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__iticipated silence. 
Fingers tense. 
Lips to mike. All atstake. 
But in control. 
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45 years of tried and true. 
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For this one moment. 
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don’t sit in the dark alone 

sit down with the essential 

retrospective oí’ Richard Thompson 

Beginning with his groundbreaking folk-rock with Fairport Convention and 
continuing through his acclaimed solo and duo recordings to the present day, 
this is the comprehensive history of "one of the most innovative guitarists in 
rock, and one of the genre's premiere songwriters." - (SPIN, August 1991) 

Richard 
1 h impson 
HNCD5303 ■ ... watching 

•OVER 3 HOURS OF MUSIC ON 3 CDS 
• 23 PREVIOUSLY UNRELEASED OR RARE TRACKS 
•LIVE AND STUDIO RECORDINGS 1969-1992 
• DELUXE BOOKLET WITH INTRODUCTORY 
NOTES BY GREIL MARCUS, FULL BIOGRAPHY 
AND RARE PHOTOS 

AVAILABLE AT FINE RECORD STORES EVERYWHERE; OR 
ORDER TOLL FREE FROM EARFUL, AT 1-800-2-EARFUL. 

Write for free catalog: Hannibal Records 

K  A RYKODISC Label 

Pickering Whorf, Bldg. ( 

** Solem, MA 01970 



You'll think you're playing an acoustic set. 
Your neighbors will think you died. 

«»^0 

Presenting the TDE-7K. The worlds first truly complete electronic percussion kit. Go for the whole 
package, or integrate select components with your acoustic set. Just plug it in. 
Play it naturally. And make yourself and the guy next door very, very happy. nUldl 1CJ 

©1993 Roland Corporation US, 7200 Dominion Circle, Los Angeles, CA 90040-3696 (213) 685-5141 



32 THE WINNER: SOUL ASYLUM 

After their second album died, Soul Asylum were back to working day 
jobs. Now, with a new label and their first hit, they are close to Dave 
Pirner’s goal: to be out of control all the time, by steve perry 
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69 DRUMS AARON COMESS 

The Spin Doctors’ skin doctor prescribes a way to make practice an 
exercise in musical mind-expansion, by tony scherman 

72 SURVIVAL THE DUMBEST THINGS TO 

DO TO YOUR AMP 

Stop—put down that screwdriver! Read this first. Now take that amp to 
someone who knows what he’s doing, by charles m. young 

74 RECORDING WHICH FORMAT? 

So you have your band and your songs and your studio and you think 
you’re all set to make your demo. Will it be CD or cassette? Which 

cassette? Which dupe speed? Ask us first by Michael cooper 

B2 BASS MIKE WATT 

Making fretted bass sound fredess, from the man beneath Firehose and 
the Minutemen, by alan di perna 

S4 DEVELOPMENTS 

These days players can buy their musical sounds on a disk and plug ’em 
in. Ethical minefield or technical paradise—where you can get in on it 

BY THE MUSICIAN PRESSURE COOKERS 

CONTENTS 
Musician M a g a z i 

June 1993 UE No. 176 

7 FRONTMAN RAY DAVIES 

Sensitive singer/songwriter or road-hardened rock tough guy? The Kink 
wonders about that himself, by bill flanagan 

ZD PE R FO R M A NCE DIGABLE PLANETS 

The jazz rap crossover expands to fill young minds everywhere. 
BY NATHAN BRACKETT 

23 P.M. DAWN 

Nothing—not public feuding or diabetic comas—can keep these surrealistic 
samplers from finding their bliss, by j on young 

26 WHERE’S THE ROYALTIES? 

So you just got signed for $200 grand! You can buy a house, right? No? A 
car? An amp? A sandwich? by ronald & stuart lipsky 

2B MIKE KENEALLY 

A Zappa sideman breaks down barriers between pop, rock, jazz and sheer 
preposterousness, by matt resn icoff 

4D DAVID BOWIE & PHILIP GLASS 

Bowie’s new album, Black Tie White Noise, picks up where his late-
’70s music left off. Glass’s new classical work, the “Low” Symphony, 
also picks up where Bowie’s ’70s music left off. Hobnobbing with two 

pre-post-modernists, by josef woodard 

52 CHRIS ISAAK-GOOFBALL ROMANTIC 

He gets chased around by film directors! Women think he’s dreamy! 
“Wicked Game” made him a big rock star! He’s just released his best 

album! But Isaak would rather be playing baseball. 
BY CHRIS WILLMAN 

GD SPEECH MEETS CURTIS MAYFIELD 

The leader of Arrested Development calls on the R&B legend for a 
frank discussion of religion, racism, gangster culture, and how it all 

goes into shaping the people who make the music. From “Superfly” to 
“Malcolm X,” from “People Get Ready” to “People Everyday.” 

BY BILL FLANAGAN 
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Got the groove? Wanna know where to send it? Get this, from 
Musicians Guide to Touring and Promotion. 
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A suggestion for Ted Turner, backside 
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Across The Borderline 

Across! 
“This is Brilliant... ★★★★” 
USA TODAY 

Willie Nelson 

“Shockingly good. 
Nelson’s most personal 
work in ages. A (rating)” 
ENTERTAINMENT 
WEEKLY 

“Exquisitely produced... 
startlingly eclectic...it’s 
Willie’s great gift to con¬ 
vince us that he’s every¬ 
man, and that between 
him and us there’s no 
borderline at all.” 
NEWSWEEK 

"Remarkable...catapults 
Nelson to the forefront 
of a country explosion 
he helped foreshadow.” 
CD REVIEW 

14 songs written by Willie Nelson, Paul Simon, Bob Dylan, 
Peter Gabriel, Lyle Lovett, John Hiatt ô Willie Dixon. 

Plus all the special guests you've been hearing about. 

PRODUCED BY DON WAS 
On Columbia 

© 1993 Sooy Mum Eofertoiomewt Im. I -(oMa" Reç. U.S. Pol. I Tia. Off. Morco Registrada. 



RAY DAVIES 

What ’s the secret of your acoustic guitar sound, Ray? 

I’ve got an old Martin D-60; it’s the same one [Big Bill] Broonzy 

played. I saw a clip of him playing on television when I was a kid and I 

said, “I want a Martin!” I remember going into a music store on Shaftes¬ 

bury Avenue in London when we were about to make “Lola.” 1 said, “I 

want to get a really good guitar sound on this record, I want a Martin.” 

