael 

explains. “I was chosen by Prince, I didn’t have an audition. He just 

called me and asked me to do it and I said, ‘Yeah!’” Three years after 

being chosen, Michael is dressed in flowing black robes and a big jew¬ 

eled hat. He is here in London with Prince for a week of concerts at 

Earls Court. He is part of the New Power Generation. It is a wonder¬ 

ful and terrible honor. 

Ricky Peterson must be a man of either remarkable integrity or 

lunatic ego. Any musician who spends years working in bars a thou¬ 

sand miles from the nearest major record label knows that a shot at 

playing with a superstar comes, if you are very, very lucky, once in a 

lifetime. While populating the New Power Generation with musi¬ 

cians from the same scene that spawned him must offer Prince an 

extra level of comfort and ease of communication, it also (intentional¬ 

ly or not) gives Prince a lot of control over his band. After all, if Prince 

hired some top gun like Doug Wimbish or Nils Lofgren or Nathan 

East and one day the top gun didn’t feel like wearing his black robes 

“THE VISION is really left up to PRINCE. We’re the MUSICIANS. 

We’re just DOING OUR PART. It’s like the MANHATTAN PROJECT. 

You don’t know what you ’re working on. ” 

Michael still thinks of Billy and the other musicians he left behind. 

“Billy’s a real musician,” the drummer says. “I just wonder why he 

didn’t get his chance. If I ever get enough leverage in the industry he’ll 

be one of the first people I make sure gets to be heard. I owe him that 

much. I don’t know what it’s like for them to be still there. I don’t 

know what goes through their heads when I’m out here doing this 

and they’re back at home doing...that.” 

Michael heads down the backstage corridor at Earls Court. It’s a 

couple of hours before showtime and the dressing rooms are buzzing. 

Diamond and Pearl, the pretty dancing girls, hurry by looking a little 

less otherworldly than they will when the spotlights and makeup kick 

in. Organist/singer Rosie Gaines sits quietly chatting with a friend. 

Prince himself glides by rapper Tony Mosley in some sort of white 

superhero suit and extremely high heels. Michael heads into one of 

the band rooms, where he joins bassist Sonny Thompson, guitarist 

Levi Seacer and keyboard player Tommy Barbarella. 

Sonny and Tommy used to play in a part-time band with Michael 

called the Flash, but their main gig was with the Steeles. They were 

pulled into Prince’s orbit when the Steeles contributed to the sound¬ 

track for Prince’s movie Graffiti Bridge. Since losing Sonny and 

Tommy, the Steeles have not been the same. 

“Basically, Prince goes after whatever he wants,” Michael says. “He 

makes the call and if you want the gig, it’s yours.” 

So if a Minneapolis band starts to happen, there’s a chance Prince 

will appear and pull the best people out? 

“Don’t say pulled,” Levi cautions. “It’s like, ‘Hey, I like the way 

you play and if you want to do this thing, it’s open.’ It’s an opportuni¬ 

ty. I used to play with Rosie but when I joined Sheila E.’s band it was 

an opportunity.” 

“1 always wanted to play with Prince,” Sonny adds. 

“You can help your friends more from this,” Levi says, “than from 

just staying there, sticking it out.” 

Did anybody ever tell Prince no? 

The four musicians confer. “Didn’t Ricky Peterson say no?” 

Tommy asks. 

“Yeah, Ricky Peterson said no,” Sonny answers, “but he said no to 

Miles.” 

Everyone laughs and says, “Ricky Peterson’s just one of them No 

dudes, he wants to do his thing.” 

and big hat, he might tell Prince no. But no one who’s been yanked 

from bar-band obscurity and dropped into the world of interconti¬ 

nental travel, limousines and screaming fans is going to do anything to 

risk screwing it up. As one of Prince’s employees says when no one 

else is around, “People disappear around here. One day you come to 

the gig and you say, ‘Where’s Joe?’ ‘Joe’s gone.’ ‘What happened?’ ‘He 

must have done something Prince didn’t like.’ ‘What did he do?’ ‘He 

doesn’t know. Nobody knows. He’s just gone.’” 

That’s the sort of fear that keeps things extremely professional. 

T
onight, prince declares, is $150 

funk night. That means that whichever member of the 

New Power Generation—rapper, dancer or musi¬ 

cian—comes up with what Prince judges to be the 

wildest surprise during the show wins $150. The musicians feel at a 

disadvantage, because they have to be onstage playing the whole time. 

The dancers get to hang in the wings and plan. Sure enough, the 

dancers return from one break wearing some sort of bizarre Egyptian 

robes. Prince likes it. $150 to the dancers! 

The show is spectacular on every level. Prince does songs from his 

new album (the official title is a combination of the symbols for “Man” 

and “Woman”; for the sake of convenience we will refer to it here as 

Hermaphrodite) as well as crowd-pleasers dating back to “1999.” 

After the house lights go up Prince lurks unseen under the stage, send¬ 

ing roadies to warn the band that they are going to go back on as soon 

as the house is half-empty. Prince crouches, he waits and then he 

springs, pounding out a roof-burning funk jam while kids trample 

each other rushing back into the hall. After that finale finishes the band 

buses squeeze through a street-strangling knot of British fans and back 

to their hotel. Time to relax, hit the bar and—news flash—Prince has 

decided to do a recording session! All hands on deck! 

Obviously being in the New Power Generation is a seven-day-a-

week, 24-hour-a-day commitment. “Oh yeah,” Michael smiles, “if 

you’re in there, you’re in there. Like the fire department.” 

Levi finds that hilarious. “Fire department!” 

“You get time off,” Michael shrugs. “You just don’t know when 

you’re gonna get it. You have to just., .risk it.” 

Levi adds, “And then either get cussed out for not being around or 

say, ‘Whew, I made it.’” 
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How long can you maintain a commitment to something 

so demanding? 

“Maybe another couple of weeks,” Levi says, then he 

laughs. “No. The tour’s got a couple of weeks to go. It’s not 

like torture. We’re in a very unique situation and I think 

everyone in the band feels lucky to be here. We get a chance 

to play every style of music. Nobody even puts a name on us. 

I think everybody feels, ‘Hey man, as long as there’s some 

wood to burn to keep this train going, let’s go.’” 

O
NE reason the New Power Genera¬ 

tion comes up with music that doesn’t sound 

exactly like anything anyone’s heard before is 

that each member of the band hears music 

slightly differently. When they throw their ideas together they 

are sometimes blessed with a healthy miscommunication. 

Take “Willing and Able,” a tune on Diamonds and Pearls that might 

strike the listener as Prince’s tribute to Superfly-er& Curtis Mayfield. 

Michael describes that song originating with a spontaneous studio jam 

in Japan, when he began playing a drum pattern he remembered from 

an old Rockpile record. Levi had the bass in his hands and joined in, 

but he wasn’t thinking Rockpile—he was thinking ska. Tony M. got 

the idea of rapping over the track—which he, focusing on the chord 

changes, thought of as Mississippi delta music. Talk to Michael, Levi 

and Tony separately and you’ll discover that each of them still hears 

“Willing and Able” through the ears he brought to it at the beginning. 

The listener, though, hears something else, the sound of all those ideas 

working together to make something new. 

“With Prince,” Levi says in the hotel restaurant on a very sleepy 

Sunday afternoon, “you try everything. That’s the biggest thing I’ve 

learned from him. If it doesn’t work you can always take it out, but if 

it does work... There’s no limit.” 

“It’s constant surprise,” Michael says, landing in a chair across from 

Levi. “He’s always thinking of something I’ve never thought of 

before, so of course it sounds wrong to me at its conception. For a lot 

of people, every record that he comes out with they go, T hate this 

thing! I don’t know where he’s coming from now!’ Then half a year 

degree addressing the possible reconciliation of apparent opposites— 

rich and poor, black and white, east and west, love and violence, and— 

most of all—man and woman. 

“We don’t really talk that much about concept,” Michael says. 

“The vision is really left up to him. We’re the musicians. We’re here to 

help him focus on that vision, to get it a little clearer. We’re just doing 

our part. To use a terrible analogy, it’s like the Manhattan Project. 

We’re just working on one piece at a time. You don’t know what 

you’re working on, really.” 

“Until it’s done,” Levi adds. 

“Until it’s done,” Michael agrees. “And then we see, ‘Oh right— 

there are some dualisms there.’ But we never know until later on.” 

The E Street Band used to say that they would record a song like 

“Fire” or “Because the Night” and figure, boy, that one’s a hit—and 

then the album would come out and those songs would be replaced 

by something like “Factory” that was far less compelling musically, 

but which fit Springsteen’s theme. The New Power Generation say 

they identify with that. 

“We see a lot of material going past,” Levi says. “It either goes 

down to the vault or to somebody else. I’m sure it’s important to have 

a hit all the time, but I think with artists of the stature of Bruce or 

“IN BLACK MUSIC a kid won't go out and BUYA GUITAR or a set 

of DRUMS. He's gonna buy a MAC IN TO S H. Prince thinks that if kids knew 

HOW MUCH FUN it is to play, they 'd probably play. ” 

passes and they say, T really dig that.’ I was that way for a long time. I 

didn’t dig Prince till ’87, man. Till 19871 never liked anything he did. 

Then Parade came out and I was like, ‘Wow, he can do that? It was 

totally different. Purple Rain was a mainstream success, then Parade 

came out and I was floored.” He adds diplomatically, “Then I went 

back and bought everything.” 

Prince’s shows operate at so many levels—from circus to symbol¬ 

ism—that the viewer can remain detached and enjoy the spectacle, or 

start pondering the big themes and enjoy the speculation. Although 

Levi warns that Prince is a sharp enough showman to make people 

think there is more subtext to his work than there may really be, 

Michael agrees that Prince’s recent music and concerts are to some 

Prince you come to a point where you know what it’s like to be at the 

top. Now you want to do something for your own soul. You can say, 

T don’t know what everybody else will say, but / think this is great.’ 

“I think that’s something the public doesn’t understand. They 

always want a number one, they always want hits. Now Prince can do 

that. Prince can do a number one any time he wants to. But it’s a jour¬ 

ney, man, it’s a journey. And if you want to go on the trip then you 

gotta go wherever the train is going.” 

Tonight the train is going to a private party at a small London club. 

Too small, as it turns out. The band had hoped to have a jam session 

for their friends and guests, but the club, Tramps, is so tiny that there’s 

no room to set up gear. It’s just an entry hall with a couple of couches 
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and two posh rooms not much bigger than 

any rich guy’s study. After recording all night 

and sleeping all day, getting tarted up and 

marched to an enforced festivity is not the 

NPG’s idea of fun. But this is their job, so at 

9:30 p.m. the group—in full flash gear— 

begin assembling in the hotel lobby. Mike 

Pagnotta, Prince’s principal publicist, is get¬ 

ting an ulcer. He told them they had to leave 

at 9:30! Pagnotta starts calling the rooms, 

telling procrastinating NPGs to get the hell 

down here. Once he’s roped everybody in, 

he splits them into two groups—New Power 

Generation in the first limo, dates and friends 

in the second. There will be photographers 

outside the club, Pagnotta explains, so the 

NPG has to get out of the same car and enter 

in one group. Their friends can catch up later. 

One thing you pick up on after spending a 

few days in Prince’s world is that everything 

is work. Since Prince is not good at giving 

interviews—but does want publicity—his 

publicists have to hustle all the time to create 

events to get Prince’s name in the papers. So a 

phony story about one of Prince’s new pro¬ 

tegees being pregnant with his child shows 
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up in the gossip columns; then Prince puts 

out a single called “Sexy Motherfucker” 

which stirs up enough controversy to get him 

in the news pages; then the loony claim that 

Warners has just given Prince a $100 million 

contract gets his name in the financial section. 

It’s all nonsense, but if the media have gotten 

so greedy (or so gullible) that they are willing 

to repeat hype, whose fault is that? Not 

Prince’s and not the publicists’. The only 

suckers who believe that baloney are suckers 

who want to believe it. The New Power 

Generation treat such PR duties with the let’s 

get it over with resignation of kids being 

dressed up for a school portrait. 

En route to the club William Graves, the 

NPG DJ, lets out a howl. “Guess what I for¬ 

got!” he yells. He forgot “My Name Is 

Prince,” the surprise new track he is supposed 

to debut at tonight’s party. The band tells the 

driver to turn the car around and go back to 

the hotel. They know that Mike Pagnotta’s 

ulcer just got worse. When the NPG-mobile 

finally pulls up at Tramps, the sidewalk is filled 

with snapping paparazzi and squealing fans. 

The band jumps out of the car, smiles, waves 

and rushes through the velvet ropes into the 

basement club. The wood-paneled walls and 

Victorian furniture aspire to old-world ele¬ 

gance but, as Sonny points out, “This place 

looks like a haunted house! I expect to see 

ghosts cornin’ through the walls!” 

Hey, Sonny, that’s not a ghost, that’s Boy 

George. And—call the exorcist—there’s Tom 

Jones! This is one exclusive party. Rod Stew¬ 

art wafts in with Rachel Hunter on his arm, 

Malcolm McLaren appears and starts cadg¬ 

ing free drinks, and Mick Jagger floats in with 

Jerry Hall. Michael Bland lights up: “Hey, I 

met Mick once before!” he says, “I gotta go 

say hello.” The drummer walks up to greet 

Jagger, who brushes right past him. Michael 

comes back to the NPG table ripping. “He 

blew me off, man! Mick Jagger blew me off!” 

Well, Michael is reminded, you know how 

cold Prince sometimes has to be just to get 

through a room—you’ve seen him cross a 

whole hotel lobby ignoring a small child tug¬ 

ging on his coattail and calling his name. 

“Yeah, I know,” Michael fumes, “but Mick’s 

coming to my party!” 

Sonny takes a seat at the foot of the stairs 

with Diamond and Pearl. As time drags 

along they begin to wonder if Prince is per¬ 

haps not coming. Sonny asks Pagnotta for 

permission to leave. NO! Sonny sits down. 

Two big security men with genuine Secret 

Service earphones come down the stairs, 
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blazing a trail. Then, like Scarlett O’Hara 

descending her staircase, comes Prince. 

And it’s funny. He doesn’t seem any more 

comfortable or in charge here than anybody 

else. He makes small talk with Sonny and the 

dancers, he wanders around the small rooms. 

He nods politely when Tom Jones comes up 

and gladhands him (just two randy blokes in 

tight trousers who had hits with “Kiss”). 

Prince really is just a guy. His reputation, 

however, is so huge that the other stars at his 

party swirl around him in a Rolex vortex. 

Prince can say anything and people throw 

their heads back and howl with laughter and 

go, “HA HA! ‘Nice place!’ Great one, Prince! 

‘Niceplace!' Did you hear what Prince said? 

HO HO HO!” At one point Prince is stand¬ 

ing in a small group saying nothing remotely 

interesting when Mick Jagger comes up and 

starts talking and the first thing you think is, 

“Gee, I wish Mick would quit interrupting 

Prince.” Then you realize how nuts that is. 

He’s got YOU doing it. But that’s star power, 

and Prince works to maintain it like some 

throwback to Hollywood’s golden age. 

Prince goes and sits in the corner with 

Kate Bush. He’s a big fan of her album 

Hounds of Love and she sent him one of her 

songs, which Prince rewrote and re-recorded 

and returned to her for use on her next 

album. The musical team-up thus succeeded 

far better than Prince’s similar attempts to 

collaborate with Joni Mitchell and Bonnie 

Raitt, both of whom ended up saying some¬ 

thing along the lines of, “Hey, Junior, I’ve 

been in this business a long time—I’m not 

Trilby and you ain’t Svengali.” Prince makes 

small talk with Kate, Rod and Rachel on one 

side of them, Mick and Jerry on the other, 

and the DJ cues up “My Name Is Prince.” 

Whoops, go the New Power Generation 

when the song comes on, time to get to work. 

They all put down their drinks and go onto 

the tiny dance floor, where for the duration 

of the track they move with the stylish inter¬ 

racial high-fashion grace of an MTV video 

come to life. Prince acts like he doesn’t 

notice, but the effect is striking. As soon as 

the song is over the NPG all go back and sit 

down and return to what they were doing. 

It’s important that you understand how 

this stuff works in case you get home tomor¬ 

row night and the phone rings and it’s Prince 

asking you to join the New Power Genera¬ 

tion. Prince is a great bandleader, a brilliant 

singer and songwriter, a fine musician, inno¬ 

vative record producer and one of the 

world’s greatest performers. Let’s face it, he’s 

probably the most talented rock musician of 

his generation; of course you’re going to 

accept. But as you pack your bag you might 

ask yourself, “What do I need to bring with 

me?” You won’t need your instrument— 

Prince will supply you with great new gear. 

You won’t need your clothes— Prince will 

have you tailored and dressed like a Mardi 

Gras queen. You certainly won’t need 

money— Prince will take care of all your 

material desires. No, if Prince calls and asks 

you to join the New Power Generation you 

will need only two things—a Mack truck 

filled with Wonder Bread and a U-Haul of 

mayonnaise. Because working for Prince 

means going through a ton of baloney. 

IT WASN’T always like This. Sonnv Thomp¬ 

son met Prince when Sonnv was 15 and Prince 

was 13. Sonnv waited 20 years for his call¬ 

back. Growing up in Minneapolis, he and 

Prince both led groups. “He had a band called 

Grand Central,” Sonny says. “I had a band 

called the Family. We’d play the same places. 

We used to hang out and jam and play all 

night. I had all the equipment in my base-
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ment. He’d come over and play the drums, 

play the keyboards. He was talented for 

years, people just didn’t know it. I mean, 

everybody on the north side of Minneapolis 

knew it... 

“We would play the standard grooves: 

some Clinton, some Sly, James Brown, 

Earth, Wind & Fire. We’d work some origi¬ 

nal stuff and just try it, see what happens. We 

were playing places like the Cozy Bar, Pea¬ 

cock Alley, the schools, the WMCA, the 

Black Community Center. We’d throw 

dances and everybody could come in and 

party. It was cool back then. It’s a lot different 

now. Minneapolis has changed so much, 

’cause so many people have come in from 

different places. You’ve got gangs now. There 

were no gangs back at that time. It’s a weird 

place now.” Sonny catches himself and 

amends, “I love it, but it’s a weird place. 

“At one time Prince played in my band. 

Maybe for about a month. He was trying to 

go to New York at the time. We hired him, 

we paid him straight out. We were saving our 

money so we could buy equipment. He 

played guitar and keyboards.” 