And in the corner they had this old 1938 Dobro that I bought for $150.1 

put them together on “Lola,” which is what makes that clangy sound: the 

combination of the Martin and the Dobro with heavy compression. I end¬ 

ed up doing the same with the song “Scattered.” It’s got that same jangle. 

“Scattered” is a real beauty. 

It took me 10 years to write that. I originally wrote the song because I 

ended a relationship and my trousers were in New York and my shoes 

were in London. I realized when you’re in the middle of a relationship you 

forget your personal goods—bits of me were scattered. So it was personal¬ 

ized. But it took until 1990 when 1 lost a dear friend for the song to take on 

a cosmic thread. Until that person died—she died of cancer— I couldn’t 

finish the song. There’s a dedication to her on the record. Sometimes I keep 

songs like that. I kept “The Informer” back because I couldn’t resolve it 

until I lived in Ireland and found out what it was really like. I hold some 

songs in my head and I know they’re not complete. Then I go through a 

personal experience and I say, “Yes, this is what I mean by this song.” 

“The Informer” is about a meeting between two enemies who were 

once close. It could be a divorced couple, ex-bandmates, estranged broth¬ 

ers. At the end you reveal it’s a man about to kill the old friend who sold 

him out. 

When he says, “I’ll be the one to take you home tonight,” he’s saying, 

“1 want to be the one to pop you. I was your best triend so you couldn’t 

go out any better way.” Chiller. It’s a dark, dark record. I don’t know why. 

Usually your writing deals with your sensitive side, but you’ve got to 

be a hard, tough person to do what you've been doing for 30 years. This 

album, Phobia, admits that. In “Hatred"you sing, “On the surface I’m a 

mild-mannered person, until you scratch the animal inside. ” 

1 think my performance in “Hatred” is a wind-up to Dave. He’s doing 

his guitar solo and I’m going “Hatred!” on top of it. On “Hatred” I said, 

“Let’s just go for it, guys.” It’s the way we sounded at the Marquee in 1964. 

Harmonica riffs played in unison with the guitar. I really love all that. 

But yeah, you’ve got to be a bit hard to do certain things, and certainly 

“Drift Away” and “Wall of Fire” are hard songs. I suppose the hardness is 

there, but I don’t know what I am. I don’t know whether I’m hard or soft. 

I’m as weak as anybody else but I think I’ve got willpower. Maybe I’m 

stubborn. I think toughness comes out of a gradual building up. It’s like 

building a brick wall. You’ve got to build the foundations very delicately, 

otherwise the thing will fall down. I do value the foundations and the sub¬ 

tleties, but when the subtleties are rehearsed and everybody knows them, 

they can be played in a brash manner. The idea of great rock ’n’ roll is 

dynamics. Not to have the Marshall on number 11 all the time. That’s 

what I value. I love power but I love to take it down to subtlety. 

The live Kinks went through a very abrupt transformation after the 

Sleepwalker tour, just before Low Budget Suddenly everything got loud 

and broad. Dave’s leads and his onstage manner became much more 

aggressive. 

What happened was we went on longer tours. And having Mick 

[Avory] in the band... Bob Henrit is a great drummer but I do miss Mick 

on the road because he would always be the last one to go to bed, you’d 

have to break the door down to get him to the airport, he just turned into 

an animal. And the band became a touring animal for the first time in 

America. That change wasn’t contrived in any way, Dave did become 

more aggressive. It was, musically, quite a violent time. Give the People 

What They Want was the culmination. On the track “Around the Dial” I 

ended up in the studio saying, “It’s not hard enough !” So we put sheets of 

corrugated iron opposite the drum booth, opened the room entirely and 

put a microphone down the hall. You hear that slamming snare drum on 

the beginning of the track. It’s true force. I mean, that is really hard. We 

were trying to put on record what we were hearing onstage. 

That’s coming from the man who wrote “Waterloo Sunset.” I can’t 

work that out, it’s two parts of me. Jekyll and Hyde. But they are both 

with good intent. 

Do you ever write songs and then say, “This is good therapy for me but 

the world doesn't need to hear it ”? 

Yeah, I’ve got a cupboard full of them. I’ll be very careful in my will. I’ll 

probably leave them to other writers. Leave a couple of songs to poor old 

Elvis Costello to finish. bill Flanagan 
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PRODUCED BY CHUCK LEAVELL 
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Just The Ticket 
To A Great 
Performance. 

You’ve paid your dues. You’ve invested 
your soul. Now you’re flush with the thrill of 
making it, and ready for a larger stage. But 
you can't ignore reality just yet. Getting into 
a decent sound reinforcement system can 
be a costly endeavor. 

For you, the emerging performer, 
we’ve developed the MR Series. 
Serious loudspeaker systems that 

deliver out-of-this-world performance 
at down to earth prices. From the single 
transducer guitar boxes and 2-way stage 
monitors to 3-way full range systems 
and 18" subwoofer, MR Series systems 

produce a big, clean, powerful JBL 
sound. The kind of sound 

you and your audience 
will truly appreciate. 

Besides providing the 
launching point for 
new loudspeakers 
with powerful 3 inch 

voice coils, the MR 
Series also relies on the proven technologies of our Bi-Radial® 
horns, titanium diaphragms and ultra-strong trapezoidal 
enclosures. From the crisp, clear tones of a guitar solo to the 
complex textures of a synth, even to the special performance 
needs of mobile DJs, MR Series delivers the efficiency, 
reliability, and power handling capability that has become 
synonymous with JBL. 

MR Series. Check them out at your local JBL dealer. They may 
just be the ticket for your next great performance. 

■JBL 
JBL Professional 
8500 Balboa Boulevard. Northridge. CA 91329 
H A Harman International Company 



Letters YOUNG BUCK 

Thank you for the article on 

Neil Young and Peter Buck (Apr. 

’93). I’ve listened to Neil for many, 

many years; I may not always like 

his current incarnation, but 1 thor¬ 

oughly respect his integrity and 

readiness to experiment. His phi¬ 

losophy of music? “Somebody 

who doesn’t know shit, and is just 

happier than hell to be there, and 

will try anything.” Makes sense to 

me. Thanks, Neil. 

Johne Nathanson 

San Francisco, CA 

Neil Young isn’t the only 

prominent musician to have 

qualms about digital recording— 

Peter Gabriel and Keith Jarrett 

have both complained about the 

inadequacy of digital technology 

as well. Can anyone have failed to 

notice that the “better-sounding” 

CDs—Eric Clapton’s Journey¬ 

man, Gabriel’s So, Young’s Har¬ 

vest Moon—are initially recorded 

using good old analog tape ma¬ 

chines? Why use such supposedly 

“primitive” equipment? Because 

digital doesn’t cut the mustard. 

Douglas E. Rollins 

Ogden, UT 

Has R.E.M. bought a control¬ 

ling interest in Musician? Every 

month I pull my issue out of the 

mailbox, just to find one of their 

ugly mugs staring back at me. 

Please try and go 25 pages without 

a mention of R.E.M.—I think you 

can do it. 

Thanks! 

Dave Bradley 

Springfield, VA 

Since I’ve been a loyal reader 

I’ve read some great double inter¬ 

views (Mahavishnu v. Malmsteen) 

and some not-so-great ones. Your 

recent interview with Neil Young 

and Peter Buck was unfortunately 

the latter. 

The best I can say is that Peter 

Buck wins this year’s sympathy 

vote for being left out. Mark Row¬ 

land threw Buck maybe one or 

two puffballs in between worship¬ 

ping Neil, and Buck was left with 

nothing else to do but join in the 

worshipping. But perhaps the 

worst offender was Young himself. 

Not only was I left wondering if he 

even knew who Peter Buck was, 

but worse still, I came away con¬ 

vinced that he could care less. 

Benjamin Albert 

Tarrytown, NY 

P LAY B O Y S 

A tip of the white hat for the 

great article on the Texas Playboys 

(March ’93). Having had the enor¬ 

mous privilege of singing at the 

second Texas Playboys Reunion in 

Pawhuska, Oklahoma, reading the 

article stirred up plenty of personal 

memories. A picture of Eldon 

Shamblin and me (taken in his 

office in Claremore) sets promi¬ 

nently on my stereo. 

I have just two additions: First, 

the Fender Strat that Eldon plays is 

the Stratocaster prototype (no 

number) given to him by Leo 

Fender to “try out.” Eldon also has 

the first G&L guitar—also given to 

him personally by Leo Fender. As 

he often said: “Hell, man, if it 

hadn’t been for people giving me 

guitars, I probably wouldn’t have 

had anything to play.” I think not, 

Eldon. Thanks again for giving 

these very talented and very cool 

musical legends some long-over-

due recognition. Bob Wills is still 

the king. 

Simeon Franks 

Tahlequah, OK 

There were probably a lot of 

young readers out there who won¬ 

dered why you did an article on an 

old group like the Texas Playboys. 

By the time I finished I realized it 

was musicians like this who, for no 

other reason but their love of 

music, forged a path to make the 

music what it is today. All of us 

young aspiring musicians owe 

them a big thanks. 

Dennis Godshalk 

Conshohocken, PA 

ROLLINS 

Although not a fan of Henry 

Rollins (Apr. ’93) as such, I read 

with interest his comments on 

growing up in a “dysfunctional 

family,” his honest admission that 

he’s a “loner” and his candor in 

describing the difficulty he felt 

when asking a girl out. It’s insights 

like these that allow the layman lis¬ 

tener to peek inside the musician 

and understand where the songs 

come from. Not since your “Guitar 

Issue” two years ago have I read 

such inspiring interviews (I recall 

Steve Vai and John McLaughlin 

waxing philosophic...! attacked 

the issue with a yellow highlighter). 

It’s one thing for the musician to 

tell you these things, but it’s quite 

another for you to decide to print 

them. Keep up the good work. 

Christopher Marks 

Clifton Park, NY 

To reader Mark Miglietta’s 

(Letters, April ’93) anguished put-

down of Lawrence Welk (“not 

even a musician”): Well, Mark, just 

because it ain’t our taste. Let me 

share two brief Lawrence Welk 

stories with you. When big-band 

trumpeter Harry James passed 

away, his obit described how James 

had auditioned for Welk, who dug 

him and asked what other instru¬ 

ments he played. James said, 

“Trumpet and drums.” Welk 

turned him down and apologized. 

“I’m sorry, but everyone in my 

band plays five instruments.” 

Jo Jones related how “once we 

had a battle of the bands between 

Bennie Moten and Lawrence 

Welk. We had 17 pieces; he had 

five. After we got through, Welk 

called ‘Tiger Rag’ and his horn 

player got up playing two trum¬ 

pets! That was Lawrence’s way of 

saying, ‘Here’s some “Tiger Rag” 

for your ass—can you get to this.’” 

Chip Stem 

Contributing Editor, Musician 

New York, NY 

BAD LIVERS 

Bad Livers (Faces, Feb. ’93) 

indeed! So many of us have been 

wondering what became of fellow 

Renaissance Faire alumnus and 

squeezebox player extraordinaire 

Ralph White. Did he go to Mada¬ 

gascar to look for those fabled 

cousins of the Cajun accordion 

players? France again to commis¬ 

sion and destroy another custom 

wood and leather box? Retired to 

his caravan and hammock to hyp¬ 

notize the songbirds? And here he 

is showing up in a photo in the 

pages of Musician, same crooked 

smile, apple-picker’s bandana and 

squeezebox with an attitude. Just 

proof that Musician really does 

cover a few bases to include some 

real rain-and-dust working musi¬ 

cians. Thank you. 

John Bromka 

Marcellus, NY 

RAFFLE WINNERS 

Congratulations to Kip Harris 

and Phil Yanos, who were winners 

of our Christmas raffle. Both won 

a CD set with 29 new releases, and 

a CD player. 

Send letters to: Musician, 1515 
Broadway, New York, NY 10036. 
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kJ ain. Get more than what you pay for. 

With a ProForce microphone, you get Sennheiser's 

award-winning sonic superiority, and gain that 

reaches incredible levels before feedback. Plus, 

a unique combination of new high tech materials 

that ensures rock-solid durability. 

Laser-age manufacturing techniques keep the cost 

of ProForce mies low. But their sound and ruggedness 

are uncompromised Sennheiser. Grab a ProForce 

mic... and gain complete control of your performance 

MD 511/512 

MD 515/516 

MD 518 

6 VISTA DRIVE, P.O. BOX 987, OLD LYME, CT 06371 • TEL: 203.434.9190 • FAX: 203.434.1759 
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Although 
you may not yet have heard __ you may 
HENRYK GORECKI’S SYMPHONY NO. 3 

I I M E 

Henryk õórecki 

Symphony No.? 