4600 Witmer Industrial Estate, Unit #1 
Niagara Falls. New York 14305 

Sonny played on Prince’s demos, and then 

while Sonny’s band and all the other local 

groups worked on upgrading their equip¬ 

ment and getting better bar gigs, Prince took 

his tape to New York and got a record deal. 

“A lot of people were shocked,” Sonny 

says. “But I always believed he was going to 

do it, ’cause we always talked about what we 

were going to do; ‘I’m gonna have real strings 

on my album!’ Prince always had the vision 

of really wanting to be big in the industry. 

“Most of the guys were shocked, though. 

They were like, ‘Man! Prince has got an 

album out!’ I said, ‘I told you he was gonna 

do it!’” Sonny pauses and asks, “What else 

could he do? He just worked around the 

BLUE LIGHTS 

EVI SEACER plays a Gibson Epiphone 

(“Because my stuff is clean stuff”) 

straight into the board. He has a rack* 

mounted Zoom unit 9010, a Cry Baby cho¬ 

rus pedal, a Roland GP8 and a Boss digi¬ 

tal delay pedal. On “Thunder” and “Live for 

Love” Levi pulls out an Ibanez guitar with dou¬ 

ble humbucking pickups. Levi uses D’Addario 

strings. When TONY M. reaches for a guitar, it’s 

either a Charvel or a hollowbody Epiphone. 

Tony’s strings are either GHS lights or Dean 

Markleys. He has a Zoom effects processor. 

SONNY THOMPSON plays an Oswald bass 

(though he admits his favorite is an Alembic, “a 

great bass”) with a GB8 effects processor, an 

Akai Octaver and a Boss Octaver. Sonny uses a 

Heavy Metal distortion pedal and plugs into a 

Trace Elliot amp. He prefers GHS heavy strings 

because “they seem brightest—they keep the 

boing longest.” 

ROSIE GAINES plays a Hammond organ 

onstage, and has a Korg and Roland D-50 

MIDI’d to the Hammond. Rosie sings through 

Shure microphones. Rosie is also leaving the 

NPG to go out on her own. TOMMY BARBAREL-

LA plays a Roland A80 and an A50 controller, a 

Korg T3, an old Prophet which he uses on 

“Kiss” and a few others “for that old analog 

sound.” Tommy also carries a new Roland 

JD800, a couple of E-mu E-max 2s, a Proteus 1 

and Proteus 2, and a Roland D550. MICHAEL 

BLAND’s drums are a combination of Sonor, 

Yamaha and Gretsch, with Zildjian cymbals and 

Vater sticks. Trying to get more details out of 

Michael is useless. “I abhor shop talk,” he 

says. “I don’t know when we change heads, I 

don’t know when we get new cymbals. I don’t 

have any emotional attachments to gear at all.” 
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clock, always writing tunes and playing. It 

was just inevitable. 

“There was some feeling like,” Sonny 

adopts a nasty, jealous voice, “‘Ahh! Prince! 

So what? He got a deal, huh? I can do that!’ 

There were people like that. And there were 

people who were glad. I was really happy for 

him because I knew what he went through. It 

wasn’t a piece of cake. It was long hours. He 

put a lot of work into it. ” 

Asked if he saw Prince in the long years 

between those demos and Sonny’s invitation 

to join the New Power Generation, the 

bassist looks away and says vaguely, “Oh 

yeah, I seen him from time to time out in 

clubs. Or I’d see him on the street.” 

Did you feel bad he didn’t invite you to 

join any of his projects? 

“Not really. I was trying to explore my 

instrument at the time. I really didn’t feel I 

was ready. I was still learning all my scales 

and technique and playing with jazz groups 

and just discovering other music.” Sonny’s 

face brightens. “But I was damn happy when 

he called me! Like, I’m ready! I’m ready!” 

Pretty amazing to play with someone 

when you’re kids, go separate ways for years, 

and hook up with him again when he’s an 

international success. 

“Oh yeah, it’s amazing,” Sonny says. “I 

think about that a lot. He’s just grown into 

this mega-musical monster. He was great 

then, but some of the stuff I hear him play 

now I’m like, ‘Where did you get that from, 

man?’ It’s like he’s got a pipeline, stuff just 

being piped in.” Sonny shakes his head and 

says, “It’s great.” 

another day, another New Power 

Generation Promotional Event. This time 

the band’s making an in-store appearance at a 

London record shop. In the cab on the way, 

Michael Bland talks about Prince’s pipeline 

to the muse: “He’s most fluid improvisation-

ally on piano, I’d say. But, man, he’s one of 

the greasiest bass players on the planet. He 

really is an intense bass player. His feel’s rec¬ 

ognizable instantly. But he seems to have his 

own voice on every instrument, really. 

What’s funny is he reminds me a lot of 

Thelonious Monk on all of them. It’s just that 

combination of a sense of humor and a sense 

of adventure in his playing. On every instru¬ 

ment he thinks, ‘Okay, what’s missing?’ He 

plays like a composer all the time.” 

Rosie said that what the members of the 

New Power Generation have in common is 

that they are “all goofballs.” Anything deeper? 

“Oh gee,” Michael says, looking a little 

embarrassed. “We have our sense of commu¬ 

nity, but it’s more upholding something. We 

really feel—whether or not this is true, and in 

no way do I mean to sound condescending— 

like we’re the only ones doing what we’re 

doing. In black music things have gotten to a 

point where a kid won’t go out and buy a gui¬ 

tar or a set of drums. He’s gonna buy a Macin¬ 

tosh. Almost every track on Diamonds and 

Pearls has real drums. Prince has, we all have 

in the back of our minds that if kids knew 

how much fun it is to play, they’d probably 

play. But they don’t know so it’s going to take 

somebody like Prince to bring playing back. 

We feel we’re doing our share of bringing 

back the live thing—no DAT, no sequencers, 

no nothing. We have our share of electronics 

but everything is done live, for real. That’s the 

thing that’s missing in black music now.” 

Lately Prince has allowed two other voices 

to share his songs with him—singer Rosie 

Gaines and rapper Tony Mosley. Backstage 

before that night’s concert, Rosie talks about 

the remarkable amount of freedom Prince has 

granted her: “At rehearsal or soundcheck 
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we’ll just create certain things or jam on a 

song. All of a sudden 1 can sing something or 

Tony will rap something and Prince will say, 

‘Hey, that’s funky! Let’s use that.’ He told me, 

‘The stage is yours. Do what you want to do. 

If you feel like singing, then sing.’ That’s what 

keeps it so interesting up there. He gave me 

that kind of freedom and I think he gave the 

same to Tony. I can go way out in left field if I 

want to, as long as 1 get back to the base.” 

Ever get out there and then wonder how 

you’re going to get back? 

Rosie laughs. “Oh yeah! 1 have those 

nights! I think Prince also has those nights. 

Sometimes we don’t know exactly what he’s 

going to do. He does ‘Purple Rain’ different 

each night. We don’t know if he’s going to say, 

‘I want the solo to go for another 16 bars,’ or 

if he’s going to cut it and go back into the 

song. So it’s being aware of each other and 

being in tune with each other. This band is 

like fitting into a glove.” 

And the “goofball” criteria? 

“Having that sense of comedy is what 

makes everybody get along together. Each 

individual in this band is extremely talented 

Buy a Morley. 
It’s a pedal steal. 

From country to 

metal to rock to jazz 

to blues, all guitar¬ 

ists want two things: 

the very best equip¬ 

ment, and the very 

best prices. At 

Morley, that's just 

what our new 

line of 

pedals is all about. Ours 

are the coolest-sound¬ 

ing. longest-lasting 

pedals in the 

business. And 

they cost 

less than many 

all. Morley 

pedals come 

with a two 

year guaran¬ 

tee. So. whether 

you want our 

fat and talky 

wah sound, the 

captivating crunch 

of our distortion, 

the smooth swell 

of our volume 

(which is great 

for pedal steel 

effects), or all three 

in one versatile and 

affordable pedal, buy a 

of our competitors’. Best of Morley. And step on it. 

mORLEY 
See your dealer or call 708-639-4646. 185 Detroit St.. Cary. Illinois 60013 

and locked together. It’s a spiritual thing to 

me. We have nights where everybody is posi¬ 

tive and everything just works. We have had 

nights when nothing works at ail, because 

people are in a different frame of mind.” 

Occasionally Prince’s sense of humor— 

and NPG camaraderie—comes at the expense 

of musicians Prince sees as rivals. When Guns 

N’ Roses come to one concert Prince plays 

his ass off on guitar and then announces, 

“This is NOT rock ’n’ roll.” When George 

Michael shows up another night Prince leads 

the band through the thickest funk they can 

cook up and then yells, “George Michael has 

LEFT the building!” Prince seems to have a 

particular burr up his butt about U2; in the 

studio he comes up with a difficult, technical¬ 

ly impressive part and then asks, “What do 

you think U2 will do when they hear that?” 

His greatest antagonist, though, is the other 

enigmatic singing/dancing/crotch-grabbing 

superstar— Prince takes shots at Michael 

Jackson all the time. His main dig at the King 

of Pop is the couplet “Come to your senses/ 

There are no Kings—only Princes,” which 

hangs at the backstage entrance on a sign, 

leaps from Prince’s lips during the concerts 

and is faxed to the press by his publicists. 

Public feuds, too, are good PR. 

But if Prince takes no prisoners among his 

peers, he has backflipped regarding the most 

popular genre in black music. These days, as 

the presence of Tony M. makes clear, Prince 

is making room for rap. The hip-hop com¬ 

munity took umbrage at what were consid¬ 

ered Princely put-downs of the form on the 

unreleased but much bootlegged Black 

Album. According to Tony M., that was all 

misunderstanding. 

“It’s a misconception a lot of people had,” 

Tonv says while getting ready for the next 

show. “A lot of people thought ‘Get On It’ 

was very derogatory. That wasn’t it at all. In 

the mid-’80s rap wasn’t saying anything but, 

‘Yo, baby! Party all the time! I got this, I got 

that.’ In the late ’70s and early ’80s Grand¬ 

master Flash and Grandmaster Melle Mel 

were saying something, but then it went back 

to strictly partv stuff. Then, after that, we got 

KRS-One, Chuck D, Heavy I)., saying 

things that maybe people didn’t want to hear, 

but a lot of things they predicted are going on 

today— such as the riots in L.A. Prince 

doesn’t stick me into boundaries of ‘Talk 

politically all the time,’ or ‘Talk socially all 

the time.’ We can have fun with the rap, I can 

be angry— he lets me run the gamut. 

“When 1 came into this [cont’d on page 103] 
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for cusí un sidle nuit And when a new drug became available, they became some of its first local dealers. 
Around 1982, they started to dabble in music, building songs on bits of old hits, gradu¬ 

ally moving out of basements to rock local parties and clubs. Despite their own casualness, and a gift for drugged-out self¬ 

destruction, their music caught on, making them famous across the country. Yet even now, says the band’s singer and lead¬ 

er Shaun Ryder, “We’re still a gang.” Bi That may sound like the resume for any number of hard-core hip-hoppers. It’s 

not. It’s the story of Happy Mondays, the band from Manchester, England that crawled out of the slums to take over Britain’s 

pop charts and reinvent the rock concert as a rave: an all-night dance party with thousands of revelers in Ecstasy-fueled motion. 

Happy Mondays (along with the folk-rock-redux Stone Roses) made Manchester the capital of English rock in the late 1980s. 
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"PEOPLE SAY MtNÄMl» 
DEALERS ARE ALL RAD GUYS-BUTIF YRU MKTA LOT OF TN 

PEOI LE, YOU FIND SOME ARE 
OUT IF YOU MEET A LOT OF THESE 

For Happy Mondays, every kind of 

pop that ever made people dance was 

fair game. A pounding beat echoed 

house and disco and old-fashioned 

funk, while guitars and keyboards 

floated and rippled with the liquidity 

of psychedelia and the futuristic 

swoops of electro-pop. Although the 

band was fond of swiping the odd 

couplet or bassline, by the time it was 

through with them, the music sounded 

like nothing but itself. 

Amid the music’s fun, fun, fun, 

Shaun Ryder’s singing was true to the 

Manchester tradition of bad-news 

bearers like Joy Division or the 

Smiths. “ Kiss me for screwing every¬ 

thing in sight,” he murmurs in the 

band’s mock-romantic new single, 

“Stinkin’ Thinkin’”; in “Angel,” he 

chants, “Where did the pain start? 

When did the symptoms begin?” 

In the United States, Happy Mon¬ 

days’ music faced translation difficul¬ 

ties. Although the band has released 

three albums and an EP on Elektra— 

Bummed (1989), Pills ’n’ Thrillsand 

Bellyaches and the EP Hallelujah in 

1990 and Live (1991)— its following was limited: Pills peaked with 

sales of 180,000 copies. Between the band’s blurry swirl of guitar and 

keyboards and Ryder’s thick accent, most American listeners couldn’t 

get a grip on the songs. 

When Happy Mondays opened in the U.S. for bands like the Pixies 

and Jane’s Addiction, they recruited a few fans and bewildered others. 

As Ryder bawled, Bez, the band’s silent member, jittered and flailed 

across the stage. (“He’s there solely for us,” says Ryder. “It’s like we’re 

the band in the porno movie, and he’s the action.”) 

In Great Britain, meanwhile, Happy Mondays became famous as 

the band for whom the party never ends: an unpredictable, late-to-

interviews, gig-skipping, marijuana-puffing, Ecstasy-dropping (and, 

early on, dealing) kind of group, with big hits and no apologies. 

To make its new album, Yes, Please, Happy Mondays went to Bar¬ 

bados to record at Eddy Grant’s Blue Wave studios. One reason was 

to keep band members away from hometown temptations, notably 

heroin, which Ryder says he had been using for 12 years. But in Bar¬ 

bados, the British pop magazine Select reported, the Mondays racked 

up “two crack habits [for Shaun Ryder and his younger brother Paul, 

on bass], eight car crashes, a shattered arm, [and] a £10,000 rehab bill.” 

And the songs weren’t even finished. 

“When people told us they were wild and out of control, we 

assumed that was an exaggeration,” says Chris Frantz, who co-pro-

duced Yes, Please with Tina Weymouth; they’re the drummer and 

bass player for Talking Heads and Tom Tom Club. “We didn’t really 

know that they were what Guns N’ Roses are only supposed to be. 

They just didn’t know how much trouble they were getting them¬ 

selves into. In the end, we were lucky that nobody died.” 

Amid the turmoil, however, Happy Mondays went through a 

metamorphosis. “They were afraid that if they made another Man¬ 

chester-sounding record, everyone would say, ‘No new story to 

tell,’” Frantz says. “What it boils down to is that they want to be 

remembered as having some artistic value and not just being a fash¬ 

ion thing.” 

Pills was a fabrication of computerized samples and effects; Yes, 

Please is the work of a hands-on band, closest to the band’s import-

only debut album, Squirrel and G-Man 24 Hour Party People Plastic 

Face Carny Smile (White Out) (Factory, 1987), which was produced 

by John Cale. “We’ve gone back to playing live in the studio rather 

than relying on loops,” says the band’s guitarist, Mark Day. “We’ve 

gone back to basics.” And the mix peels away just enough of the trip¬ 

py layers to let Americans appreciate what Ryder is bawling about. 
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“Their management told us, ‘The last time, we sold this amount of 

reeords in America,’” Frantz said. ‘“This time we want to sell more or 

we might not get another chance.’” 

fuifAYrn won’t make any list of 
IjHr A I F 11 England’s most picturesque 

places. The formerly indus¬ 

trial city no longer has its old textile industry; it 

looks like Poughkeepsie with mullioned win¬ 

dows. But its chronic unemployment breeds 

bands. 

“We got into jamming around with music 

because the only thing to do was sit around 

and smoke spliffs,” Shaun Ryder says. “It’s a 

bleak city and the jobs that was there wasn’t 

worth doing, because the pay was crap any¬ 

way. You sit around smoking pot and then you start playing your 

own songs.” 

Like Leeds, Manchester has a university that serves a student 

population, and a football team that brings out the roadies. (While 

students would go hear live bands, Shaun Ryder once explained, 

the band members would go to clubs, which gives the band’s music 

its danceable bottom.) Like Liverpool, 26 miles away, Manchester 

has docks where licit and illicit materials arrive from afar. But 

Manchester is also the home of Factory Records, the independent 

label that released some of the most important albums of the last 

decade. 

In the 1980s, Factory expanded its local empire to include the 

Hacienda, a dance club that was the cradle of the British rave. The 

scene was hyped to the skies at the turn of the 1990s, and A&R hordes 

poured in to sign bands from Inspirai Carpets to 808 State. By now, 

Manchester is proud of its music. In September, the Corner House, 

“Manchester’s Cinema and Visual Ans Center,” mounted an art exhi¬ 

bition of album covers and posters called “Manchester Music and 

Design, 1976 to 1992.” 

Happy Mondays’ new Manchester headquarters is a one-story loft 

building, a former mill next to an industrial-gases plant. Inside, past an 

iron gate and a thick metal door, is a big open room recently painted 

white. The band’s equipment is set up in a rough U shape; the Mon¬ 

days’ five musicians, minus Shaun Ryder, are jamming through the 

new material. 

It’s not a Just Say No rally. Mark Day, on guitar, offers me a head¬ 

spinning toke of pot; Paul Ryder, before showing me his bass setup, 

disappears into the bathroom and emerges minutes later, glassy-eyed. 

“I’m in a band because I love music, not because 1 love drugs,” he tells 

me when he reappears. “I also like drugs sometimes. But we take great 

pride in our music.” 

Around the rehearsal hall, work is being accomplished. Paul “P.D.” 

Davis, on keyboards, and the band’s programmer and sound engineer 

Simon Machan are assembling samples and sequences, mostly percus¬ 

sion. Unlike most live sound engineers, Machan works with the band 

as it records, collecting samples and programming keyboard sounds 

instead of trying to reconstitute them later. 

As Davis pumps out the organ/keyboard hook of “Cowboy 

Dave,” Day, Paul Ryder and Gan’ “Gaz” Whelan on drums ease their 

way into the funk. Onstage, Whelan generally plays to a click track in 

sync with computerized percussion and effects. But at the rehearsal, 

he doesn’t need a metronome to keep a rock-steady beat. “When I’m 
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using the click track, I’m playing on the same beat, so I never hear it,” 

he says. 

The rehearsal is inconclusive; having a journalist around has 

thrown things off. But it’s obvious that the band has the syncopated 

snap of a working unit—hardly the vision of computer-crutched 

incompetence their reputation might suggest. Making Yes, Please 

seems to have toned up the musicians. 

“The album was all of us playing together,” Paul Ryder says. “We 

went down to Barbados with about three-and-a-half songs, grooves 

really. For the first three weeks we just settled in a studio and banged 

away, which we hadn’t done for ages. We jammed for three, four 

weeks, and later, as we got the grooves we’d sit down and work on 

one song at a time and structure it. We obviously had a beginning, and 

we needed a middle eight, and a breakdown. 

“Chris and Tina taught us things like that. Usually we don’t 

know when to start or finish, we just go, and we end when we can 

feel it ending. It was good to structure songs, which we’ve never 

done before. Next time we come down to writing we’ll know how 

to do it. 
“We were actually writing songs and jamming—me, Mark, Gaz 

and P.D.—starting in the studio at 11 in the morning and finishing at 

nine at night. It was really hard work, but really enjoyable. We didn’t 

realize this crazy madness was going on. 

“The studio was purely work. But after we finished work, we’d go 

for a drive, and the next thing, we’d find a fucking crack den. We went 

looking for a bit of adventure—and we found it. When you’ve got six 

lads together, man, things just happened.” 

W
hat happened was slapstick mixed with 

disaster. Bez overturned a jeep, breaking 

his right arm, and broke it again when he 

tried water sports too soon; the metal 

superstructure that eventually held his arm together is prominent on 

the album art. Shaun Ryder also totaled two jeeps, though he 

emerged unharmed, and Shaun and Paul Ryder started smoking 

crack, with Shaun up to 50 rocks a day. “I’ll deny everything,” Paul 

says. 

“There was a point,” Chris Frantz says, “where we had the music 

going along just fine, but no lyrics were being written and no ideas 

were forthcoming. There was so much lack of discipline on the part of 

the band that we were just, like, ‘What do we do here? We can’t play it 

ourselves, that wouldn’t be right.’ 

“It got to the point that if it were the bass player’s day, we’d go to 

his apartment, wake him up, make sure he had a cup of tea, take him 

to the studio, make sure his bass was in tune, show him how to play 

the part and make sure he learned it.” 

Frantz and Weymouth also guided the band in songwriting. “One 

day when they said, ‘Oh no, we have to write another song,’ I said, 

‘Okay, it’s soca day,’ and we took them out to hear soca,” Frantz says. 

“As a drummer I’ve been trying to play that soca beat for years, but 

one day Gary just came back and did it. He plays like a drum 

machine, because he grew up learning how to play drum-machine 

songs.” 

When the Barbados sessions ended up with tracks but no songs, 

the band returned to England. After some rehab Shaun got down to 

work, writing lyrics and recording vocals in Surrey. The producers 

helped him with lyrics, giving him a list of words and suggesting he 

work them into a song, even casting the I Ching at one point. 
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variety of applications, SansAmp 
is designed for recording direct to tape, 

mixdowns, and live performances as 
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“Eventually they came to their senses,” 

Frantz says. “Shaun in particular realized 

that, ‘Gee, I should really take responsibili¬ 

ty for myself and not just be a self-indulgent 

rock star.’ 

“It ended up with everybody really happy 

with each other,” Frantz concludes. 

“They’re great guys, they have a great spirit. 

Shaun of his own free will checked into a 

detox place and cleaned himself up. I’m hop¬ 

ing he’ll stay that way. But I don’t know 

how it turned out to be such a good record. 

It’s a miracle.” 

A THE band in Manchester 
LINIIINI- w .is illy llldlll; 
I II1UII1U the singer—well, that 
takes a little more time. Nathan McGough, 

Happy Mondays’ manager, phones Shaun 

Ryder at his house a few miles out of town, 

and asks him to come do an interview. Ryder 

will call a cab, he relays, and should arrive 

within the half-hour. 

Two hours later, McGough phones him 

again. Apparently waiting for Shaun is a 

familiar pastime. “You get used to it,” 

McGough says. “Like anything chronic.” 

Shaun eventually arrives, grumbling. He’d 

just been having a day off with his wife and 

toddler, smoking “some nice sensi,” and now 

he had to do an interview, and.... 

But as he sips a lager and lights the first of 

many cigarettes, he quickly warms to his 

task. His songs, he says, don’t have much to 

do with his life. “All I do is put together puz¬ 

zles,” he says. “I’m good at picking phrases 

so all these things sound like pure nice good 

entertainment. 

“I haven’t got all this pain that I have to 

pour out,” he insists. “Obviously things will 

pop out. But something that to somebody 

outside might sound like a heavy line, to us 

it’s just our sick sense of humor. It’s like tak¬ 

ing the piss out of a cripple, it makes us laugh. 

Afterwards you can look at it and see it’s real¬ 

ly a dark, heavy line. 

“I get one line, things out of the papers, a 

bit of something I did, a bit of my own expe¬ 

rience and then put them together. After¬ 

wards, you can read ’em and you could say, 

‘Oh, this could be autobiographical,’ but it’s 

not really.” 

Or not entirely. “Stinkin’ Thinkin’,” he 

says, is a phrase he got during his time in 

rehab. It means “bad thoughts, when you 

start getting paranoid about some of the 

stunts you’ve pulled. I could never really sit 

down and write what it’s like to be in a 

rehab—it was corny old crap—but when I 

saw those two words on a blackboard, I 

thought: song.” 

How about the soca tune, “Cut ’Em 

Loose Bruce,” with lines like “Get wired 

with the boys and shoot the place down”? 

“It’s a folk song,” Ryder says. “Dustman,” 

about a “bug-eyed mung worm at the bot¬ 

tom of a bottle”? “That does sound a bit 

alcoholic, but I was actually conjuring up 

some kind of mung worm that lived in the 

bottle, not me.” 

“Cowboy Dave,” he admits, is about a 

Manchester character, a sometimes music¬ 

business figure and pimp who was briefly 

associated with the band. When he was mur¬ 

dered, some news programs reported that a 

member of Happy Mondays had been killed. 

“So Bez rings up,” Ryder recalls, “and he 

says, ‘Who’s dead?’ 

“The way I write is that they get a tune and 

it gets me going,” Ryder says. “I’ll just put 

the recorder on Record, and I’ll come out 

with anything that pops up in my head.” 

But not in Barbados. “I went over there 

and came back with nothing,” he says. “I just 

got into, like, partying, because it was a holi¬ 

day. I was having a bad time out there, 1 was 

smoking like shit.” 

Why? “It was there, and it was very 

cheap,” he says. “I don’t mind spending 

£1000 on a shirt, but to get stoned on rocks 

when in England, it’s $50 for one, to me it 

seems like a great big waste. But when we get 

over there it’s like 20 English pence for one, 

and it was all over the place. I had fun, and I 

didn’t really feel guilty because I wasn’t wast¬ 

ing pots of money. But I got myself a habit. 

Now heroin, it’s a very big warm soft thing. 

Crack, that’s the worst. 

“So I went to Barbados, partied, came 

back, had four or five weeks of rehab and 

tuned up, no booze, really did it right. The 

doctor said, ‘That personality that you 

have, it’s still going to be there, and it’s 

down to you to stay off it.’ I got rid of the 

heroin, and when we went into the studio, 

Chris and Tina were there, and they know 

this business of writing songs. Other 

times, I was stoned when I was writing, 

but it was a pleasure writing for this album 

straight.” 

Is rehab good for his image? “You can still 

have a good time,” he says. “You just don’t 

have to be into an addictive horrible drug. 

You can still have a drink, have an E [Ecsta¬ 

sy], as long as you don’t have that fucking 

monkey on your back. 
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“A drug like acid, you can’t get a 

habit—once you’ve done all your tripping 

you’ve done it,” he says. “The same with 

Ecstasy. Me, now, if I want a nice dance on 

Ecstasy, I’ll have a quarter of one, that’s all 1 

need. 

“Manchester was a place for heroin, and 

downs, and speed until the E came in. And 

the E was a love drug, and it was good. Even 

all the football crowds, instead of wanting to 

fight, the drug made them just want to have a 

good time.” 

By now, Shaun is revved up, and I real¬ 

ize he’s the opposite of most rock stars: 

He’s coy about songs, but conceals nothing 

about his personal life. Out of cigarettes, 

he idly fishes in the ashtray, picks out a fil¬ 

ter and a stub, screws them together and 

lights up. 

He seems to have forgotten the wife and 

kid; he’s raring to go out. We make our way 

to a brightly lit Chinese restaurant. 

He’s talking now about Manchester’s 

seedier sections, about serial rapists and gang 

fights, about a teenager who dropped a slab 

of concrete sidewalk on a victim’s head. 

“People like that, they just live to do people, 

go to jail, get out and do people again,” he 

says. 

It’s not like his scofflaw days. “Even when 

I’ve been desperate for money and I’ve seen 

some granny collecting a pension, I’ve never 

beat up an old person,” he says. “People say 

criminals and drug dealers are all bad guys. 

But if you meet a lot of these people, you find 

out some are all right, they’re pretty normal. 

It’s just what they do.” 

Opening a menu, Shaun goes straight for 

the lobster; when it arrives, he tears into it 

like Albert Finney as Tom Jones. Two 

women at the next table, in their 30s or early 

40s, recognize him, stare and smile. He wan¬ 

ders over, gets into animated conversation 

with the blonde, seems to be smooching the 

brunette. At 1:30 a.m., the night is young; it’s 

time to find a club. 

Shaun leads an entourage, now including 

the women, to the I Don’t No Club, a 

speakeasy-looking basement with a glitter-

flecked ceiling, brightly polished brass rails 

and a dancefloor the size of a doormat, where 

Chinese and Anglo couples wriggle under 

flashing lights. As last call is announced, 

Paula, the blonde, gazes moonily into 

Shaun’s eyes. “I’m not into your music,” she 

says. “I’m into soul, really. But when you 

meet someone so genuine, well, it changes 

your mind.” 'S' 

“Guy Clark is better than a good Texas brisket.” 
Vince (¡ill 

“In my wildest dreams I look like Michelle Pfeiffer 
and write like Guy Clark." 

7 Pam Tillis 

boats 
to 
build 

For years, Guy Clark’s songs have scored hits for artists like Ricky Skaggs, Rodney 

Crowell and Jerry Jeff Walker. The Texas native’s songwriting influence has been 

acknowledged by Lyle Lovett, Nanei Griffith, Steve Earle and many others. 

With boats to build. Guy Clark unveils a collection of ten new songs destined to add 
to his reputation as one of America’s flnest singer-songwriters. 

Featuring the single and video, “Baton Rouge” 

© 1992 Elektra Entertainment, a division of Warner (Communications, Inc. O* A Time Warner Company 61442 

FROM DELMARK’S JAZZ VINEYARD 
‘young or mature it will please the palate 

Roy Campbell 
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Jim Cooper 
Nutville 
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Willis Jackson 
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. These smokin' 1950 sessions 
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unissued performances. 

Art Hodes 
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Duke Henderson, 
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Tlie 4200 Series. Designed For The Control Room, 
Not The Living Room. 

With the 4200 Series we're taking our stand 
from where you sit: right where you work at 
the console. Designed, engineered 
and tested from this position, the 
4200 Series is the first console mount 
monitor created specifically for the 
professional recording environment. 

Both models give you pin-point 
imaging by delivering high and low 
frequency information to your ears at 
precisely the same instant. By virtue 
of their symmetrical design the 4200 
Series monitors are mirror imaged. 
And so nothing gets in the way of your music, 
the 4200 Series introduces our uniquely sculpted Multi-Radial™ 
baffles incorporating newly designed pure titanium tweeters and 
low frequency transducers. The combination of these technologies 
successfully corrects time arrival anomalies and eliminates baffle 
diffraction distortion. 

4200 Series: console top monitors designed in the studio, for the 
studio, with sonic performance rivaling much more expensive 
monitors. 4200 Series: the shape, and sound, of things to come. 
Available at your local authorized JBL Professional dealer. 

Today’s recording studio has evolved into a 
multi-function facility which simultaneously 
addresses the specialized needs of music 
recording, film and video post, and radio 
production. In this environment, where the 
most critical listening often occurs in the final 
mix, close proximity monitors are often more 
important than the mains. The problem: most 
console top monitors, unfortunately, were 
designed for the living room not the control 
room. Tiltil now. 

1992 WINNER 

JBL 

JBL Professional 
8500 Balboa Boulevard, Northridge. CA 91329 
H A Harman International Company 

Frequency Response (Model 4206): 96 dB at 1 m, typical console listening levels 

Distortion vs. Frequency (Model 4208) 96 dB at I m. typical console listening 
levels (distortion raised 20 dB) 
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F ro m ro ck a b i / /y 
to Roger Waters 

by Matt R e s n i c o f f 

where you could say, ‘Ah, 1 know exactly what’s needed.’ He 

would play me only the pieces where he wanted the guitar. 1 

think he tried to prevent me from getting too blown away by 

the majesty of the whole album, you know? He heard some of 

the stuff I did on Guitar Shop and he liked it a lot, and 1 think 

that’s why he thought, ‘I want that element; it would be good 

for that.’ But he never told me that; he just let me play.” 

To create the Becknique that would attract Waters and 

astound many others, Jeff never even touched wood. The 

melodics from Guitar Shop's “Where Were You” and “ Two 

Rivers” were painstakingly executed by striking harmon¬ 

ics—notes brought out by plucking strings held lightly just 

over the fretwire—and bending them solely with the vibrato 

arm. Beck left his Kahler-loaded Jackson Soloist in the case 

for those tracks, preferring to tough it out on a Fender Strat 

I
t took almost 30 years for the man who put concept 

into rock guitar to play on his first concept record. 

“He had been chasing me for several months,” Jeff 

Beck says of his sessions for Roger Waters’ Amused 
to Death. “1 didn’t really respond because I was busy 
doing other things, but then he caught me on a 

good day when I was sort of around town and he 

said, ‘Look, you don’t have any obligation—I’ll rent 

a studio for you for two hours and you can go along and listen, with just an engineer 

to play you the tapes.’ 1 heard ‘What God Wants’ and I loved it, so 1 made the com¬ 

mitment. And I enjoyed it, I really did. It was more like a comedy half-hour every 

live and on record. The catch is that he’d often begin with a 

harmonic already bent up, as in “Where Were You,” hit it 

and have it sink, then move to other natural-harmonic loca¬ 

tions on the neck and continue the line, bending in and out 

with the bar for discrete intervals as small as semitones. 

“That’s the song Roger loved the most,” Jeff says, “and he 

told me, T want you to do that kind of stuff on my album.’ I 

said, ‘Well, that took a lot of writing; we had to spend ages 

working out where all the harmonics were and then bending 

the arm to make the tune. I write by inspiration of one note 

going into another.’ And he said, ‘Well, let’s just throw some¬ 

thing at the wall and see what happens.’ [Keyboardist/pro-

duccr] Pat Leonard hit a few chords just at the tail, the end-of-

the-session messaround, and we recorded about five or 10 
day than hard work. ” 

It’s a dark comedy with stark twists, but Jeff Beck likes playing on the fringe. He 

seldom surfaces, and only does when he responds to urgency in the music. Waters said 

that like most guitarists, Jeff would pick up his instrument and continue to improvise 

straight through whatever he was overdubbing until asked to stop; but unlike most 

guitarists, Jeff wanted guidance from his colleagues and left them with performances 

they’d remember for the rest of their lives. “Roger’s a good musical director,” Beck 

says. “But when he put me on, the thing was nowhere near completed or in any shape 

minutes of that. And then one day, the story goes, at the end 

of a long recording day, Roger was driving home from the 

hills and he played this tape of the day’s work, and at the end 

of it he couldn’t touch the tape machine because he was driv¬ 

ing. It ran on and suddenly this stuff came on, and he thought, 

'Jesus Christ, what’s this? I want this straight away.’” 

The forgotten jam became the intro and backing for the 

spare album opener “The Ballad of Bill Hubbard”; elsewhere, 
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WAITING IS THE HARDEST PART 

The Musician's Survival Course 
A Hanas-On Look at the Law and Business oí the Music Industry 

• Saturday, November 14th, 1992 • The Lone Star Roadhouse, 

12-6PM (Reception follows) 240 West 52nd Street, NY City 

To keep your musical career on track you need to be able to handle crucial business decisions. The 
I Musician s Survival Course provides a step-by-step explanation of the key contract provisions working 

musicians are most likely to encounter. Hear war stones and learn how to avoid common mistakes. 

Your instructor is music attorney and award winning journalist Stan Soocher, long-time editor of Entertainment Law & Finance and Musician contributor. The Musician's Survival Course will 
examine the following contracts point by point: 

• Management Agreements • Agency and Booking Agreements 
• Merchandising Agreements • Songwriting Agreements 
• Demo, Production, Tape-Shopping and Indie vs. Major Label Agreements 

Plus how to find and deal with lawyers, rights to band names, copyrights and more. 

The cost: $45 (postmarked by Nov. 1) 

$55 (after Nov. 1 and at the door) 

To reserve your seat, send payment, along with your name, address and phone number to: The Musician's Survival Course, P.O. Box 229, Port Monmouth, NJ 07758. For more 
information call 908-495-1763 today! 

Sponsored by 

Alias Records 

2815 Wes Olivt Aven» Burbank. CA 91505 

UUW 818/566-1054 dept.MU 

Catch up with 
THE SKELETONS 

and have yourself 
’a maximum twelve-pack 

experience without the beer' 
(Rocky Mountain News). 

You've heard 'em play with Jonathan Richman, 

Scott Kempner and Dave Alvin... 

now shake and push to the long-awaited 

album from 

"the greatest undiscovered rock 
and roll band of the recent past' 

(Washington Post). 

• WAITING • 
14 SONGS INCLUDING 

'Downtown', 
'Play With My Mind' and 

'Waiting For My Gin to Hit Me'. 

Beck places slide-like screams through several 

reprises of “What God Wants.” I tard to believe 

the guitar odyssey began nearly 30 years ago with 

Jeff’s diehard affection for Gene Vincent and the 

Blue Caps’ brilliant lead player Cliff Gallup. 

Today Beck is working on an album of notc-for-

note covers of Gallup’s bebop-inflected rockabil¬ 

ly solos alongside the Big Town Playboys. The 

Playboys are an authentic swing/blues/country-

rock band Jeff met with in London and nearly 

adopted as his own, before discovering how 

incompatible his current writing was with his 

initial motivations to be a musician. 

“It’s a very topical question as to whether it’s a 

‘Jeff Beck project’ or not,” he says, “because I’m 

really using another band which exists already to 

participate with me on it. Packaging is going to be 

quite a talking point with us, because we need to 

put the focus where it’s going to be effective, you 

know what I mean? It’s really just to prove how 

advanced the music was, and how exciting it was 

in ’56...but with the modern recording sound 

that we’ve got, we’re trying to bring out more 

dynamics and sonics. We used old mikes in some 

of the tracks, but going through modern SSL 

desks and stuff, so kids won’t be able to complain 

about the sound not being up to scratch.” 