5 

consider what some music critics 

have said about [“An hour of grace and emotion you will find hard to 

.. the number one classical 

album in America (“Llaves one breathless in its shattering 

the first ever by a living 

composer to reach the Top Ten on 

the British pop chart I“* * * ♦ _ TOUCHES AN EMOTIONAL CHORD THAT 

IRANSCINDS NATIONAI BOUNDARIES, MUSICAL STYLES AND EVEN TIME. ITSELF.” —ROLLING STONE] and 

earn a Gold Record Award. THE GORECKI THIRD 

SYMPHONY, FEATURING SOPRANO DAWN UPSHAW AND DAVID ZINMAN, 

CONDUCTING THE LONDON SINFONIETTA. ON ELEKTRA NONESUCH -

ELEKTRA ENTERTAINMENT, a division of Warner Communications Inc. O* " Time Warner Company. *U.K. for credit card orders call 800.888.8575 



Dinosaur Jr: Fancy Footwork 
J Mascis ’ Big Step 

g U À J hen Dinosaur Jr comes to your town, get ready tor a 
unique event: the Dance of the 17 Footswitches. Yes, 

r r the band’s guitarist/frontman J Mascis uses 17 switches 
onstage—some effects boxes, others connected to effects in an arcane 
quasi-switching system—making every Dinosaur show a fancy foot¬ 
work display. “On tour, I’ve got a case of effects as big as a refrigera¬ 
tor,” Mascis says. “It’s ridiculous. But I do use them all.” 

Mascis is a tone fiend, forever in search of the ultimate sound. This 
trait is even clearer in the studio. The story goes that J was still work¬ 
ing on the perfect bass drum sound long after Dinosaurs record com¬ 
pany thought the Amherst, Massachusetts trio’s fifth and most ambi¬ 
tious album, Where You Been, was finished. 

The new tunes are as engaging as anything the band’s done, but 
Mascis says, “ I don’t know, I think I still like [ 1987’s] You 're Living All 
Over Me best. I would have liked to remix a few more of these songs.” 

This modesty carries over to Mascis’ guitar playing, hailed in 

L to R: J Mascis, Murph, Mike Johnson 

alternative circles as godlike. “I’m not very proficient on guitar. I only 
switched [from drums] because nobody I knew played guitar the way 
I wanted. Live, my playing gets stale; maybe once a tour I’ll have a 
good show. But I’d rather not play at all than play rhythm guitar. I’m 
just not into chords.” mac Randall 

Mr. Hart Goes Io Washington 
f £ t was hardly your 

typical Washing-
ton party. With 

members of the Grateful Dead as 
the main drawing card, a few 
hundred Congressional types, 
academics, activists and well-
connected Deadheads milled 

around beneath the marble 
columns of the Library of Con¬ 
gress’s Great I lall. And there in a 
corner was Mickey Hart, the 
1 lead’s effusive drummer, whip¬ 
ping off his Jerry Garcia tie and 
presenting it to a smiling, bald-
headed Senator Patrick Leahy 

L to R:Jerry Garcia. Mickey Hart and Patrick Leahy 

(D-Vt.). “I’m finished with it,” 
1 lart said. “This is for you.” 

Hart was in town to offer 
another kind of gift, the music of 
native peoples from endangered 
rain forests in South America 
and the Caribbean. He, Jerry 
Garcia and Bob Weir attended 
to help unveil a new CD, The 
Spirit Cries, the first release in 
the uniquely collaborative En¬ 
dangered Music Project. I lart ’s 
long-time interest in preserving 
the rich variety of world music 
led him to bring together the 
Library of Congress’s American 
Folklife Center, with its 50,000 
field recordings, and Rykodisc, 
home of the 19 or so albums 
I lart has produced largely from 
his own recordings of musicians 
from Tibet to Egypt. As Hart 
told the enthusiastic crowd, “It 
is as important to preserve cul¬ 
tural diversity as it is to preserve 
plants and trees.” 

The value of the music became 
clear enough when two mem¬ 
bers of the Aluku people, 
Maroon descendants ot African 
slaves, raised their voices to sing 
after an arduous journey that 
began a few days before with a 
six-hour trip in a canoe. Dressed 
in conventional American-style 
clothing, the man and the 
woman traded hoarse, affecting 
cries, and the crowd fell silent. 
As they looked up, the singers 
could see the names of Western 
giants they did not know embla¬ 
zoned on the frescoed ceiling— 
Bacon, Aristotle, Cervantes-— 
while they added their own cul¬ 
ture to the Great 1 lall. No one 
there valued it more than Mickey 
Hart, who had told the audience, 
“Music is powerful medicine for 
the soul,” and, for a moment at 
least, the Aluku’s music could 
soothe the savage beast, even in 
Washington. art Levine 



FACES 
Chris Mars 
Less Is More 

66 get a little sick of the subject,” concedes Chris Mars 
*■^7 cheerfully. “The band’s been dead a couple of years, 

and there’s only so much you can say.” 
With his second solo album in the racks, the former Replacements 

drummer would like to bury the past, thank you. Like his debut 
(Horseshoes and Hand Grenades)', the delightful 75 % Less Fat features 
witty pop tunes designed to deflate poseurs and creeps, which natural¬ 
ly inspires speculation that he’s discussing the old days. “Pretension 
has always grated on me—a song like ‘Bullshit Detector’ is inspired by 
a bunch of different people, not the Replacements,” explains Mars, 
who realizes folks will spot references regardless. “I suppose even the 
title of the new record could be seen in that light, but it meant I wanted 
a more stripped-down feeling than I had the first time.” 

Fine-tuning the music isn’t a problem, since he plays everything 
except the bass. A tedious procedure? “Nah, it’s fun. I’m not trying to 
be a hot dog. I just look at the studio process the same way 1 do my 
painting, and nobody docs that with me.” Ironically, he still tries to 
approximate the feel of a group. “ I hear some stuff on the new record 
that’s a little out of tune, but who cares? It’s rock ’n’ roll.” 