Breathing new life into classic forms defines 

Jeff Beck; his vibrato technique, in its white-

knuckled melodic simplicity, extends the legacy 

into its next phase. And it’s the hardest work 

he’s done. “Sure, yeah,” he says. “It is, but I feel 

pretty happy about spending the time with it 

because the rewards are there; people seem to 

respond to the emotion that you can get from 

that style. And the purity of the harmonic note 

is just another angle of what the electric guitar 

can do. I mean, people use it all over the place in 

rock, but not with those sort of nice sweeping 

melodies. It’s kind of my little thing I’ve got 

going, you know?” 'S’ 

BLOW BY BLOW 

T
he old Bassman amplifier JEFF BECK got 

from the men at Fender London, auto¬ 

graphed by associates Buddy Guy and Eric 

Clapton, was stolen from the main hallway 

in his house, where it waited to be loaded 

and unloaded on trips to and from studios. “I only 

wanted it for sessions and stuff, where I could 

keep my eye on it, but,” Jeff laughs, “I didn’t. It’s 

gone.” He’s still got tabs on his many Strats and 

an old Gretsch Duo Jet just like Cliff Gallup’s, 

which he used for all his note-for-note galloping 

through the Gene Vincent tribute record with the 

Big Town Playboys. 
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by Bill Flanagan 

N 

Blue Turtles and Nothing Like the Sun, and the tours that went with them. Only on 

his Soul Cages tour last year did Sting return to the bass. We talked to him about the 

joys and frustrations of his chosen instrument. 

“In a way I took a holiday for five years,” Sting said. “Playing bass and singing is 

quite difficult. Strumming along to a song on a guitar while you sing is all the same 

thing. Often basshnes are opposed to the rhythm of the singing. It’s contrapuntal, 

quite difficult, so I just took a holiday, got a couple of really great bass players, sang 

my songs and strummed along. I enjoyed that holiday. But my instrument is the 

s bass player with the Police, Sting 

helped revive the old idea (as old 

as Cream, anyway) of the singer/ 

bassist as bandleader. When he 

launched his solo career, though, 

Sting switched to guitar. He 

strummed through his first two 

post-Police albums, Dream of the 

Returning from a 

bass man's holiday 

bass. I feel affinity with the bass and I feel I have a contribu¬ 

tion to make, so I’m playing bass again. 

“I mean, I played the bass on the albums. I didn’t give it up 

entirely. In a way, taking the time off from playing onstage 

refreshed my imagination on bass. 

“It’s much easier to control the dynamic of the band with 

the bass than with any of the other instruments. Also, when 

David (Sancious, the keyboard player) plays a C chord, it’s 

not a C chord until the bass player has put his note in. I can 

change the chord at will. Therefore I can change the harmon¬ 

ic structure of the song, the dynamic structure of the song, 

and having the low end with the bass and the high end with 

my voice, I feel I can really drive this thing without seeming 

to drive it or being dictatorial. So it’s ideal for a bandleader, 

especially in a small group which is trying to have the flexi¬ 

bility of a jazz group without playing jazz.” 

Although Sting says his basic philosophy of bass playing 

comes from “Stax and Motown, I love eight beats to the bar,” 

he is nothing if not ambitious. “In a way,” he said, “if you’re 

serious about music you become more and more adrift. 

Musicians arc trained to use a part of the brain that most lis¬ 

teners don’t. Most listeners to popular music can cope with 

thirds, fifths, sevenths, simple intervals. Once you get into 

sixths or thirteenths... In my case, what I love now is atonal 

music, I love that bitter sense it gives me. I really find it excit¬ 

ing, it draws the tension out of me. So I suppose my music 

will eventually veer towards something that will not be to the 

popular taste. Even though I’d like it to be. In a sense my job 

is to be a populist, to try to popularize more difficult ideas 

than you would expect on the radio.” 

To add to his musical palette, Sting has been studying 

cello. “It’s funny,” he explained, “thecello has the same scales 

as a Fender bass, but tuned in fifths. So it gives you ideas; you 

play a blues scale and fall into different stuff.” 

Asked which of his songs were built from bass riffs, Sting 

said, “'Walking on the Moon’ was a bass riff. A lot of the 

Police songs were. A lot of the Soul [cont’d on page 82] 
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America’s Fa vente 
Pickup Li ne. 



He says tackling such a shopworn song aligns with what 

Professor Longhair used to do, and also dovetails with the 

sermon he preaches to his students. “Before you even start 

working on a tune, you have to know that every tune you 

play is yours. If John Doe is playing a piece you like, it’s his 

piece while he’s playing it. But when you play it, you should 

be able to adapt it to fit your personality, the way you live 

and think, the way you approach the piano. It doesn’t matter 

what people think—when I’m playing it matters what I like. 

That’s a difficult thing for students to learn.” 

Butler faced some serious work to make “Jamaica 

Farewell” his own. He started with a little figure at the end of 

each verse that took the song out of its Ek key center, and 

extended the form. “I used the vi chord (in Ek, a C minor 

chord) as the pivot for what is essentially a quick modula¬ 

tion. It functions as a dominant chord, and it can take you to 

F, only for a short time. Then I play another minor vi chord 

into a G altered dominant, which again has the minor third. 

Then it goes back to Ek, where there are some very plain¬ 

sounding chords to lead into the next verse.” 

Butler used the same device at the tag ending—except each 

ascending whole step is preceded by its dominant, which cre¬ 

ates the effect of moving around the cycle of fifths. He 

believes that by adding measures to the form—for the pianist 

playing solo, it’s an easy thing to do—he can give this familiar 

song a challenging (if not progressive) element while remain¬ 

ing true to its folk roots. 

Along the same lines, he added a blowing section in the 

middle of the tune. It’s based on a simple I-IV vamp, and it 

moves through different key centers—at one point, before 

returning to the E> verse, it alternates between Dl> and Gl>. “ I 

was mostly looking for flavor there,” Butler says, rippling 

through a stream of New Orleans blues over the changes. “It 

was just about changing the hue a bit... A lot of guys, they’d 

be playing the augmented 11 chord there, getting into some¬ 

thing almost beboppish. I didn’t want to do that too much, 

though it definitely can work. Even at the end, I wanted to 

n his recent Blues and More, Vol¬ 

ume 1 (Windham Hill Jazz), 

pianist and vocalist Henry Butler 

tackles, among other things, that 

resort-hotel lounge pianist stand¬ 

by “Jamaica Farewell.” It’s not a 

parody, and it’s not such a distant 

free-form extrapolation that the 

melody vanishes. 

But, as is the case with much of Butler’s work, it’s not wholly traditional—-in a 

sneaky, insurgent kind of way. There are powerful tonic chords that swell up into 

gospel glory. There are little fugue-like turnarounds that tip the hat to Johann Sebas¬ 

tian Bach. There are simple chord vamps for improvisation that help Butler call forth 

some unorthodox bebop. 

And yet, it’s impossible to miss the sing-songy melody. “The melody just kept 

coming back to me,” Butler said recently, sitting in front of a nine-foot Steinway, his 

piano of choice. “It occurred to me that it was a challenge—to make this old song 

unique enough for me to play it and be interested in it.” 

A native of New Orleans, Butler is on the faculty of Southern Illinois University. 
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Discover The Musician 

Dr. John 
New Orleans Piano 
TWO 60-MIN. VIDEOS $49.95 ca? 

These lessons are jammed full 
of the powerful playing and 
slowed-down instruction of 
one of the premier artists of 
our time. Tape 1—The styles 
of Professor Longhair, Pine 
Top Smith, Fats Domino and 
others. Tape 2—The styles 
of Huey "Piano" Smith, 
Tuts Washington, Allen 
Toussaint and Mac (Dr. 
John) Rebennack himself. 

*A complete two-tape series. 
Complete set can be purchased 
for the special price of $79.95. 

Within You! 
taught by 

Howard 

Levon Helm 
On Drums And 
Drumming 
featuring The Band 

New Directions 
For Harmonica 
Expanding Your Technique 
featuring The Band 

105-MIN. VIDEO $49.95 

Howard Levy (of the Fleck¬ 
tones) has developed an 
astounding ability to play 
every note in every key on a 
basic ten-hole harmonica. He 
teaches you the basics needed 
to play a wide variety of styles 
(jazz, Latin, blues, classical, 
pop) on your harp. You'll learn 
bends, overblows, overdraws 
and important theory to give 
you an understanding of the 
broader potential of the 
harmonica. 

Roy Rogers 
Slide Guitar For 
Rock And Blues 
90-MIN. VIDEO $49.95 
Learn slide guitar technique 
with one of the world's hottest 
players! Roy Rogers explains 
all the components of great 
slide rhythm and lead playing 
while teaching you several 
great tunes. You'll learn pick¬ 
ing techniques, two-string 
leads, damping, use of vibrato 
and harmonics, playing melody 
with rhythm, Robert Johnson 
licks, dynamic solos and much 
more. Beginners will be inspired; 
experienced players will develop 
powerful new skills. 

VIDEO 
HOME5PUH 

Ä UMSING 

ORDER FORM 
□ Dr. John Teaches New Orleans Piano □ Tape 1 □ Tape 2 $49.95 ea. plus 

$4.00* post. & hand. □ Two-video set $79.95 plus $6.00* post. & hand. 
□ New Directions For Harmonica, $49.95 plus $4.00* post. & hand. 

□ Levon Helm On Drums And Drumming, $49.95 plus $4.00* post. & hand. 
□ The Acoustic Guitar Of Jorma Kaukonen, $49.95 plus $4.00* post. & hand. 
□ Roy Rogers' Slide Guitar, $49.95 plus $4.00* post. & hand. 

NYS residents add 7% sales tax. 
C.O.D. orders accepted in U.S. only. Write or call 1-800-33-TAPES (U.S. & 
Canada) or (914) 679-7832. FAX#914-246-5282. 

□ VISA □ MasterCard Exp. date _ 

Card#___ _ 

Name___ 

Add r ess_ 

City_ State__ Zip_ 

Send for FREE catalog listing hundreds of instructional audio and video tapes. 12/92 

•Europe: $12 airmai^er video^sia & Australia $20 airmail per video 

HOMESPUN TAPES 
Box 694MU, Woodstock, NY 12498 • 1-800-338-2737 

Jorma 
Kaukonen 
The Acoustic Guitar 
with special guest 
Jack Casady 

100-MIN. VIDEO $49.95 

Learn Jorma's solid finger¬ 
picking blues style through 
some of his favorite tradi¬ 
tional and original tunes: West 
Coast Blues, Hesitation Blues, 
Crystal City and Embryonic 
Journey. This unique video 
includes tips on picking style, 
slide technique, open tunings 
and a demonstration with 
Airplane/Hot Tuna partner 
Jack Casady on how to develop 
a song with a bass player. 

105-MIN. VIDEO $49.95 

Here's a lesson for all musi¬ 
cians, from beginners to pro¬ 
fessionals, from a true rock 
legend! Levon Helm cooks 
through several tunes while 
teaching the techniques, 
drum concepts, "feels" and 
influences that shape his dis¬ 
tinctive sound: Delta blues, 
country, the Memphis sound, 
rockabilly and, of course, the 
music of The Band. Includes 
personal insights about the 
music and events that helped 
shape rock 'n' roll history and 
specially staged performances 
by The Band! 

Dealer inquiries 
welcome 



Our New 
Business Major 
Will Be Music 
To¥)urEars. 

Today's international music industry is a multi billion 
dollar enterprise powered by creative combinations of 
music talent, music technology, and music business skills. 
And you can play a major part in it - if you have the 
right education. 

That’s why Berklee has created its new Music Business/ 
Management major. With our new major, Berklee is the 
only music college to offer a single program that integrates 
music and business studies for today's contemporary music 
industry. It will empower you as a professional musician. 
It will provide you with the abilities needed in today's cor 
porate world of merchandising, publishing, and recording. 

Now, more than ever, Berklee means business when it 
comes to music. If you mean business, too, call Berklee 
College of Music: 1-800-421-0084, ext. 4008, or return this 
coupon for admissions information about our Bachelor's 
Degree and Professional Diploma Programs. 

Berklee College of Music Please send me information about: 
Office of Admissions, Dept. 4008 _ Berklee College of Music admissions 
1140 Boylston Street, Boston, MA 02215. _ Music Business/Management major 

Name_ 

Street _ 

City_State_Zip 

Country_Telephone _ 

Instrument _ 
(Please indicate 'voice' 

if applicable.) 

The Music 
Business Major at 

Berklee 
COLLEGE OF Ml SIC 

It’s where vou go. 
' © Berklee College ol Music. IW. 
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put just a trace of unusual harmony in, because I 

was really trying to launch a rhythm thing with 

the left hand. So my voicing for the V chord is 

root, 11, flat-7, 9, 13, with no alterations. It’s a 

very straight sound, one that the New Orleans 

piano players use. It doesn’t pull like an altered 

dominant, but it doesn’t just sit there either.” 

Like the harmony, Butler’s “rhythm thing” 

contains echoes of New Orleans march music 

and gospel. Butler says it doesn’t matter what the 

right hand chooses to play, as long as the left 

hand is taking care of business. “ If you’re playing 

real Dixieland, like on ‘Down by the Riverside’ 

[also on Blues and More, Vol. /], you’ve got to 

keep the bass notes on beat one and beat three, 

and put the syncopations around that. If your 

rhythmic concept is strong, you can express it in 

any part of the music. At the end of ‘Jamaica 

Farewell,’ you can let the right hand do anything 

it wants, because the other thing is covered.” 

But there arc some boppish runs between the 

lines of “Jamaica Farewell.” Butler chuckles and 

says, “I almost hate to use the term, but I do 

believe in musical gumbo. Playing one style of 

music is like playing in one key all your life. ..If 

you know and are really good at playing bebop, 

why not take it through a few ideas, a few differ¬ 

ent styles? I am constantly trying to see what the 

things 1 know can do for me—sure, it’s possible 

to play bebop throughout ‘Jamaica Farewell,’ 

but why be so limited?” 'S’ 

[cant'd from page 78] Cages stuff were bass 

riffs ’cause we did it as a band. The previous 

two albums were written on keyboards, so 

there were fewer bass motifs. 

“The genesis of ‘Be Still My Beating Heart’ 

was Trudy, actually,” Sting said, referring to his 

wife. “The title is one of Trudy’s phrases, but 

the bassline was mine. Trudy has yet to receive 

any royalties.” 

Asked if he sings differently when he plays 

the bass than when he plays guitar, Sting said, 

“No. I probably play the bass differently when 

I sing; you play more simply when you sing. 

But if you slow it down you can sing and play 

anything, you can play a symphony on the bass 

and sing ‘Roxanne’ if you slow it way down 

and practice.” 'S’ 

4-string sting 

S
TING plays a ’62 Fender Jazz Bass, an 

Ibanez fretless and a Fender Precision. 

He uses Carver amps, Rotosound strings 

and Beyer microphones. 



DOING MUSIC & NOTHING ELSE 

The Music Business Weekend Seminar 
Peter C. Knickles - Instructor 

E a c i. u s / V e / y 5 /' o N s o r e d By 

Magazine 
Here's What To Expect... 

* Earn a GREAT LIVING! - Regional or National! 
* Build a large & loyal following within 6 months! 
* Attract an indie or major label record deal! 
* Raise $5-10.000 annually within 60 days! 
* 7 ways to place your songs and catalog! 
* Get your share of airplay, videoplay and publicity! 

Buy non-equipment basics at wholesale prices! 
* 8 places to distribute & SELL your Cl) or cassette! 
: Produce a super video for under S200! 
* Stop the "it-costs-us-to-play" syndrome! 
* Gel top name management & agents to call you! 
* 21 ways to locate professional musicians! 
* FREE A&R/T-100 Directories ($90 value)! 
* FREE PAN Membership ($225 value)! 
* FREE gifts & resources - too many to list! 
* 100% Money-Back Guarantee! 
Available on Cassette And much more...!!! 

VIDEO IN I E R VIE W S/C( ) M M E N IS ! 
Garth Brooks Aerosmith MTV's Kurt Loder Mr. BIG 
Mark Knopfler Dread Zeppelin Mick Fleetwood Doro 
Chick Corea Phil Collins Karla Bonoff Bill Graham 
Randy Newman Michael Bolton Kris Kristofferson 
Robert Plant Dirt Band Jeff 'Skunk' Baxter k.d. lang 
EXTREME Todd Rundgren Megadeth A&R/industry! 

SEMINAR HELI) IN OVER 21 CITIES! 
Boston New York Philadelphia Baltimore Washington DC 
Atlanta Orlando Miami Houston Dallas Phoenix San Diego 
Los Angeles San Francisco Portland Seattle Denver St. Louis 
Minneapolis Chicago Detroit Cleveland - call for more! 

Music Business 
Seminars, Ltd. 

Michael Harrison, Featured Artist on 
Windham Hill Piano Sampler 
To Whom II May Concern: 

I am writing this letter to advise any person involved in the 
business of music that I have found the DOING MUSIC & 
NOTHING ELSE Seminar to be extremely worthwhile. Il was 
one of the best investments I have made in my career. 

Peter Knickles’ creation and presentation of the DM&NE 
curriculum offers the best and most complete overview of the 
music industry that I know of. If you are concerned about getting 
your money’s worth, let me confirm that this seminar is so 
packed full of information and critical insights that you 
cannot go wrong! I found the program to be so helpful that I 
attended it TWICE within a period of 9 months. 

But just in case you still have any doubts, the most effective 
Aftercare Opportunity of the seminar is the FREE follow up toll-
free counseling. This service is so valuable (I still call every 
couple of weeks for some of the best advice in the industry) 
because you can use Peter as a surrogate manager until you gel 
your own management. 

In any case, it was Peter’s teachings that lead to a most profitable 
source of daytime income - more than my regular day job. It was 
his counsel that allowed me to develop a vocation that gave me 
the lime necessary lo set up my musical endeavors. And it was 
Peter's encouragement and wisdom that ultimately resulted in my 
finding and signing with professional management. How could 
you ask for more? 

Michael Harrison 
Brook I yn. NY 

j 1-800-448-3621 j 
FREE BROCHURE & FREE JOURNAL SUBSCRIPTION 

Produced By Music Business Seminars, Ltd., X7 Lafayette Road. Hampton Falls, NH 03X44 



How to become a 
s u ccessfu I jo u rn e y m a n 

by Ken Micallef 

even read a lick of music. 

Uis favorite job so far was John Hiatt’s Goners. On 1988’sS/ott’ Turning, Blevins’ 

loose playing conjures up a Cajun Ringo Starr; he’s a natural musician whose native 

Louisiana funkiness brings a rollicking punch to songs like Hiatt’s “Drive South” and 

“Paper Thin.” He stayed with Hiatt for two years, touring the world twice before 

moving to New York in 1988. 

Blevins’ good-feeling groove has also landed him work with the Waterboys, the 

Meters’ George Porter, Charles Brown and Jo-El Sonnier. 

One of Blevins’ tenets is staying busy: “You’ve got to stay 

active in a city like New York. You’ll get run over or your 

landlord will hit you up for the rent and if you don’t have it, 

you’re outta here. If you don’t stay out there in their face, the 

other musicians will roll right over you.” 

From his first whack on a Maestro “industrial plastic” snare 

drum in his parents’ Lake Charles, Louisiana home in 1965, 

Blevins was fascinated with the drums. Doing local dances as a 

teenager with “Christian Youth Organization” bands, later he 

would hit the after-hours bars in Port Arthur, where he heard 

blues acts like Johnny and Edgar Winter’s group or Jerry 

LaCroix’s White Trash. In 1970 Blevins began working the 

Cajun circuit between Lafayette and Baton Rouge with fiddle 

player Michael Doucet’s Koto, a souped-up outfit with two 

drummers. “We kicked it up another level. A two-step became 

a two-step from hell: hot-rod Cajun music.” 

From there he took what looked like a dead-end job but 

actually prepared him, both emotionally and musically, for 

work he would be doing 10 years later. An R&B house gig in 

New Orleans’ boisterous French Quarter, five nights a week 

at 50 bucks a night, taught him the art of improvising and gave 

him the confidence to approach any style. “Playing in New 

Orleans, you get a lot of schooling. When people call you, 

you don’t ask, ‘What sort of music is it?’ It’s ‘Do you want the 

gig or not?’ You better be able to play just about anything. 

“I was never a jazz or Dixieland drummer but I’ve done 

my share of those gigs. You’re faking it at first, but playing 

with the older guys, they help you so much. After a verse and 

a chorus you’re not faking it, you’re in there with them.” 

But after five years of avoiding bad habits and boredom, 

Blevins wanted off the circuit. “I was afraid of getting stuck in a 

$270-a-week gig in some small Louisiana town. The ambition 

goes, the drive goes. Those guys in their 50s were all addicts or 

alcoholics, that little one-foot-square piece of stage was their 

entire world.” A phone call from slide guitarist Sonny Lan¬ 

dreth led to Blevins’ big break, an audition with Hiatt. That 

enny Blevins? Sure, his name doesn’t 

spring to mind when you’re figuring 

a list of Top 10 skinmen, but Blevins 

is a busy drummer who makes his 

living working in and out of New 

York City. Not a studio heavy, 

Blevins has had his share of big tours 

and recording work, and he doesn’t 
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Tommy Campbell 

The best reason to play drums. 

When you think about Tommy Campbell, 
you think about "Jazz". The Manhattan 
Transfer. Stanley Jordan. Dizzy Gillespie, 
John McLaughlin and Sonny Rollins. Some 
of today's best performed jazz has two 
things in common...Tommy Campbell and 
Pearl Drums. 

Performance Custom 
■Rbalone Jazz” 



two-year gig gave Blevins the confidence to move 

to New York. “To this day my Hiatt association 

still gets me work. A lot of people saw that band.” 

He now splits his living between cutting 

albums and demos, touring and playing Man¬ 

hattan clubs behind everyone from hopeful 

singer/songwriters to established artists like 

Shawn Colvin. As hackneyed as it sounds, 

working regularly depends on who you know. 

“Any kind of schmoozing, party- or club¬ 

going I do is aimed at making contact. It’s hard, 

’cause I hate being in a smoke-filled room, but 

since 1 know a few people I’ll usually be intro¬ 

duced. Then I can strike up a conversation and 

exchange phone numbers. You write your 

number on the back of a card and often people 

will dig it up and call you. 

“When I get off a tour, I’m on the phone. If you 

don’t let people know you’re back they won’t call 

you. You have to touch base every week.” 

The amount of money he can make ranges 

from $100 plus cartage for showcasing at small 

venues like the China Club or the Bitter End to 

$50 a tune for songwriter’s demos to the union 

minimum recording scale of $240 (“I always ask 

for more”) for three hours when he’s in the studio 
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MUSICIAN WEAR 
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WHERE EVER YOU GO 

S,M,L,XL Block or While Quantity Price Each Tolol 

T-Shirt 100% Cotton SI 0.00 

Tank Top SI 0.00 

Sweatshirt 50/50 SI 6.00 

Sweatpants 50/50 (not shown) SI 6.00 

Baseboll Cop S9.00 

Varsity Jockel (L & XL only) Black Only S95.00 

w/ Leather Sleeves ( L & XL only) Block Only SI 50.00 

Add S3.00 postage and handling for all orders. Outside U.S. odd S8.00. U.S. funds only. Pleuse allow 6-8 weeks for delivery. 

CITY I STATE / ZIP 

Send check or money order to: MUSICIAN WEAR. Dept. IS, P.O. Box 12591, Pensocola, Fl 32574-2591 

with people like Hiatt or Colvin. On a “rock ’n’ 

roll world tour” the salary ranges from $750 to 

$2500 a week. For television appearances like 

Hiatt on “Saturday Night Live,” the ballpark is 

“five to six hundred for a couple songs. And I got 

paid more than the bass player because I sang 

backup. The money goes up the more you can do. 

“Negotiating over price is something I’m bet¬ 

ter at than I used to be. Now I can make calls, 

haggle, bargain over the fee. Even if they say no 

and hang up, a lot of times they’ll call right back. 

You have to know when to take that chance. I 

never ask for too much. I can’t demand what 

Keltner would, I don’t have his resume.” 

Being your own manager, agent and publicist 

can backfire. In the fall of ’91 Blevins was asked 

to tour and record with the Waterboys, and was 

even given points on album sales. He’d made a 

deal. As he was leaving for the airport the band’s 

management called and told him the album was 

postponed. Tours he’d been offered with Curtis 

Stigers and Marc Cohn for the same time were 

lost, leaving Blevins with three blank months to 

fill. “I’m not the only guy this has happened to. 

Maybe I should have investigated a little more. 

I’m a working musician, I’m not a songwriter. I 

don’t have residuals coming in. I’m not an artist, 

I’m a player. When somebody tells me some¬ 

thing I take it at face value. It was a bad experi¬ 

ence, but I see it as part of learning.” 

Blevins has been fortunate: How many 

drummers would come to New York without 

knowing how to read music? “I don’t think I’d 

work more if I read. I’m viewed as a drummer 

from Louisiana with ‘that feel’ that people seem 

to like. It helps me to find my own niche. I 

could play Latin, klezmer—if I can get along 

with someone, I can play their music.” 

But does the on/off nature of the music busi¬ 

ness leave this usually relaxed man biting his nails? 

“Like a lot of musicians, I have my bouts with 

feeling bad. You make money for a while, then 

you’re out of work. But coming from Louisiana, 

where it’s so hot you’ll bust a vein if you worry, 

maybe I have an attitude that keeps me calm.” It’s 

the same, he says, with working: “It all really boils 

down to how well you can play and get along with 

the people you work with.” 'S' 

JAM-BALAYA 

K
ENNY BLEVINS thumps Drum Workshop 

mounted tom-toms measuring 8x10 and 

9x13 and a floor tom that’s 16x16. He 

bangs three Solid Percussion snares: a 

14x6 maple, a 14x4 red oak and a 14x4 

cocabola. And he crashes Sabian cymbals. 
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AND GET YOUR MUSIC HEARD 
Musician Magazine announces the 1993 BEST UNSIGNED BAND CONTEST. All tapes will be reviewed by the publishers and 
editors of Musician Magazine. Winners will be chosen by an all-star panel of music industry judges featuring the talents of 

David Byrne, Rosanne Cash, Sonny Rollins, producer Butch Vig and the Red Hot Chili Peppers' Flea 

IF YOUR MUSIC DESERVES TO BE HEARD, WE’RE READY TO LISTEN. 



DEVELOPMENTS 

STOMPIN’ WITH ACE AND EDDIE 

IN THE BEGINNING, THERE WAS THE STOMP BOX. 

Just kick that sucker and it fuzzed or wah’d or whooshed or whatever. 

Then came the multieffects processor, forcing players to learn to read a 

manual. Finally we’ve evolved to the multieffects stomp box. That’s right 

folks, two mints in one—a whole bunch of nifty parameters that you can 

step on. Working as Jimi Hendrix’ engineer, Eddie Kramer was helping 

to invent these sounds long before anyone put them in a box. And Ace 

Frehley has always gotten his grunge the old-fashioned way. “I can’t use 

these fuckin’ things,” says the former Kiss guitarist. “I end up smashin’ 

’em in one show. I just plug into an amp, turn it on 10 and it sounds 

fuckin’ great.” 

Musician put these two seasoned cynics together with three popular 

boxes—Digitech’s RP1, Zoom’s 9000 (with footswitch) and the new A4 

from Korg. What we got was an extremely unscientific (and brutally hon¬ 

est) look at a few of the strengths and weaknesses of these units. They’re 

all programmable, but we stuck with the factory settings for this quick 

test. “The presets on these things are great,” says Kramer. “If you want a 

particular sound quickly, you can just zap it in there. The Korg really sur¬ 

prised me. Both Ace and myself like to create real-time delays in the stu¬ 

dio, and these delay sounds hold up very well. Also, it’s obvious they’ve 

done their homework in the distortion department. ” Frehley agrees: “The 

Korg was warmer, more like a tube sound, and the separation between the 

pedals is a little wider. That makes a difference to a guy with a big foot, like 

me. ” Bigfoot Frehley also had a problem with the Digitech RP 1 ’s two-

tiered design. “I stepped on footswitch 8 and by accident I also stepped on 

3,” he says. “That’s totally fucked! You gotta be a ballerina to use this 

thing.” Uh ¿«¿...well, Ace, what else do you like about the RP1? “This 

unit has more gain, and putting the input and output controls right on the 

front panel keeps things real straightforward. It also gives you more op¬ 

tions sou nd wise. The RP1 has a better variety of sounds than the others, 

but it’s a lot easier to work with your hands than your feet.” Fair enough. 

Now, Eddie, how about this wedge-shaped wonder from Zoom? “It’s a 

nice, compact box, made to fit under the handle of an amp. But who’s to 

say you’re going to have a handle?” 

“It could be gaffer-taped to your amp,” suggests Frehley, “but the 

problem is these little buttons. None of ’em have any writing on ’em. It’s 

like fuckin’ braille. If you were blind, this would be great. Also, I’d have 

made it bigger, but the Japanese have little fingers.” 

Kramer plugs in the Zoom and Frehley cranks it up. “This has got some 

unique little sounds, no doubt about it,” says Kramer. Frehley stops 

shredding long enough to yell, “Bank 3, setting 4 [a monstrous octave-

lower distortion patch], I could do a killer solo with that sound. Zoom 

patch 34 is death.” 

“Overall, I think we’ve heard some really interesting sounds,” says 

Kramer. “For pure coolness and availability of sounds at your fingertips, 

the RP1 is very useful. It also pushes the amp better than the others.” 

“If I had to use one of these boxes live, I’d take the Korg,” says Frehley. 

“The Digitech is great for the musician who wants to use pedals in the stu¬ 

dio. And I’d buy the Zoom for that one sound, I swear to God.” 

Special thanks to Roy Clark, Victor Moore and everyone at Manhattan 

Center Studios. PETER CRONIN & MATT RESNICOFF 
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Reliable performance is a must, 
of course. But the sound must 
meet ever-rising standards. The 
goal is well-balanced, wide-range 

Holly Dunn uses her ATW-1032-HE 
in performance at Opryland 

There is one constant in country 
music: you must tour to succeed. 
And in this business, touring is 
year-round...at huge auditoriums, 
state fairs, large and small clubs, 
and outdoor festivals. 

With such widely varying 
venues and almost daily set-up 
and tear-down, it’s hard to get 
the recording studio quality that 
the fans demand at every show. 

That’s why country music art¬ 
ists are turning to Audio-Technica 
to solve their wireless problems. 
Stars like Holly Dunn find that A-T 
wireless microphones offer just 
the sound they need to project 
their personal artistry. 

music with no distortion, no drop¬ 
outs, no dead spots...no matter 
how hostile the environment. 
Audio-Technica wireless sys¬ 

tems meet these high standards 
day after day, night after night, 
tour after tour. 

No matter what your style 
of music, or how heavy your 
touring schedule, depend on 
Audio-Technica for reliable, 
top-quality wireless sound. See 
your nearby Audio-Technica 
dealer or write, call, or fax for 
more details today 

Here are just a few of the 
other top country vocalists 
and musicians who depend 
on Audio-Technica wireless 
microphones: 
• Shelby Lynne 
• Baillie and the Boys 
• Highway 101 
• Jo-El Sonnier 
• The Remingtons 
• Russ Pahl and Jack 
Sundrud with Great Plains 

• Jim Horn, saxophonist with 
Rodney Crowell and John 
Denver 

• BeBe and CeCe Winans 
• Michael Rhodes, bassist for 
Steve Winwood and Rodney 
Crowell 

And the list goes on. audio-technica. 
INNOVATION □ PRECISION □ INTEGRITY 
Available in the U.S. and Canada from Audio-Technica U.S., Inc. 

1221 Commerce Drive, Stow, OH 44224 
(216) 686-2600 • Fax (216) 686-0719 

Audio-Technica “ 
wireless is 
sweeping ihe 
country! 



DEVELOPMENTS 

SYNTH I FELL FOR YOU 

M
ention guitar synthesizers to a roomful of players 

and the responses will most likely fall somewhere 

between disinterest and mockery. The new GR- 1 

from Roland could do a lot to change these lin¬ 

gering perceptions. Touted as Roland’s most 

advanced guitar synth yet, the GR-1 delivers phenomenal tracking and 

dynamic range in a compact floor unit packed with features. Weighing in 

at seven pounds, the GR-1 combines multi-timbral, state-of-the-art sam¬ 

pled sounds with a well-designed interface that even novices will find easy 

to navigate. 

The companion GK-2 Synthesizer Driver, which mounts easily on 

any electric or steel-string acoustic, provides individual string pickups 

and allows you to merge the guitar’s audio signal with digital control 

information. The GK-2 also provides a synth/guitar/both output switch, 

a synth volume knob and two data buttons for easy access to GR-1 

parameters. User friendliness is critical to wide acceptance of a guitar 

synth, and the GR-l’s footpedal design, coupled with plenty of knobs for 

direct editing, makes this the best unit I’ve seen. There are 200 onboard 

samples, and that number can be doubled using a soon-to-be-introduced 

wave expansion board (priced in the $300 range). You can layer two 

tones per patch and store a series of critical parameters with each patch. 

My favorites are string sensitivity for each string (critical for style and 

dynamics, from fingerpicking to tapping), tone assignment to strings (for 

splits), open tunings, velocity mix of the two tones, and chromatic or 

smooth bending. Staple digital effects (chorus, delay, reverb) are also pro¬ 

vided. The multi-timbral feature allows multi-channel access to three 

parts and a separate drum set. You can also play a guitar part on top, with¬ 

in a limit of 24 voices. Although tracking with external MIDI modules 

isn’t quite airtight, the results are impressive. 

I found few superfluous tones in the original sound set, with clean, 

crisp piano and horn samples, great strings and synths, and surprisingly 

realistic guitars, basses and organs. The editing functions are simple and 

intuitive, and extensive MIDI features allow the player to perform with 

complex systems under 

GR-1 footpedal control. 

Routing options include 

Mix Out, Guitar Return, 

Guitar Out, Volume 

Pedal and Expression 

Pedal (assignable to a 

variety of MIDI control 

functions). You can pro¬ 

gram advanced pitch¬ 

shift functions, split 

octaves, add modulation, 

or hold notes (three types 

of sustain) by using 

optional footpedals. Other cool features include a tuner that displays the 

name of any note played, pitch-offset between tones for harmonization, 

and a simple four-track, 2000-note sequencer. A well-written manual 

(hooray!) makes it easy for MIDI beginners to dive in. 

At a breakthrough price of $1295 (about what you’d expect to pay for a 

good effects unit), this is the guitar synth for everyman. The GR-1 is 

Roland’s seventh-generation model, and proof that their lasting commit¬ 

ment to providing a truly guitaristic controller has finally paid off. 

MIHAI MANOLIU 

FOSTEX has entered into a licensing agreement with ALESIS and will be utilizing the S-VHS format and ADAT technology. Look for a product introduc¬ 

tion from Fostex in early '93. SWR has upped the power with the SM-900. This 24-pound bass amp squeezes a cool 900 watts into two rack spaces. Also 

on board are two three-band, sweepable EQs, which can be controlled by footswitch, and an all-tube preamp. Eric Johnson and James Taylor have been 

"unplugging” into the Trace Acoustic amp from TRACE ELLIOT. Adrian Legg 

played his Ovation acoustic through one at a recent mini-set in Musician’s 

New York office, and if his sound was any indication, this amp is worth 

checking out ZOOM is going high-end with its new 9200 Advanced Rever¬ 

beration Processor. The unit features 31 effect templates and can be configured to act as one, two, three or four independent digital signal processors. 

The price? $2995. JL COOPER has unveiled the Datasync MIDI synchronizer for the ALESIS ADAT recorder. The unit plugs into a nine-pin port on the back 

of the ADAT and converts the recorder’s sample clock to MIDI time code. That way you don’t eat up any tracks. Also from JL Cooper is Softmix. This soft¬ 

ware allows musicians to automate their SOUNDCRAFT Spirit console through a Macintosh, and retails for $499.95. The folks at SAMSON are beginning 

to attract a lot of attention with their distribution of German-made BEHRINGER signal processing gear. Samson has also found the time to introduce the 

Model 2242 Portable Mixer, featuring 10 XLR inputs, six stereo inputs, four stereo effects returns and onboard phantom power. A lot of stuff for a list 

price of $1129.99. AKAI is making it easier than ever to get into sampling with the new SOI. This easy-to-use sampler delivers 16-bit quality sound and 

retails for under a grand. PETER CRONIN 
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the S A X POSTER" 
The SAX Poster - is a comprehensive reference system for sax players which will 
help at every stage of their development. It has the world's all time best sax fingering 
chart, a complete cross reference system for music theory, and it teaches any player 
to solo by showing how to play the blues. • FINGERING CHART • TREBLE CLEF • TABLE 
OF KEYS • CHORD & SCALE TABLE • CIRCLE Of FIFTHS • SAX EFFECTS & TECHNIQUES 
• PRACTICE TIPS • TRANSPOSING FOR SAX • BUILDING & IMPROVISING SOLOS! 