Mars won’t be playing live gigs any time soon. He’s still recovering 
from 10 years onstage with the ’Mats, and anyway, he’s eager to get 
back to the graphic arts. Specializing in the kind of surreal figures that 
adorn both records, Mars has finished enough pieces to mount his own 
exhibition. Sounding supremely healthy, he says the important thing is 
“just to have fun. There’s too much emphasis on sales. If I got dumped 
by the record company I’d still go back to my four-track machine, and 
if I never sold another picture, I’d still enjoy doing them. ”Jon Young 
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FACES 
Green 

Tarty Pop 
omebody recently said we’re the Jerry Lewis of Hol¬ 
land,” says Jeff Loscher of his band Green being able 
to draw thousands in the Netherlands while remain¬ 

ing a cult act at home. The comparison’s not entirely apt, however. 
Lewis, worshipped by the French, is an object of ridicule among the 
stateside cultural elite, while Green has been an emphatic critic’s 
favorite throughout its nine years of bandhood. From Green’s self¬ 
titled 1984 debut album to 1990’s White Soul, reviewers have gushed 
a torrent of superlatives on the band. Lescher’s ’60s-shaped yet 
arrestingly original songs, and his jaw-dropping vocals—he leaps 
from husky rasp to Princely falsetto in a single bound—have attract¬ 
ed particular admiration. 
Now comes The Pop Tarts, Green’s fourth disc (and first for New 

York label Futurist/Mechanic). There’s plenty of the scrappy, tuneful, 
lovelorn pop so dear to Green fans—the irresistible first single/vidco 
“Hear What You Want to 1 fear,” for instance—but, as bassist Clay 
Tomasek puts it, “This is the heaviest Green record of all. It’s got some 
pretty songs, but there’s a couple of excruciators.” 

“Excruciators. Ouch,” winces Lescher. “It is sorta in your face, 
right off the bat.” Leadoff cut “Long Distance Telephone” is a rewed-

L to R: 

GreS^ 

Potter, 

Jeff 
Lescher, 

Clay 

Tomasek 

up raver sung (screamed, really) entirely in falsetto. Tomasek’s 
“Nature Boy” is a Black Sabbathy riff-o-rama with hilariously mega¬ 
macho rapped lyrics. Then there’s “Hot Lava Love” and 
“B.LT.C.I L,” berserk larynx-shredders whose lyrics arc unintelligible 
even to the band. 

“It’s like that Nick Lowe theory that the sounds of words are more 
important than the meaning,” explains Lescher. “I can remember lis¬ 
tening to ‘Happy’ about 200 times, trying to figure out what Keith 
Richards was saying. Every weck, I had a different version of what it 
meant. At one time, it was, like, a treatise on relativity.” 

Although critics have long characterized Green’s output as “pure 
pop,” Lescher notes, “Every record has had its heavier stuff. And 
even with the pop stuff, there’s always been.. .dirtiness.” 

Moira McCormick 
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FACES 
Big Head Todd 

áá ÍJ pinai Tap’s not funny,” says Todd Park Mohr, singer, gui-
tarist and songwriter for Big Head Todd and the Mon-
sters. “When I watch it, it’s just like watching work.” 

The Colorado-based threesome has been through “almost every sce¬ 
nario in that movie” themselves—topping the movie when all their 
equipment skidded down a mountainside and crashed into a tree when 
their host insisted he could back their van out of an icy driveway himself. 

Now gaining a niche in the post-Dead jam-band scene, Big Head Todd 
knows the van-rat life well. “What we’ve done up until the last year is play 
all night,” Mohr says from Cleveland, where he was promoting their major¬ 
label debut, Sister Sweetly. “I feel like I’ve been on tour for seven years.” 

The band formed in the mid-’80s in Boulder, where Mohr, bassist Rob 
Squires and drummer Brian Nevin grew up. After Squires finished col¬ 
lege and Mohr and Nevin dropped out, they drove to Chicago, hustling 
enough gigs to eventually build a solid following in the Midwest, San 
Francisco and Austin for their three-hour shows and two indie albums. 

“This is the first album we’ve ever done overdubs on,” says Mohr. 
Sister Sweetly is a pastiche of ’70s-hippieish styles, from opening cut 

“Broken Hearted Savior”—which sounds like a countrified version of 
Bad Company’s “Feel Like Makin’ Love”—to the light funk of the 
title track, the Hendrix tribute of “Groove Thing” and Eaglesesque 

L to R: Todd Park Mohr, Rob Squires, Brian Nevin 

ballads. Growing up, he listened to Hank Williams, the Byrds and Bob 
Dylan which accounts for the country side; as for ’70s rock, he says, “I 
bought my first Led Zeppelin record like three weeks ago.” 

A summer tour—possibly with Steve Miller or the Spin Doctors—is 
in the works. Mohr has finished the music and is working on lyrics for 
their next album, which he wants to be closer to the band’s live sound 
than the radio-friendly production they opted for on Sister Sweetly. 

“I’d like to have more drumming,” he says. “We’re a three-piece 
raw kind of band, very much without rules.” Steve Wishnia 
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FACES 
Raging Slab 

ick Rubin sent me clothes!” On the eve of Raging 
Slab’s Def American debut, Dynamite Monster Boo-
gie Concert, slide guitarist Elyse Steinman is qvelling 

over a surprise package that just arrived at the Pennsylvania farm she 
shares with husband, Slab songwriter and frontman, Greg Strzempka. 
The sweetly embroidered denim jacket she’s discovered is wrapped in 
its own irony: The maven of macho rock who booted these postmod¬ 
ern cowpunks out of the office when they started banging in New 
York in the early ’80s, Rubin is now so sensitive to their raging eccen¬ 
tricities he’s spotted Steinman’s ideal treasure—and in the perfect size, 
yet—across a crowded vintage clothing market. 

“Rick hated our band for years. He said we sucked,” says Steinman, 
an L.A. beauty school dropout and “strictly Kill City” slide technician 
who is the first woman Rubin’s ever bothered signing to his label. 

“No one got us,” adds Strzempka, who was advised by another 
metal idolmaker that he “was too smart for the stupid audience.” 

The sonic art punks on the Lower East Side didn’t have similar 
brains ’n’ gender biases, but the couple, who say they’d probably be 
rock critics if the band folded, found their populist rock theories and 
arena-sized ambition welcomed as warmly as, well, rock critics. A par¬ 
ticularly vicious hair-pulling incident with Pussy Galore convinced 

L to R: Paul Sheehan, Mark Middleton, Elyse Steinman, 
Greg Strzempka, Alec Morton 

the duo to head for the country, where, after a brief, unhappy rela¬ 
tionship with RCA, they’ve been setting the Boogie Concert stage for 
the last three years. 

“I’ve never understood why what’s influenced by the Velvet Under¬ 
ground should be treated more reverently than what’s influenced by 
Blue Oyster Cult,” comments Strzempka. “There is a middle ground 
between Twisted Sister and Mudhoney. I know why it’s dumb and why 
it’s beautiful. Raging Slab may be the only band willing to have fun with 
rock ’n’ roll now and not be embarrassed about it.” Deborah Frost 
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ON STAGE 

DIGABLE 
PLANETS 

I
’M FROM EVERYWHERE,” BUT-

terfly of Digable Planets told the 

crowd during a pause between songs 

at New York’s Continental Club. He 

was sticking to the rap group’s spacey line on 

their origins: On “It’s Good to Be Here,” he 

rhymes about “splitting to Earth to resurrect 

the funk” from some interplanetary home, in 

the star-hopping tradition of De La Soul, Sun 

Ra and Parliament/Funkadelic. 

Arriving from outer space has been an 

advantage to Digable Planets; people see 

what they want in them. To hip-hop 

purists, they’re credible MCs who continue 

in the vein of jazz-rappers A Tribe Called 

Quest and Gang Starr. To many music crit¬ 

ics, they’re an alternative to standard hard-

rap posturing. And to the punters who put 

their debut album Reachin ’ (A New Refu¬ 
tation of Time and Space) onto the upper 
reaches of the Billboard Top 200 in its first 
week, they’re hipsters who make funky, 

accessible songs. 

An uncommon (for rap) male-female mix 

helps the trio’s cause as well. A large contin¬ 

gent of women was present at the group’s 50-

minute set, cheering loudly whenever Lady¬ 

bug, the female member and perhaps the 

group’s most accomplished rapper, took her 

turn on the mike. 

Fan bases and cagey origins aside, Butterfly, 

Ladybug and Doodle Bug (the monikers 

derive from the group’s respect for insect soli¬ 

darity—really) have made the most appealing 

rap album of the new year. On Reachin’, they 

combine laid-back funk and jazz tracks with 

offbeat rhyme cadences to create eminently 

catchy yet uncompromised hip-hop. 

As a rule, rappers run into trouble live, 

especially at large shows. With the exception 

of cutting and scratching by the DJ (the hip¬ 

hop equivalent of the guitar solo), there isn’t 

much to watch, and usually less to listen to. 

Faced with sounding like muddled versions of 

their records, even the most progressive 

groups rely on hackneyed call-and-response 

standbys (“Everybody say HO!”) to keep the 

crowd engaged. 

Digable Planets sought to avoid that fate by 

living up to their “jazz-rap” tag: Backing them 

onstage were a DJ, stand-up bassist, drummer, 

trumpet player and alto saxophonist. Having 

MCs rap over a band is not a new idea (see the 

Brand New Heavies’ Heavy Rhyme Experi¬ 
ence, Part 1 and “Yo! MTV Raps Un¬ 
plugged”), but the Planets took it past the gim¬ 

mick stage. In the process, they became a 

different animal from the one on Reachin 
Live, the album’s mellow cool was replaced 

by an urgent funk. On the album sampled 

horn loops add jazz flavor; in concert the 

trumpet and sax gave the songs real propul¬ 

sion. At times the horns threatened to over¬ 

whelm the rappers, but that was a minor com¬ 

plaint given the aggressive workover the tunes 

received. The interplay between drummer 

Steve Williams and bassist Alan Goldsher pro¬ 

vided a hard, if unvaried, rhythmic center for 

the group. DJ King Britt, unfortunately, was 

rendered a quiet casualty of the horn section 

for most of the show. 

The DPs themselves made a smooth transi¬ 

tion to the stage, their jazzy elocutions 

surviving both the PA system and youthful 

inexperience. Initially subdued, they gained 

confidence as the show went on, and by the 

time they performed their hit single, “Rebirth 

of Slick (Cool Like Dat),” they were as com¬ 

fortable as their band was in the pocket. In a 

loping version of “Where I’m From” the Plan¬ 

ets described a home where “boogie, jive and 

rap are life” and “hip is just the norm.” 

“We love it where we’re from but we kick it 

where we’re at,” intoned Ladybug as the 

horns riffed over her verses. To the crowd’s 

delight, Digable Planets made good on her 

promise. —NATHAN BRACKETT 
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of liquid color. But the look of 
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the material world. “It’s a reaction to being 

forced to deal with a lot of things, from the 

KRS-One incident to Ice-T’s ‘Cop Killer’ to 

Rodney King and the L.A. riots,” he says, 

pushing aside blond-streaked dreadlocks to sip 

a diet soda. “Somebody said to me, ‘Prince, 

you’re a human being, regardless of what you 

think, and you can’t be a human being and not 

acknowledge reality.’ But that doesn’t mean I 

have to like it.” 

Rude awakening number one was the KRS-

One “incident” of January 1992, on the stage of 

New York City’s Sound Factors- club. Prince Be 

had been quoted as saying, “KRS-One wants to 

be a teacher, but a teacher of what?” In response, 

the mad-as-hell chief of Boogie Down Produc¬ 

tions forcibly disrupted P.M.’s set. 

“I had a right to say what I said about him,” 

Be says. “Not only as a matter of free speech, 

but because I’m a KRS-One fan. If I didn’t re¬ 

spect him, he’d be the last thing on my mind. He 

wrote songs like ‘Stop the Violence’ and then he 

wrote ‘9mm Goes Bang.’ That confused me and 

I wanted to understand.” 

Despite the flap, Be is unrepentant. “I’ve said 

a lot of things innocently that pissed people off, 

but I don’t think there was any other way I 

could have said them,” he smiles. “I was very 

open. I was surprised people were upset with 

me, but that’s just too bad.” 

Be also drew flak for declaring he wasn’t a 

rap musician, leading to suspicions of a superi¬ 

ority complex. “I wasn’t dissing rap. I just said 

I’m a sampling artist, not a rapper. My music is 

based in hip-hop, but I pull everything from 

dance-hall to country to rock together. I can 

take a Led Zeppelin drum loop, put a Lou 

Donaldson horn on it, add a Joni Mitchell gui¬ 

tar, then get a Crosby, Stills and Nash vocal riff. 

It’s all music. 

“Sampling artistry is a very misunderstood 

form of music. A lot of people still think sam¬ 

pling is thievery, but it can take more time to 

find the right sample than to make up a riff. I’m 

a songwriter, just like Tracy Chapman or Eric B. 

and Rakim.” 

Bliss... ? is a carefully constructed argu¬ 
ment for Be’s vision. More wide-ranging than 

P.M. DAWN 

SAMPLE REALITY 

HE TITLE IS SARCASTIC,” SAYS PRINCE BE SOFTLY. “ON THE FIRST 

record, we tried to show bliss by example, through utopianism. This time we tried to 

show bliss through the lack of it, so the lyrics are less optimistic.” 