Over the years these big, beautiful art prints have become a valued part of 
millions of homes, libraries, schools and studios. The most comprehensive 
music resources available in any format, they have become true classics, 
and are world renowned for showing musicians how to understand and 
apply the principles of harmony EVEN IF THEY DON'T READ MUSIC! 

GUITAR POSTER™ 
This poster has 
been answering 
guitarists' 
questions for 
more than a 
decade and is 
still the most 
complete guide 
to the guitar 
ever made! It 
contains a wealth 
of information for 
all guitar players, 
no matter what 
their style or their 
level of musical 
accomplishment. 
•MOVABLE 
CHORDS SCALE 

FORMS • TABLE OF KEYS • CHORD S SCALE 
TABLE • NOTES OF THE NECK • BASIC CHORDS 
• OPEN TUNINGS • CIRCLE Of FIFTHS • MORE!! 

KEYBOARD POSTER™ 
This beautiful 
work of educa¬ 
tional art makes 
visualizing and 
applying the 
principles of 
harmony as easy 
as DO RE Ml. 
The easy-to-use 
music theory 
applies to every 
keyboard 
instrument piano, 
organ, and all 
synthesizers, 
Included are: 
• FOUR OCTAVE 
LIFE SIZE KEY¬ 
BOARD • BASS 

& TREBLE KEY SIGNATURES •TABLE OF 
KEYS • CHORD & SCALE TABLE • TWELVE 
MAJOR SCALES • CIRCLE OF FIFTHS • MORE! 

ELECTRIC BASS POSTER™ 
Featuring a 
collection of 
vintage bass 
guitars, this 
poster shows 
you how to play 
hot bass and 
hold down the 
rhythm section 
in any band 
playing today's 
popular music. 
•TUNING 
GUIDE • NOTES 
OF THE NECK 
• BASS KEY 
SIGNATURES, 
• BASS LINES 
• ALTERING 

SCALES & ARPEGGIOS • COMMON CHORDS 
& SCALES • INTERLOCKING PENTATONIC 
SCALE FORMS • BASS HARMONICS • MORE! 

MIDI POSTER™ 
MUSICAL 
INSTRUMENT 
DIGITAL 
INTERFACE is 
the electronic 
digital standard 
that has revolu¬ 
tionized music. 
Whether you're 
playing organ 
for your church 
or drumming in 
a rock band, an 
understanding 
of MIDI and 
how it works is 
essential for 
anyone who is 
serious about 
today's music. 

• MIDI NOTE NUMBERS • MIDI CONTROLER 
NUMBERS • MODES • TROUBLESHOOTING 
• GLOSSARY OF MIDI TERMS • FLOW 
CHARTS • SOMETHING FOR EVERYMIDIOT 

ROCK GUITAR POSTER™ 
This totally radical 
poster shows 
how to play the 
hard rock and 
heavy metal lead 
and rhythm guitar 
used by today's 
rockers. The 
poster explores 
rock styles in 
great detail, 
explaining the 
chords, scales, 
and the guitar 
techniques used 
by the biggest 
stars playing 
today's hard rock. 

• MOVABLE MINOR PENTATONIC ROCK 
SCALE FORMS • POWER CHORDS • NOTES 
OF THE NECK • TWO HAND TAPPING 
WHAMMY BAR • TIPS & TECHNIQUES • MORE! 

These big (24" X 36"), beautiful, educational art prints are only $7.95 ea., or LAMINATED to last, only $15.95 ea. 

WHS'ie 71 O 7 £ S" 
DURABLE, PORTABLE REFERENCE CARDS 

MUSIC THEORY FOR ALL INSTRUMENTS! 
These 8.5" X 11" heavy-duty laminated cards let you take 
:he answers with you. The Table of Keys “ and the Chord 
înd Scale Table™ are the definitive music charting, 
ransposing and theory tools for all students, teachers, , and 
songwriters. S6.95 per set! Handy and Portable 

CIRCLE OF FIFTHS mini poster (18" X 25") 
This beautiful graphic of the treble key signatures is a blow¬ 
up of the sunset area on the GUITAR POSTER. The circle 
of fifths is the most widely used graphic tool in all of music 
sducation, and is used daily by music educators and 
teachers of all instruments and styles. Only $4.95 ea. 

Í^G ÏV Ê f H E G ÍF f Õ F M Ú SÏC ! order you RS to da yÏ^ 
[ PLEASE SEND ME:_SAX, GUITAR,_ KEYBOARD, ROCK ¡ 
j GUITAR,_ELECTRIC BASS, and_ MIDI posters (regular @ $7.95 ea. or laminated • 
i @ $15.95 ea),_ CIRCLE OF FIFTHS (@ $4.95 ea) and_ card sets (@ $6.95/set) i 
I [Postage & handling is $3 for the first and $1 for each additional poster; Cards: add $1.50 for the first and i 

I $.50 for ea. additional set.] MA add 5% tax. Allow 6 weeks (RUSH [2-3 weeks, UPS ground] add p&h plus ¡ 

j $4 extra ) Air mail: Canada add S4 extra; W. Europe & S. America add S7 extra; all other countries S10 extra. 

j Enclosed is $ , VISA/MC #:_! 
1 Exp._I_I_Sig._! 

NAME_j 

ADDRESS_! 
CITY/STATE/ZIP_ ¡ 
MUSICIAN MAGAZINE Box 701, Gloucester, MA 01930 ! 
_.__i 

FREE POSTAGE SPECIALS! 
A. 5 posters -. $35 
B. 4 posters-$30 
C. 3 laminated posters $45 

Add foreign air or UPS if desired. 



NOW HEAR THIS 
Musician magazine’s fourth and final new music sampler 

of 1992 is now available! 

Jell Healey The Frames Paul Weller Television 

r Featuring 1 
the Following 
k Artiste... j 

Julian l ope praise Mat eo Parker Brian Eno 

a H»»’« ?J* 
th« cd »W« 

VOLUME 8 

r KI 

Send me_copies of CD Side Volume 8. 
Enclosed is $3.00 per disc, P. & H. included ($4.00 for foreign orders). 

Send your check/money order to: "CD SIDE," 33 Commercial Street, Gloucester, MA 01930 

NAME 

ADDRESS-

CITY STATE ZIP 

□ I am interested in becoming a CD SIDE subscriber «immwiiisrom»™ 

Also available: 
Volume 6, featuring Los Lobos, Del Amitri, Ringo Starr, Buckwheat Zydeco, 
Young Gods, Rodney Crowell, The Chills, Strunz & Foroh and 9 more. 

Send me_copies of CD Side Volume 6 Only $3.00 per disc, 
P. & H. included.($4.00 for foreign orders.) 

Volume 7, featuring Lyle Lovett, Michael Penn, PJ Harvey, Jude Cole, Tom 
Waits, Throwing Muses, The Zoo, Dixie Dregs, Scott Henderson, Shawn Lone, 
John Wesley Harding, Chuck D, plus 18 more! 

Send me_copies of CD Side Volume 7. $5.95 per double disc, 
P. & H. included. ($6.95 for foreign orders.) 



RECORDINGS 

NEIL YOUNG 

HARVEST MOON 

(REPRISE) 

COMES ANOTHER TIME 
his record is being wide¬ 

ly touted as a sequel to 

Harvest, Neil Young’s greatly 

loved folk album of 1972. The only 

one of his albums to yield a Top 10 

hit single (“Heart of Gold”), Har¬ 

vest and the style Young blue¬ 

printed there have played an im¬ 

portant role in this iconoclastic pop 

hero’s ability to continue to fill 

large arenas on the concert trail. 

Young’s easily accessible “soft 

rock” is hardly the most compell¬ 

ing aspect of his sensibility, but it’s 

kept him in the game commercial¬ 

ly; for that, we who love his oddball 

stuff the best can be grateful. 

But perhaps because he’s trav¬ 

eled so far and wide with his music, 

has tried on so many stylistic hats 

and battered down so many doors 

with scorching rock ’n’ roll, this 

unadorned folk music also exudes 

real weight. As with Harvest, the 

central theme here is romantic 

love, but Young has grown up in 

important ways over the past 20 

years and his point of view on the 

subject has changed considerably. 

Where Harvest’s lonely protago¬ 

nist is driven by a melancholy 

quest for romantic perfection that’s 

presented as unattainable, Harvest 
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World Cafe can be heard on 56 stations, including: 
903 KCMU. Seattle 

893 WHRV, Norfolk 

913 WLTR. Columbia, South Carolina 

903 WWQC, Quincy, Illinois 

883 WXPN, Philadelphia 

1033 KUMD. Duluth 

88.7 WNCW, North Carolina 

903 WCBE, Columbus 

903 KBSU. Boise 

90.7 WFUV, New York City 

CALL YOUR LOCAL PUBLIC 
RADIO STATION FOR AIR TIMES. 

. Distributed hi Fmbtgpt 
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Moon celebrates the love that knows how to 

bend, forgive and survive in the real world. The 

best of the songs cut trom this cloth is the title 

track, an achingly sweet ballad of veteran lovers 

who have succeeded in making their enchant¬ 

ment last. The theme is underscored on “From 

Hank to Hendrix,” while “Unknown Legend,” 

another beautiful song built around an unfor¬ 

gettable hook, pays tribute to the quiet heroism 

of a small-town waitress. 

Not all Harvest Moons love tunes work so 

well. “Such a Woman” is a weird wash of sound 

that’s all production and no melody, while “War 

of Man,” the LP’s requisite anti-war song (has 

Neil ever left one off a record?), is forgettable. 

But his wonderfully strange sense of humor 

takes over on “Old King,” a tribute to a beloved 

dog, and “Dreamin’ Man,” a candid slice of 

autobiography that finds him confessing, “I’m a 

dreamin’ man/Yes, that’s my problem/I can’t 

tell when I’m/Not being real.” The album clos¬ 

es with “Natural Beauty,” an enigmatic epic that 

makes several points, including the thought that 

we should treat the essence of the human soul 

with the same reverence with which we regard 

nature. A wise and loving observation, it’s 

Young at his best. —Kristine McKenna 

Etta James 

The Right Time 
(Elektra) Etta james’ career could plausi-

bly be broken into three phases. First 

came the fresh-faced R&B ingenue of the ’50s 

and early ’60s, exemplified by her early hit “The 

Wallflower (Dance with Me Henry)”; through 

the ’60s and ’70s, a more world-weary but still 

energetic belter of songs like “Tell Mama” and 

“Deep in the Night”; and more recently, the 

blues survivor still able to deliver an essential 

nuance. Being so capable has encouraged several 

producers to encumber James with trendy set¬ 

tings and/or au courant repertoire, often with 

middling results. But on The Right Time, pro¬ 

ducerjerry Wexler has for the most part stuck to 

a classic R&B sound—a swinging, punching 
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horn section arranged by Hank Crawford, a 

time-tight rhythm section with just enough gui¬ 

tar and organ and at one point harmonica to 

keep the motion greased (sure, there’s a little 

synth, but it’s almost subliminal). The songs are 

a meat-and-potatoes lot too, by such sure hands 

as Al Green, Isaac Hayes and Allen Toussaint. 

James is up to the challenge set by these taste¬ 

ful parameters. On “Nighttime Is the Right 

Time” she gives the old chestnut the needed 

erotic edge to justify one more version, while 

“Wet Match,” a song about a guy who’s all 

wind-up and no pitch, has enough of the old 

mocking randiness to remind us that great blues 

singers often don’t get mellower with age, just 

meaner. “Let It Rock” is the obligatory social¬ 

commentary song, but when James adds to her 

list of modern life’s disgraces that “rock ’n’ roll 

music ain’t got no feel,” it seems pretty ballsy, 

given that this is the one song aimed most 

squarely at that market. Also on the commercial 

tip is a duet with Steve Winwood, whose voice 

has grown more whispery over the years, just as 

James’ has gained ballast. She just rolls right 

over the poor guy—all in good fun, of course. 

This is a consistently satisfying and unpre¬ 

tentious set, and perhaps that’s still faint praise. 

A record which opens with a song called “I Sing 

the Blues” and closes with one called “Down 

Home Blues,” and spends the greater part of its 

time meeting the expectations aroused by those 

blunt titles, is certainly worth hearing. 

—Richard C. Walls 

□fra Haza 

Kirya 
(SHANACHIE) Lush-voiced yet light-footed, of-

ra Haza already ruled as Israel’s top 

woman pop singer when Fifty Gates of Wisdom, 

her prescient collection of Yemenite modern 

traditionals, appeared here in 1987. On that 

record Benny Nagari’s kinetic arrangements 

introduced her voice with enough juice for Eric 

B. & Rakim, who sampled her vocals in their 

utterly unreal “Paid in Full” remixes. Two sub-



sequent albums released on Sire provided much 

well-crafted dizziness but no U.S. crossover 

success. 

Produced chiefly by Don Was, who may 

hear her as the Israeli equivalent of the Anglo-

Indian sensation Najma, Haza continues to 

pursue her ancestral concerns on Kirya, with 

new music woven into folk melodies and 

lyrics. The title song celebrates, and then 

laments, Jerusalem; “Horashoot (The Bridge)” 

uses an ancient love tune to comment on 

regional disunity. Haza and Benzalel Aloni’s 

originals run to pieces like “Innocent—A 

Requiem for Refugees” and “Trains of No 

Return,” which try to evoke the human 

tragedies of Euro-Middle Eastern political 

conundrums. 

But in current “adult” worldbeat fashion, 

Kirya is slowish, ponderous, little fun; even 

Iggy Pop sounds lost when he appears strictly 

out of nowhere on “Daw Da Hiya” to narrate a 

tale of bucked domestic custom. Was clears 

away both the kicky traditionalism of Fifty 

Gates and the Madonnaesque attempts of its 

successors to make Haza into a serious pop 

artist who deals in pleasure. With her voice, 

rhythms and instrumental solos surrounded by 

negative space that only results in everything 

coming across as pretentious, Haza is now all 

solemnity. The best song on the album is 

“Don’t Forsake Me,” where she sings lines like 

“Don’t cast me away/When I start to fade/ 

When my mind’s unmade,” while Haza’s rock¬ 

like Middle Eastern orchestrations don’t hesi¬ 

tate to move. But Kirya, mostly, unfolds as 

though Haza’s outgrown all that. 

—James Hunter 

Keith Richards 
Main Offender 

(Virgin) 

Ronnie Wood 
Slide on This 
(CONTINUUM) 

Keith richards.- the biography, 

now in bookstores, paints a paradoxical 

portrait of a man with a dysfunctional personal¬ 

ity who nonetheless appears to be entirely func¬ 

tional, in his fashion. You could make much the 

same contradictory case for Richards’ rude but 

charming new album, which doesn’t sound like 

the result of a lot of quality time spent in the 

studio any more than the artist himself looks 

like the veteran of a long stint at the health spa. 

The X-rays be damned—Main Offender lives, 

breathes and rocks a lot better than its looseness 

gives it any healthy right to. It may just be the 

best mediocre album of the year. 

Richards’ second solo effort is built even 

more around pure riff-ery—of the pre-Slash, 

slash-’n’-burn sort—than his debut, Talk Is 

Cheap, which had slightly more solid 

songcraft to recommend it than this followup. 

The general formula gets laid down with the 

opening “999,” as drummer/co-writer/co-

producer Steve Jordan pushes a hard, basic 4/4, 

joined by a couple of errant chords that even¬ 

tually form themselves into the cranky guitar 

figure that defines the tune. This chosen path 

of casual raw power occasionally gets a little 

too close to “demo”-graphy for comfort, with 

some underworked songs that could’ve used 

more songwriting flesh on ’em—like “Words 

of Wonder,” six-and-a-half minutes of indul¬ 

gent reggae doodling that stop the album dead 

in its tracks early on. But on the meatier and 

catchier side, the taut rockers “Wicked as It 

Seems” (with the classic chorus refrain, “Why 

don’t you get over me?”) and “Will but You 

Won’t” are primo Keith kiss-offs, while “Yap 

Yap,” “Demon” and the Memphis-style ballad 

“Hate It When You Leave” successfully try a 

little tenderness. 

Richards’ work conveys an effortless quality, 

like it or lump it: Exile on Easy Street. For proof 

that trying harder isn’t always the best remedy, 

listen to Ronnie Wood’s Slide on This, the first 

solo roll in a decade from the Stones’ other gui¬ 

tarist. Wood puts his bluesy pop songs in a far 

more versatile variety of arrangements—with 

guests ranging from the Edge, Joe Elliott and 

Charlie Watts to master orchestrator Michael 

Kamen—and offers nice, clean mixes. But these 

extra efforts often heighten awareness of the 

banality in the songwriting they frame. 

It’s not a total write-off; Wood loses the fussy 

stuff and cuts good and loose on a handful of 

Keith-like barnburners, one of which, “Like 

It,” features the Hothouse Flowers as the 

Stones-alike backup band; another, “Knock Yer 

Teeth Out,” wins hands-down for politically 

incorrect love song of the year. On these ingrati¬ 

atingly inconsequential knockoffs, at least, 

Wood sounds like he’s fol- [cant’d on page 103] 

MUSICIAN 

A silken tapestry of 

melodies, emotion and 

sparkling musician¬ 

ship from the singular 

... <>( FISH . former 
lead singer of ’«O’s 

progressive rock kings. 
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N EW 
BY J. D. CONSIDINE 

NENEH CHERRY 

Homebrew 
(VIRGIN) 

where Raw Like Sushi seemed to walk the line 

between rap, rock and R&B, Homebrew obliterates 

such boundaries. Some of that is a matter of vocal 

mannerisms, as Cherry slips so easily from singing 

to the sing-song cadences of rap that it’s barely 

worth acknowledging the difference. Mostly it’s 

because the music plays by no rules but her own, 

whether layering punkishly strident guitar over a 

hip-hop beat and turntable scratches on “Money 

Love,” lending a Caribbean undercurrent to the 

electro-groove of “Twisted” or borrowing from 

Beethoven’s “Moonlight Sonata” for “Somedays.” 

IZZY STRADLIN & THE JUJU HOUNDS 

Izzy Stradlin and the Juju Hounds 
(GEFFEN) 

remember how all those G N’ R profiles paint¬ 

ed Stradlin as Brian Jones to Axl and Slash’s Jag-

ger/Richards? Turns out that Izzy was the band’s 

true Keithaholic—so much so that his solo album 

forsakes hard rock for a Richardsian blend of 

loose-limbed blues stomps and country-flavored 

acoustic ballads. Bringing Ron Wood along for 

guitar-and-vocal support (on “Take a Look at the 

Guy”) may seem a bit much, but when Stradlin 

gets into gear (as with “Shuffle It All” and “Pres¬ 

sure Drop”) his pretensions are far easier to bear. 

GARTH BROOKS 

The Chase 
(LIBERTY) 

Sure, he does a decent “Dixie Chicken” (sings it 

at least as well as Craig Fuller) and even manages 

the cowpoke credibility required for “Night 

Rider’s Lament.” But do we really need to see him 

change from Nashville’s answer to James Taylor 

into the new Dan Hill? 

R O X E TT E 

Tourism 
(EMI) 

IF the measure of a pop group is found not in the 

big hits but with its trifles, then Tourism ought to be 

Roxette’s most revealing album. A grab-bag of con¬ 

cert tracks, B-sides and new tunes, it offers both pop 

RELEASED 
R E I E W S 

STEVIE RAY VAUGHAN, IN THE BEGINNING , (EPIC) 

CAUGHT live BEFORE he’d gotten his big break (or even found Double Trouble 

bassist Tommy Shannon), the Stevie Ray Vaughan heard here is rough-hewn and 

flashy, a bar-circuit virtuoso aching to move on to something bigger. Though there are 

moments that hint of the wondrous heights he’d one day reach—check the tremolo 

work on “In the Open” or the fills slipped into “Love Struck Baby”—there are also 

those that make clear how far he still had to go. 

competence (the perky “How Do You Do”) and 

puckish wit (a C&W remake of “It Must I lave Been 

Love”). But Roxette’s real brilliance isn’t apparent 

until “Fingertips” or “Here Comes the Weekend”— 

songs they may have tossed off while on tour, but 

are too damned catchy to count as throwaways. 

THE PAHINUI BROS. 

The Pahinui Bros. 
(P R IVAT E MUSIC) 

even if you leave Don Ho out of the equation, a 

little bit of Hawaiian music goes a long way for 

most of us haoles. What keeps this album from 

coming off like a vacation-land curiosity isn’t the 

presence of mainlanders like David Lindley, Ry 

Cooder and Jim Keltner; it’s the way they and the 

Pahinuis expand the island sound to include credi¬ 

bly exotic readings of songs like “Jealous Guy” or 

the Del Vikings classic “Come Go with Me.” 

BRENDA KAHN 

Epiphany in Brooklyn 
(CHAOS/COLUMBIA) 

WHEN FOLK singers begin to take their cues not 

from Woody Guthrie or Leonard Cohen but from 

the Violent Femmes, is that a sign of progress? Or 

merely that the end is near? 

BY CHIP STERN 

KENNY GARRETT 

Black Hope 
(WARNER BROS.) 

A major jazz star ready to bust loose, Garrett 

straddles sax traditions without succumbing to 
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clichés. His anthemic soprano on the title tunc 

comes across like a jazzy “What’s Going On”—all 

earnest silky soul, while his sanctified alto work on 

“2 Step” raises the emotional stakes on a popular 

Black radio groove without getting so far out he 

scares your girlfriend. Swell, but where’s the beef? 

Well, contrast Garrett’s enlightened funkjazz sen¬ 

sibility with his throttled alto cries, tart harmonic 

displacements and epic swing on “Jackie & the 

Beanstalk” or the blood-and-guts blues exchanges 

with tenor titan Joe Henderson on the riffing 

“Computer G.” Clearly influenced by Trane, 

Kenny Garrett has his own story to tell. 

JIMMY HE AT H 

Little Man Big Band 
(VERVE! 

LITTLE Man Big Band is a celebration of the big 

band tradition—not what was but what is. I leath’s 

writing has wonderful fluency, particularly his use 

of reeds to flesh out and extend the implications of 

his melodies (as on the Latin-tinged “Without 

You, No Me”). Though there’s brassy power 

aplenty, 1 leath doesn’t generally go in for the big 

italicized gestures, but uses his sections to empha¬ 

size the shifting harmonic and rhythmic crosscur¬ 

rents of the modern idiom (bebop, if you will), 

punctuating the supple drive of an excellent 

rhythm section (Tony Purrone, Sir Roland I fanna, 

Ben Brown and Lewis Nash) and allowing the 

arrangements to breathe with the give and take of a 

good small group. An altogether classy endeavor. 

BÉLA FLECK & 

THE FLECKTONES 

UFO TOFU 
(WARNER BROS.* 

There’s something so amiable about the 

instrumental prowess of this blackbrownbeige 

dream team, because the Flecktones don’t simply 

challenge listeners (look, Ma, all hands), they engage 

them. What other band could visualize a concord 

between urban black music and hillbilly without an 

iota of self-consciousness? Or engage in adult con¬ 

temporary retreats like “After the Storm” without 

pandering? Or slip in the Monk-meets-Gary Bur¬ 

ton post-modern rhythm changes of “Life After 

Elvis” without creating an aimless hodgepodge? Or 

employ five-string banjo, harmonica, drumitar ¿nJ 

penny whistle as improvising instruments? UFO 

TOFU is that rarest of birds, a classy fusion outing 

with brains, style, wit.. .and heart. 

M ’ b o o M 

Live at S.O.B. 's— New York 
(BLUEMOON/MRI 

THERE’S ALWAYS been something Ellingtonian 

about the breadth and spirit of Max Roach’s 

SHORT TAKES 

visionary musical quest, never more so than with 

this sparkling live set from the master thinker’s 

most engaging musical juggernaut. M’Boom is a 

multi-percussion ensemble that transcends stylistic 

categories, even as they create a rich body of music 

immersed in jazz harmony, swing and the ritualis¬ 

tic traditions of Africa, Cuba, India, Indonesia and 

the Far East. On performances like “Bemsha 

Swing,” “Kuji,” “Rumble in thejungle” and “Car¬ 

avanserai,” they so blur the line between relative 

pitch and melody with traps and timpani, musical 

saw and steel drums (province of Ray Brooks, the 

Lester Young of the pans), congas and mallet 

instruments, that you’ll never listen to rhythm in 

the same ways again. 

DANNY GATTDN 

New York Stories 
(BLUE N OTE) 

HANK GARLAND 

]azz Winds from a New Direction 
(SONY MUSIC SPECIAL PRODUCTS) 

new York stories is ostensibly an all-star date, 

with Bobby Watson, Roy Hargrove, Joshua Red¬ 

man, Frank Amsallem, Charles Fambrough and 

Yuron Israel making strong contributions, while 

bearing the imprint of the renowned Tclecastcr vir¬ 

tuoso Danny Gatton. His loping lines, muted 

right-hand accents, colorful ornaments and driving 

intensity give the record a downhome blues flavor. 

The elusive Hank Garland was not only (with 

Billy Byrd) the inspiration for Gibson’s short-scale 

archtop, the Byrdland, but a legendary Nashville 

sessionman who could swing his ass off in the right 

context. On this 1960 John Hammond date it’s 

provided by Joe Benjamin, a precocious 19-year-

old Gary Burton and a vibrant Joe Morello (with 

some of the greatest brushwork ever committed to 

wax). There’s some oddball channel bouncing, and 

only about a half-hour-plus of music, but the 

relentless swing and individuality of Garland’s 

chicken-fried Charlie Christianisms make this a 

must for pickers. 

HELEN MERRILL 

Clear Out of This World 
I E M A R C Y) 

with her dreamy mentholated cool, Helen 

Merrill’s voice is a unique instrument, like the 

muted Miles Davis or the pensive Stan Getz. Per¬ 

haps we overstate the importance of pipes, anyway, 

because I can’t think of many singers I’d rather 

cuddle up next to. Not a virtuoso vocalist, Merrill 

is a great American song stylist, a weaver of moods 

whose understated emotional urgency belies her 

fragile, evanescent range—glorifies it, in fact. Play¬ 

ing off of Tom Harrell’s shadowy brass with airy 

longing, “When I Grow Too Old to Dream” is a 

concerto of half-remembered kisses, while the title 

tune and “Willow Weep for Me” find her trading 

tender phrases with an equally mentholated 

Wayne Shorter. Haunting. 

JIMMY B U F FETT 

Boats, Beaches, Bars & Ballads 
( M A R G A R I TA VI L L E ) 

Although never the recipient of much critical 

accolade, Buffett is a quite capable songwriter and 

BBB&B is an impressive 72-song collection. Backed 

by his able Coral Reefers, he’s at his best when chron¬ 

icling wild escapades to an island sound describable as 

calypso/Caribbean/reggae/Cuban fusion, with a lit¬ 

tle country and Tex/Mex occasionally thrown in for 

flavor. Such exotic tales as “Pirate Looks at Forty” 

and “My African Friend” hold up well with age, and 

“The Weather Is Here, I Wish You Were Beautiful” 

still cracks me up. The accompanying booklet offers 

nothing new about the Buffett persona, but docs 

provide some interesting background on his songs 

and inspiration. If you like Buffett, you already own 

this collection. If you don’t, maybe you need to fire 

one up, take a sip of your margarita, get naked and 

join the conga line.—Ray Waddell 

GEORGE HARRISON 

Wonderwall Music 
(CAPITOL) 

Oh Al l. the Beatles-related esotérica, this 1968 

soundtrack album is one of the choicest treasures, 

the first time George Harrison was given license to 

indulge his experimental muse. What came out was 

a freewheeling tapestry of music and sound 

recorded in Bombay and London. The soup base is 

Indian, liberally spiced with things Western; we 

also hear snippets of detuned honky-tonk piano, 

dizzy electric guitar (Eric Clapton and Harrison), 

manic harmonica blowing, pre-new age flotation 

devices, cowboy music (with harmonium) and 

other sound sources that come out of nowhere but 

define their own logic. Even after all these years, 

Wonderwall is a pastiche-like head trip with a mind 

all its own.—Josef Woodard 

THE PRETTY THINGS 

Get a Buzz: The Best of 

the Fontana Years 
(FON TA N A * 

Back when Mick ’n’ Keith were mere boys, their 

toughest competition on the British R&B scene 

came from the sublimely grungy Pretty Things. 

Led by snotty vocalist Phil May and Stones 

dropout Dick Taylor on primal guitar, the lads 

never seemed more than a beat away from chaos, 
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ripping through vintage covers (“Road Runner,” 

etc.) and wailing originals (“Can’t Stand the Pain”) 

with thrilling, frayed urgency. Just hear May 

squeal, “Baby we’ll play house,” like he’s threaten¬ 

ing homicide, and you’ll agree this is pretty intense 

trash.—/on Young 

DONOVAN 

Troubadour: The Definitive 

Collection 1964-1976 
IE PI C/LEG AC Y) 

Okay, so his trippy musings are a bit dated; how¬ 

ever, Donovan’s music remains among the most 

gorgeous and ornate of the psychedelic era. This 

two-CD boxed set begins with only five recordings 

from his folksinger days of 1964 (including a previ¬ 

ously unreleased Tim Hardin song, “London 

Town”) before settling into the heyday of startling 

studio expcrimentalism with hits (“Sunshine Super¬ 

man,” “Season of the Witch” and “Hurdy Gurdy 

Man”), album cuts (“Writer in the Sun,” “Happi¬ 

ness Runs”) and previously unreleased material 

(“Breezes of Patchulie”). Even his much-chided 

’70s work sounds realized. There’s no way he’s not 

going to sound a little silly, but the optimism is 

catchy. Don’t be surprised if you find yourself smil¬ 

ing and nodding along.—Rob O'Connor 

FLIPPER 

Generic 
IDEE AMERICAN) 

Generic belongs next to those other alien¬ 

ation classics, Black Hag’s Damaged and the 

Angry Samoans’ Rack from Samoa. The produc¬ 

tion’s terrible, the attitude stinks, the lyrics range 

from depraved to depressed, and as a result it’s one 

of the most arresting records ever made. There’s 

also a sense of humor haunting the mix, climaxing 

with “Sex Bomb,” where, for nearly eight minutes, 

the words “She’s a sex bomb/My baby—yeah” are 

repeated ad nauseam. Great!—Rob O'Connor 

CANNONBALL ADDERLEY 

“Somethin' Else!” 
(MOBILE FIDELITY) 

among the candidates for “greatest Miles 

Davis record” is this date, which headlines the 

underrated “other” saxophonist in Davis’ classic 

’50s septet, Cannonball Adderley. Rounding out 

the group are I lank Jones on piano, Sam Jones on 

bass and—the key ringer—drummer Art Blakey, a 

champ quintet with the proper balance of space 

and power. Blissful cool bop grooves on standards 

like “Autumn Leaves" and “Love for Sale” give 

plenty of room for Miles and Cannonball to show 

off their complementary lyricisms. Separation and 

presence on this remastered disc are nothing short 

of extraordinary.—Mark Rowland 

“What you get on Boom Boom, is 
straight-up John Lee Hooker...” 

All new recording’s including three classic 
solo performances from the Grammy Award 

winning legend, John Lee Hooker. 

Management By The Rosebud Agency 
Produced By Roy Rogers 

Executive Producer Mike Kappus 

jcinölsnk 
f 1992 Virgin Records America. Inc 
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CREAM 

Fresh Cream 
(DCC CLASSICS) 

Disraeli Gears 
( M F S L) 

Wheels of Fire 
(DCC) 

BY the time Wheels of Fire came out in 1968, 

Cream was already getting dissed by snotty rock 

crits for arty frills, literary pretense, derivative 

blues licks, etc. So let’s get this up front: Cream is 

the greatest power trio in rock history, and for all 

the imaginative music Jack Bruce, Ginger Baker 

and Eric Clapton have produced in the last 25 

years, these recordings remain the pinnacle of all 

three careers. Not to imply the discs have equal 

weight. Disraeli Gears, while featuring greatest hit 

“Sunshine of Your Love” (like “Wild Thing” or 

“Louie Louie,” it can’t be explained, just is), falls 

two cuts below the others, marred by substandard 

tunes like “Swaabr” and lacking the musical preci¬ 

sion of Fresh Cream—the purist’s favorite—or the 

stunning grandeur of Wheels. I’m less thrilled by 

the blues covers, which despite Clapton’s fluid 

singing tone remain a sincere form of flattery, than 

by the songs where Cream expands its sonic 

dimensions—gliding power rock like “N.S.U.” 

and “Sweet Wine” from Fresh Cream, or the 

amazing range and invention of “White Room” 

and “Those Were the Days,” from Wheels, where 

Clapton’s intense wah-wah, Bruce’s Wagnerian 

vocals and Baker’s tasteful propulsion explode into 

an amazing kind of jazz. Not to mention their 16 

minutes of “Spoonful,” the best white rock jam 

ever. Finally remastered in a way that lets you hear 

why.—Mark Rowland 

CHARLIE PATTON 

King of the Delta Blues 

MASTERS OF THE DELTA BLUES 

The Friends of Charlie Patton 
(YAZOO) 

For the listener whose knowledge of blues is 

limited to contemporary titans like Stevie Ray 

Vaughan and Robert Cray, this stuff will sound like 

blues from Mars. Which isn’t to ward anyone off, as 

these 60-year-old sides are among the most trea¬ 

sured blues recordings in existence. Patton’s mind-

boggling slide-work was the cornerstone of styles 

developed by Robert Johnson, Son House and 

scores of others, while his roughshod voice was the 

blueprint for Howlin’ Wolf. “King”’s repertoire 

included blues, hillbilly songs, spirituals and novel¬ 

ties. The second set features Patton’s contempo¬ 

raries Son House and Tommy Johnson, and lesser-

knowns like Kid Bailey and Bertha Lee. Both 

records offer a rare glimpse into a world gone by. 

— Thomas Anderson 

VARIOUS ARTISTS 

Watch How You Flex! More Reggae 

Dance Hall Killers 
(SHANACHIE) 

visit New York City and you may be surprised 

to hear spare reggae beats pulsing out of car stereos 

instead of James Brown samples—in rap’s cradle, 

dance hall-style reggae has partially usurped hip¬ 

hop’s claim to being the music of the streets. If 

you’re wondering why, Shanachie’s second dance 

hall compilation is a neophyte-friendly introduc¬ 

tion to a genre known for “slackness” (sex rhymes) 

and “gun talk”; the hard, minimalist rhythm tracks 

Whether you are wrestling with MIDI, 
expanding your current home studio 
set-up or looking for better reception 
when you go live, MUSICIAN’S Special 
Editions provide the tools necessary to 
fine tune your music. 

Understanding MIDI ► 

The Guide to Playing Live ► 

More of the Players’ Guide 
to Home Recording ► 

Understanding MIDI. ($4.95 each) 

Guide to Playing Live . . . ($4 95 each) 

More of the Players' Guide 
to Home Recording. ($4 95 each) 
Order any two copies for $8.90; three 
copies for $12.50. 

All prices include shipping and handling _Total 

Name 

Address 

City 

State__Zip 

Send check to: MUSICIAN Special Editions 
33 Commercial Street Gloucester, MA 01930 
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and the aggressive chanting of the 1 )Js (rappers) are 

offset by soulful vocals on most of the cuts. In 

what may be a nod to Bob Marley-era reggae fans, 

veteran crooners Marcia Griffiths, Dennis Brown 

and Gregory Isaacs make appearances along with 

Peter Tosh sound-alike Jack Radies. Highlights 

include the sinuous verbal stylings of Chakademus 

& Pliers on “Murder She Wrote,” throaty Buju 

Banton—heir-apparent to Shabba Ranks and 

Super Cat’s mainland success—on the title cut, and 

Jr. Cat’s buoyant “Trailer Load of Guns.” Pretty 

massive.—Nathan Brackett 

FLAMIN' G R □ DVI E S 

Rock Juice 
( N ATIDN A L I 

Less a band now than a concept, Cyril Jordan 

and George Alexander soldier on with hired hands 

to preach their rock ’n’ roll gospel: Merseybeat 

inflected with power-pop and a little Beach Boys 

on the side. When Jordan’s songs overcome their 

formalism they remind us why we cared about this 

music the first time around. “Give It Away” is the 

“Slow Death” for the ’90s, and there are 13 other 

songs. Still still shakin’.—Scott Isler 

CHAINSAW KITTENS 

Flipped Out in Singapore 
(MAMMOTH) 

having dallied in all the debauchery College 

Town, USA could offer, the Kittens have taken on 

more exotic locales. Producer Butch Vig builds a 

couple of walls of guitar noise here, with lead Kit¬ 

ten Tyson Meades manic wail between. It breaks 

open long enough for “High in I ligh School,” a 

song Cheap Trick would kill for. One gets the 

impression that Meade will ultimately evolve into 

either a homegrown Syd Barrett or a TV evange¬ 

list, or that maybe the two weren’t that different to 

begin with. One swell trip.—Thomas Anderson 

VARIOUS ARTISTS 

All Through the Year 
(GREEN LINNET) 

billed as “A musical calendar,” this charity com¬ 

pilation of Celtic/folk artists performing seasonal 

favorites succeeds best when putting masters of the 

genre in unfamiliar territory—like Martin Carthy 

tackling the ancient carol “Christ Made a Trance,” 

or Richard Thompson and Henry Kaiser teaming 

with Elodea and Raymond Kane for a Hawaiian 

version of “Silent Night” (“Po La’i E”). A live 

Fairport Convention cover of Fotheringay’s “Late 

November” is intriguing if a bit shaky, while 

Urban Legend’s “Summer Is A’Comin’ In” is the 

best folkabilly since French Frith Kaiser Thomp¬ 

son’s “Loch Lomond” rave-up. Bonny stuff. 