Talking about The Bliss Album... I, the hefty mastermind of P.M. Dawn doesn’t 
seem like the type to discourage easily. Prince Be/The Nocturnal (a.k.a. Attrell 

Cordes), along with younger brother DJ Minutemix/J.C. The Eternal (Jarrett 

Cordes), hit paydirt in late ’91 with Of the Heart, Of the Soul, Of the Cross: The 
Utopian Experience and its smash single “Set Adrift on Memory Bliss.” A dizzy 
brew of soul, rap, pop and you name it, P.M. Dawn played hip-hop with a cosmic 

tint, merging spacey romanticism and emphatic beats. 

Since Be’s head-in-the-clouds sensibility found an appreciative audience the first 

time, you’d expect more of the same on The Bliss Album. However, the vibe has 
changed somewhat as this self-styled “warrior of the mind” takes greater heed of 

R a i r H E R s 

‘7’w a 
sampling artist, not 

a rapper' 
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Of the Heart.. ., it features a handful of gritty 

raps designed to refute the notion he lacks 

street smarts. “‘Plastic’ is for the hip-hop 

audience and anyone else who wants to listen. 

There are a lot of hostilities between hard¬ 

core hip-hop and alternative hip-hop, and the 

song says there shouldn’t be.” 

On the other hand, Be hasn’t neglected his 

melodies, devising some of the creamiest 

tunes since Stevie Wonder’s heyday. Under¬ 

scoring the diversity, he places “The Noctur¬ 

nal Is in the House,” a swaggering rap, next to 

the elegant “More Than Likely.” Be also 

reveals roots deeper than ’70s R&B, covering 

the Beatles’ “Norwegian Wood.” Admitting 

he wanted to “educate the audience” about 

the possibilities of sampling, Be notes, “Al-

NIGHT AND DAY 

F
or their latest astral journey, PRINCE BE 

and MINUTEMIX traveled light, using an 

Akai S1000 sampler and a Technics mk 

1200 turntable. Be's microphone was a 

prototype Crown Radio Headset. 

The new album oi 
uncompromising 
power from 
Australia’s 
greatest natural 
resource. Featuring 
the single 
Truganini , plus 

Country , and 

In The Valley . 

Watoh for 
Midnight Oil on 

MTV™ Unplugged 

premiering June 3 
and on their 
biggest U.S. tour 
ever beginning in 
July. 

Produced by 
Nick Launay and 
Midnight Oil. 

COLUMBIA 

Some Bands Aim A Little Higher 
Push A Little Harder... 

And Bare To Challenge You 
With Every Word They Sing. 

though there’s two bits of live guitar and 

some strings, the rest is totally sampled from 

various sources. You can’t deny it’s ‘Norwe¬ 

gian Wood,’ but it’s also something different. 

It’s as if I were to take a Van Gogh, cut it into 

a thousand pieces, add parts of the ‘Mona 

Lisa,’ then add pieces of dogs playing poker. 

It’s my creation.” 

He points out that Joni Mitchell readily 

gave permission to incorporate a slice of “I 

Had a King” into “The Ways of the 

Wind.” Smiling, he adds, “A lot of people 

from her era are bitter about sampling, but 

she was very supportive. I always liked her 

music and was proud of her for responding 

that way.” 

In other cases, Be and Minutemix encoun¬ 

tered turbulence when they attempted to 

license samples. One drummer thought he’d 

been sampled and tried to copyright some of 

the sounds in “I’d Die Without You,” not 

realizing the song features only live instru¬ 

ments. “Needless to say, he’ll be buried in liti¬ 

gation soon,” grins Be wickedly, transcen¬ 

dental pursuits temporarily forgotten. 

Most frustrating was his experience with 

Allen Klein, trying to clear a Stones sample 

for a track that didn’t make the album. Mut¬ 

ters Be, “He wouldn’t even license it for 100 

percent of the publishing. He wanted 110 

percent! The idea was to own that entire song 

and a piece of another.” Don’t expect to hear 

this one soon. 

The creative and business hassles pale next 

to the scare Be received last December, when 

he discovered the hard way that he had dia¬ 

betes. “I’d had warnings, but didn’t know 

what they were. I was always thirsty and 

really tired, but I thought it was just because 

I was in the studio till all hours of the night 

and my sleeping patterns were erratic. I 

called my brother up and said I was gonna 

take a nap, then I went into a diabetic coma 

for three days. It’s no big deal now,” he says, 

noting that he can control his condition with 

medication. 

Despite these trials, Prince Be isn’t another 

big-star whiner, but a man who prefers the 

upbeat. The Cordes brothers are looking for¬ 

ward to their first full-fledged tour. Says Be, 

“We’re gonna have a 12-piece band and use 

live samples to compose songs onstage. No 

one’s actually seen the creative capabilities of 

sampling—everybody thinks you just go to 

the tape and do the same thing every time. In 

our show you’ll actually see us do what we do 

in the studio. If it doesn’t work we’ll be 

idiots, but I don’t see how it can’t.” 'S' 
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at 1-800-25-SHURE. The Sound Of The Professionals®...Worldwide. BET/4 



THE B I Z 

ROYALTIES # ROYALTY 
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 ECORD COMPANIES ARE LIKE 

banks. Whatever they spend on an 

artist is like a loan that will be paid 

back from the artist’s royalties. If the 

artist’s royalties are insufficient to 

cover the record company’s expendi¬ 

tures, there are no royalty payments. 

Often the only money an artist will see 

is the advance. 

Let’s take an example. Assume your first 

album is a hit, went gold and 600,000 cassettes 

were shipped by the record company with a 

suggested retail list price (SRLP) of $10. That’s 

a gross of $6 million. That means financial secu¬ 

rity for you, your band and your band’s chil¬ 

dren, even after everyone else gets paid, right? 

Wrong. 

Let us further assume that your royalty rate is 

12% and the producer’s cut is 3%. His or her 

3% comes out of your 12%, so that takes you 

down to 9% of.. .what? Not $10 per cassette. All 

record companies insist on a packaging charge, 

usually 20% for cassettes. Figure it like this: 

SRLP per cassette.$10.00 

Less 20% packaging charge. -2.00 

$8.00 

Multiplied by royalty rate. x9% 

Base royalty per cassette.$ .72 

With 600,000 cassettes multiplied by $ .72, 

you’re thinking about maybe a new house for 

$432,000, and counting on multi-platinum next 

time around for financial security. Wrong again. 