—Thomas Anderson 

THE FASTBACKS 

The Question Is No 
(SUB POP) 

for over 10 years, Seattle’s Fastbacks have been 

doing for ’60s-style girl-group pop what the 

Ramones did for Buddy Holly and the Beach Boys. 

Their penchant for packing mega-amounts of punk 

energy into snug, catchy melodies has produced a 

steady stream of vibrant music, synopsized in this 

retrospective. “My Letters,” “Impatience” and 

“Everything I Don’t Need” are buoyant, gritty and 

full of vim; “Really” takes a thrashier tack with rous¬ 

ing shout-along backing vocals; “3 Boxes” chroni¬ 

cles some of the band’s highs and lows with music 

that moves from a wistful stroll to an optimistic 

romp and back—a mood swing echoed in guitarist 

Kurt Bloch’s witty liner notes.—Sandy Masuo 

© 1992 RELATIVITY RECORDS, INC. 

Be sure to experience Joe Satriani's newest 
cassette & CD release (Relativity 1053) 

THE EXTREMIST 
Featuring 'Summer Song' and 'Friends' 

Write to: Satriani Fan Club 

P.O. Box 884564 

San Francisco, CA 94188 

ON VIDEO FOR THE HRST TIME 
Over 50 minutes of unreleased live footage, 

interviews with Joe and music videos. 
A visual in-depth look at the maverick rock guitarist who proved 

there is an audience for music that defies categorization. 

Catch Joe Satriani on tour now! 
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MARTY ROBBINS 

ERNEST TUBB 

Country Music Classics, Vol. 2 
ISHANACHIE) 

More mid-’50S TV clips of country giants, here 

with a young Marty Robbins barreling through 

proto-rockabilly like “Pretty Mama,” while Ernest 

Tubb smiles his horse-toothed grin and sings 

honky-tonk classics like “Walking the Floor over 

You.” The performances and barn-dance setting 

suggest that the shows’ makers were hearkening to 

a simpler time. Which makes these tapes a neat 

illustration of what country music is all about. 

— Thomas Anderson 

WEBB PIERCE/CHET ATKINS 

Country Music Classics, Vol. 1 
ISHANACHIE) 

The tape which inaugurates this series features 

vintage color footage (circa ’54 to ’56) of country 

music legends delivering their hits on a haybale-

festooned set, with a crowd of square-dancers and 

farmers’ daughters in full regalia. Webb Pierce— 

looking like Jay Leno in a Nudie suit—breezes 

through hits like “There Stands the Glass” and 

brings out Carl Smith and Marty Robbins for his 

big finale. Chet Atkins, whose sound eventually 

overtook Nashville, is here cast as the young whiz 

kid, taking everything from “Mister Sandman” to 

the flamenco “Dark Eyes” and making it all work 

as country, while Minnie Pearl nods in approval. A 

wonderful document of a golden era. 

— Thomas Anderson 

THE JAZZ CRUSADE 

Big Bill Bissonnettc 
(SPECIAL REQUEST BOOKS) 

THE CONNECTICUT-BASED AUTHOR caught the 

New Orleans jazz bug in the ’50s. A decade later 

his activism made a difference: He imported leg¬ 

ends for local concerts—as a musician he played 

with them too—and recorded them for his own 

record label. The reminiscences and anecdotes are 

bittersweet; this crusade was a race against time. 

Proving that death lost after all, The Jazz Crusade 

includes a 72-minute CD drawn from Bisson-

nette’s catalog. Some 60 pages of photos further 

make this labor of love a multi-media bonanza. 

(585 Pond St., Bridgeport, CT 06606)—Scott Isler 

THE VINYL CLOSET 

Boze Hadleigh 
(LES HOMBRES) 

Subtitled “gays in the music world,” this is a 

revealing if digressive historical tract by author 

I ladlcigh that brings together an impressive array 

of gay entertainers and musicians, along with some 
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“can you guess?” segments designed not to offend 

those who’d prefer to stay in the closet (or their 

lawyers). Most interesting are I ladleigh’s explica¬ 

tions of how the sexuality of well-known perform¬ 

ers has been “rewritten” over time to accommo¬ 

date institutional homophobia. Favorite quote 

comes from Vladimir I lorowitz: “There are three 

kinds of pianists—homosexual pianists, Jewish 

pianists and bad pianists.” Buy an extra copy for 

Pat Buchanan. (Box 632729, San Diego, CA 

92163-2729)—Mark Rowland 

[cant’d from page 66] 1 realized that Prince has 

a lot of hard-core fans who don’t give a damn 

about rap. Coming from the hip-hop/swing 

community, the people that I’m trying to 

reach don’t give a damn about Prince. It I can 

mix the two...” Tony’s voice trails off and 

then he says, “It’s been rough, but I knew it 

would be like that.” 

Subscribing to the NPG’s It’s Fun to Play 

philosophy, Tony strums rhythm guitar on 

some numbers and sings harmonies. In the 

same spirit, dancer Kirk Johnson plays per¬ 

cussion. In the song “New Power Genera¬ 

tion” Prince sang ot his followers rejecting 

“your old-fashioned music, your old ideas” 

— which is pretty ironic considering... 

“He keeps the fundamentals,” Tony nods. 

“A lot of kids today— I don’t know if you 

even want to call them musicians— just use 

Macs and sampling and looping. Our thing is 

to use electronics to enhance the sound 

rather than to be the sound. I definitely think 

there’s a line we’re crossing nobody’s 

touched on before—while keeping the fun¬ 

damentals. From Slv to James Brown, pay 

homage to that also.” 

It’s watching Prince negotiate that line that 

ultimately makes following him so fascinat¬ 

ing. It makes it worth chomping through the 

baloney. The New Power Generation under¬ 

stand that better than anyone. But hearing this 

remarkable band bend the laws of music and 

gravity one more time, you can’t help but 

wonder if the young kids watching their show 

will really say, “I want to do that,” or if they 

will be so dazzled that they’ll say, “I could 

never do that—bring on the Macs! ” That sug¬ 

gestion causes Tony M. to stop and consider. 

“You think so?” he asks with a trace of 

worry. “If you get past the production, strip 

all that away and look at what’s really going 

on?” Tony thinks about it and then he says, 

“When I was five-and-a-half or six years old, 

my mother took me to a James Brown con¬ 

cert at the Minneapolis Auditorium. The 

production for that time was big. I was just 

in awe. But I never thought I couldn’t do 

that.” He looks for the right words and then 

hits on what could be a summation of the 

New Power Generation message: “It was an 

inspiration for me. I knew I would like to be 

that creative.” 'S' 

[cont’d from page 95] lowing in the dysfunc¬ 

tional footsteps of the right Glimmer Twin. 

—Chris Willman 

M U D H □ N E Y 

Piece of Cake 
(Reprise) 

W ITH All. THE ATTENTION GIVEN TO 

Seattle this past year, it’s harder to keep 

in perspective what started the initial attraction. 

For the mainstream, it’s the Louie-Louie fire and 

brimstone of Nirvana’s “Teen Spirit.” But those 

watching closer remember the rude grunge 

splatter of Mudhoney’s first single, “Touch Me, 

I’m Sick.” While Nirvana have made the difficult 

transition from punk clubs to shopping malls, 

Mudhoney have stayed in the underground, for¬ 

ever repeating their sophomore year. 

Unfortunately Mudhoney have also re¬ 

mained sophomoric. After that first single and 

ultra-dynamic EP, Superfuzz Bigmuff, their 

sound—Stooges-mutated riffs and Blue Cheer 

sludge—lost its edge. An occasional nice 

moment aside (usually a lyrical quip), their 

major-label debut, Piece of Cake, never picks 

up momentum. Slightly cleaner production 

keeps their grungy air, but highlights an essen¬ 

tially faulty rhythm section. Music this viscer-

ally intended needs a bassist and drummer tight 

enough to drive home the singer’s verbal rage, 

and from the introductory drum beats of “No 

End in Sight,” it’s apparent that Dan Peters’ 

stick style is too suffuse to render singer Mark 

Arm’s inner-sickness-as-beauty world view 

with authority. So instead of the mesmerizing 

drone that made the Stooges such a fascinating 

entity, Mudhoney just sound as if they didn’t 

get around to writing the rest of the song. 

Arm, on the other hand, provides Mud¬ 

honey with their saving grace: His smoky, bro¬ 

ken-throat field holler, matched with lyrics that 

plainly but truthfully express existential yearn¬ 

ings, enlivens many a musical dry stretch. As 

Arm puts it in “Ritzille,” “My heart on my 

sleeve/My head on the curb." Or as told in 

“Suck You Dry,” “No time like the present to 

get ripped apart/Got a burning desire aiming 

straight for your heart.” 

Mudhoney lack nothing in conviction. But 

unless you’re terminally addicted to loud, 

wah-wahed guitars and boundless rage, you 

may wish there were more substance to go 

with the bile. —Rob O’Connor 

[cont’d from page 37] at face value, as a literal 

statement of our beliefs, it could be interpreted 

differently than if you put it in the greater con¬ 

text of what we are doing as a whole.” 

Efforts to mesh big promotion with small 

budgets sent Sub Pop teetering on the edge of 

bankruptcy several times, generating lots of press 

and no major label distribution deal. In July 1990, 

they struck up an exclusive manufacturing/distri-

bution deal with fellow indie Caroline Records 

and have thrived ever since—thanks, paradoxi¬ 

cally, to the departure of their biggest acts. 1 lit 

albums by Soundgarden on A&M and Nirvana 

on DGC created a huge demand for back catalog 

among rock fans who had never heard of Sub 

Pop or grunge. Bleach, Nirvana’s Sub Pop debut, 

even slipped into the Billboard album charts 

three years after its release. Sub Pop has thus 

developed some financial breathing room and 

wrenched some respect out of the major labels. 

“They’re getting down in the trenches with us 

and vying for the same bands,” Poneman says. 

“To me the nature of alternativeness in 1992 is 

not so much the music you put out, but the way 

you do business. A lot of the music that’s coming 

out on major labels could very easily come out 

on an indie label and be celebrated. The majors 

still see us as a clearinghouse to a large degree, 

but I also think that they realize we’re establish¬ 

ing a strength in and of ourselves. Pretty soon 

they’re going to see that bands are not necessari¬ 

ly going to want to be making the leap upwards. 

“Rock ’n’ roll is becoming a more and more 

egalitarian medium. You can go out and buy a 

four- or eight-track Fostex portable machine 

and essentially make a record in your living 

room. That’s what the punk ethic has always 

been about. Anybody can and should be a rock 

star, and it’s coming down to that. The cycle of 

information is moving quicker and quicker and 

quicker in terms of people being able to interact 

with each other. There are more and more peo¬ 

ple participating in the process and I think that 

the record labels should be facilitating that, as 

opposed to trying to stomp it out or cling to 

notions that might have been effective 10 or 20 

years ago but have nothing to do with tomor¬ 

row. If you have the inclination, you should 

consider yourself a rock star from the moment 

you pick up your guitar and let everybody else 

catch on. This is your opportunity to drive that 

bandwagon instead of having to jump on it.” '3' 
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TEST PATTE RN S 
Or how not to impress everyone down at the music store 

This seems to be mostly a guitar player’s disease, by the way. “With 

“1 think ‘Stairway to Heaven’ is up to beheading.” 

Part ot the problem, argues Ralph Perucci, a former Sam Ash 

salesman who now reps for Paul Reed Smith guitars, is that none 

of these kids know an entire song. Instead, what they’d wank 

away on would be a jumble of bits, what PRS general sales manager 

R
emember the scene in Wayne’s World where 

Wayne, about to buy the guitar of his dreams, 

begins to pick Jimmy Page’s most famous arpeg¬ 

gio and is interrupted in mid-strum by the 

salesclerk, who points to a sign on the wall read¬ 

ing “NO STAIRWAY TO HEAVEN”? Pure fantasy, right? 

Wrong. Though there may not be a sign on the wall, there is a 

“No Stairway” policy at the Sam Ash store in White Plains, New 

York. “There’s no ‘Stairway to Heaven,’ no Poison songs, no 

‘Smoke on the Water,”’ explains guitar salesman Rob Knippel. 

“The keyboard players can’t play ‘Jump.’ No keyboardist who 

plays a Van Halen tune is allowed in the store.” 

Seem a little touchy, do they? Well, you would be, too, if you 

had to hear the same half-dozen songs butchered over and over, 

day in and day out. “It’s not that you get sick of it,” avers Knippel, 

sounding, frankly, sick of it. “It’s hard to say. We know a lot of 

these kids, and we’ll rap with them or whatever. The first time 

they’ll play this song, it’ll be like, ‘Can’t play that song.’ ‘Why 

not?’ ‘You can’t.’ ‘Why not?’ ‘Because we don’t like that song.’ 

They’ll play three more songs off the list, and we’ll say, ‘Nope, 

nope, sorry, no.’ Then we give them the generalities. ‘I’m sorry, no 

Poison. You cannot play any Poison tunes. You can’t play any 

Guns N’ Roses tunes.’ 

Mike Dealy describes as “House of the Rising Smoke on the Stairway to 

Freebird.” 

“They’d practice all week to come to the music store and try to 

impress someone,” Perucci says. “They’d play their fastest lick over and 

keyboard players, most of them are classically trained to an extent; they 

can play,” says Dave Belzer, a salesman at the Guitar Center in Holly¬ 

wood. “Drummers, you’d be surprised. A lot of good drummers come 

through. 

over again. I’d go over and put a dollar on the counter and say, ‘If you 

can play a song from start to finish, you can walk out with this dollar.’ 

And they’d look at me like I was from Mars, but no one would be able to 

play it.” 

There was a time, though, when the sales folk counted themselves 

lucky if they heard even a whole riff wafting over from the guitar racks. 

T his, of course, was during the Age of the Hammer-On/Pull-Off, when 

every kid who ever saw Eddie Van Halen felt compelled to rush to the 

nearest music store and hammer away. One music industry vet reports 

that these kids were called “typists” (because all they did was tap at the 

guitars?) by beleaguered guitar salespeople. 

Still, there were ways of getting back at them. “We had a guitar that 

was just strung with one string,” recalls Perucci. “People would say, Td 

like to try a guitar,’ and we knew they were going to play something that 

was off the latest hammer-on album of the day. So we’d hand them this 

guitar with one string, and they’d just look confused.” 

“Guitarists are a different breed. A lot of them can’t play the songs 

correctly, or with rhythm. Rhythm is definitely lacking. And it seems the 

worse they play, the louder they play. The ones who can play, they don’t 

get excessive with the volume. The ones that can’t, they’ll turn it up as 

loud as can be.” (Reportedly, the noise got so bad at one trade show that 

a few of the manufacturers were considering installing a neon sign to 

announce song titles and chord changes, so at least everyone would be 

playing badly in the same key.) 

But if you really want to know what scares music store employees, it 

isn’t the kids who can’t play—it’s the kids who can. “It’s amazing how 

good some of them are,” says Knippel. “It’s a far cry from when I started. 

These kids come in at 16 or 17, and they’re showing me stuff. ‘How long 

you playing, kid?’ ‘Oh, three years,’ and the guy’s completely burning. 

“Back in the old days, when they used to play the songs, they used to 

play them bad,” he adds, wistfully. “Now they play the songs, and they 

play them good. Those are the ones we hunt down and kill. ” 'S' 
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The Vocalist by DigiTech is the only 
vocal processor that provides natural 
sounding harmonies with complete 
editing and programming capability. 
Offering a multitude of features and 
functions, the Vocalist accommodates 
up to five-part harmonies and even 
compensates for off-key vocals. Full MIDI 
compatibility combined with 1 28 factory 
presets and 1 28 user-definable programs 
make the Vocalist the only harmony 
processor THAT DOES IT ALL! 

5639 South Riley Lane 
Salt Lake City, Utah 84107 
Tel (801 ) 268-8400 • Fax (801 ) 262-4966 
International Inquiries: (603) 672-4244 

Glenn Nowak-

professional musician, South Bend, Indiana. 

"For a guy like me, the Vocalist is like a dream come true. 
I'm now able to fatten up my vocals with live harmonies. 
The audience can't believe they're listening to a one-man 

band. This product is the biggest breakthrough 
since multi voiced syntns 

hit the market." 

Michael Schoenfeld-owner Third Planet From 
The Sun Studios, Salt Lake City, Utah. 

"As one of the area's top production facilities, we 
handle everything from recording rock bands to 
church choirs and we also do a ton of radio 
material. The Vocalist fits the bill in virtually 
every application. We now can provide our 
clients with up to five-part harmonies at i 
the touch of a button, and even fix 1 
off-key vocals quickly." A 

:::Oigïïëch 
H A Harman International Company 

The Vocal Harmony Processor 
THAT DOES IT ALL! 
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Sound will obey. 
The dog will never be the intelligent, obedient and loyal 

servant you would like him to be. Your music, 
however, will do whatever you want. How come? 

Quick Edit. It’s a mode of programming in the 
SY85 AWM synthesizer. It allows you to, very simply, 
create any sound you can imagine. How simply? 

You can layer, split, and cross fade up to four voices at 
once. Eight control sliders let you modify any parameter 
you like. It’s easy and it’s quick, hence the name. 

You need more control? While playing live those same 
sliders can modify the effects, filters, attack, release, 
and balance, all in real-time. And the SY85 has SIMMs 
as well as battery-backed, expandable RAM, MIDI 
capability and, of course, our distinctly superior sound 
quality and playability. It is, alter all, a Yamaha. 

Would you like more information? Call us. Obediently, 

we ll send you our brochure. tju w 
1-800-932-0001, extension 100. TheSY85. 