You aren’t paid on the total number of albums 

shipped. The record company deducts at least 

15% of the units shipped as “free goods”: that is, 

the freebies that go to radio stations, record 

stores, distributors and rock magazines for pro¬ 

motion. That takes you down to 510,000 units 

sold. And 35% of your gross royalties (510,000 

X $.72) is set aside as reserves against returns, 

which the record company may hold for years, 

depending on the language of your contract. 

Another 10% is deducted for breakage, an 

extremely dubious holdover from the age of 

LPs. Your royalty check is now $214,812. 

And we haven’t even considered the cost of 

recording yet. Figure studio time, union scale to 

session players, equipment rental comes to 

$150,000—not extravagant by major-label stan¬ 

dards. Your check is now down to $64,812. 

Your manager now gets his 20% ($12,962) and 

you have to pay your band, so we’ll divide by 

five. Your cut is $10,370. Now it’s time to repay 

your uncle who fronted you a couple grand for 

that new amp, and then everybody’s uncle: Sam. 

But don’t be too discouraged. There are ways to 

negotiate to protect your financial interest. The 

easiest way... become a star. 'S' 
The authors are attorneys with the firm of 

Stuart Lipsky, P.C. in New York. 

THE ROYALTY PIE 

BY RONALD LIPSKY & 
STUART LIPSKY 
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AVANT-RDCK 

UNDER MIKE 

KENEALLY'S HAT 

AY UP ON THE UPPER EAST SIDE, ON ONE OF THE COLDEST 

Manhattan mornings he’ll probably ever see, Mike Keneally stands before 

an orchestra that is playing the music of his childhood. The string section is 

slowly repeating fragments of long, complicated lines, goaded towards the 

rote precision that will be the minimum standard this weekend at Lincoln 

Center, where the ensemble is scheduled to perform a round of works by 

Frank Zappa and Edgard Varese. There’s also a fair epidemic of raised eye¬ 

brows as the electric contingent receives gentle warning about punctuality, 

drum solo volume, appropriate manner of attire. 

Now, as Keneally traipses across the music room in a maroon ski hat 

embroidered with the word CREEP, he looks like nothing if not a well-bit¬ 

ten nipple slung with a guitar. To his side an occasional eruption comes in 

the form of Scott Thunes, the veteran Zappa bassist whose job often 

involved leading the band through rehearsals in the maestro’s absence 

BY MATT RESNICOFF 

(“Full Metal]acket is an analogy that comes to 
mind,” Keneally remembers). The guitarist 

resumes his survey of the piece, an ear trained 

on the strings, an ear on the drums, hands and 

voice navigating the tricky twists of these tunes, 

whistling the orchestra to a halt to correct the 

percussion section about one dropped bar. 

Keneally clearly wears his genius slightly to the 

left—later in the evening, his head still ringing 

from his first Lynyrd Skynyrd concert and at 

least one six-pack of Miller Lites, he flits casual¬ 

ly through Zappa’s complicated “Black Page” 

A Phi Peta Z'appa 
pulls off the big trick 

theme on a poorly tuned piano and makes it 

sound magnificent. 

Keneally is a man of big gestures loaded 

with subtle implications—an “Always Man,” 

as he refers to himself by title on his big-ges¬ 

tured, generally incredible debut hat, where 
beautiful, funny pop songs segue into metal or 

performance art or jazz-rock under a blanket 

of good-natured cynicism and sheer preposter¬ 

ousness. It could have only resulted from an 

epiphany at age nine hearing Zappa’s Freak 
Out and thereby collating his obsessive inter¬ 
ests in good music and Mad magazine. His 
story tied together neatly: He won some key¬ 

board competitions and moved from Long 

Island to play in San Diego cover bands, plac¬ 

ing a call to Zappa’s office in 1987 on a prayer 

that Frank was missing a guitarist. He learned 

difficult audition material in the back seat en 

route to Frank’s studio, where he pretended 

to sight-read piano charts of songs he’d mem¬ 

orized years before. A tour resulted in Broad¬ 
way the Hard Way, Make a Jazz Noise Here 
and The Best Band (You Never Heard in 
Your Life). 

“There is no way to describe the feeling,” he 

says about singing Mothers classics and clown¬ 

ing with his mentor onstage. “I actually did 

dream about doing it. It was especially a kick 

because a lot of songs on the tour hadn’t been 

played in many years. He can’t remember how 

the songs go, so he relied on bandmembers 

who knew the songs to put the arrangements 

together.” 

“He has the most remarkable ear of any of 

the guitar players who have been in the band,” 

says Zappa. “Because he also plays keyboards, 
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he can hear something and just play it, the 
whole enchilada, and complicated stuff. I used 
to tease him and call him Evelyn Wood.” 

Such maddeningly acute skills were 
indispensable for Keneally’s frank approxi¬ 
mations on the tribute Zappa’s Universe, 
recorded for video and audio release and on 
the drawing boards as a tour; the rest of his 
time is booked by guitarist Marc Bonilla’s 
“metronomically imposing” rock project 
and eldest Zappa son Dweezil’s band Z, 
though Keneally admits those side affairs 
are quite a different bag of figs than hat and 

a far leap from the source material which 
helped inspire it. 

“He’s such a presence,” he says. “It’s 
virtually impossible to sit in a room with 
Frank and not feel affected; he’s still iconic. 
Until the opportunity to make hat was 
presented, I thought maybe that’s what’s 
been the purpose of my life. When I got 
done with Zappa’s Universe I was serious¬ 
ly toying with the idea that I was placed 
here to play Frank’s stuff. There was a lot 
of emotion in the room, because the first of 
those shows was the day of the press con-

NO ONE PLAYS THE ROUTES OF AMERICAN 
MUSIC LIKE DANNY GATTON 

d a îiny gallon 
CRUISIN' DEUCES 

7he new alburn ¡rom ¿America s premiere guitarist, featuring 

Sky ¿King, 7ragedy anil ./larlem ¿Nocturne 

ference where Frank’s illness was an¬ 
nounced; a lot of really sincere people were 
grabbing my hand, looking straight in my 
eye and going, ‘You’re the guy that’s got to 
carry it on.’ But for me, that view is pretty 
arrogant. I love his music and am more 
than happy to do shows, but now that hat 
exists, I know that that’s what I’m sup¬ 
posed to do.” 

Thus was his living room wallpapered 
with blueprints for hat’s neckbreaking 
segues, his musician friends paid gas money 
as a surrogate day rate, his tape deck fried by 
preparatory demoing and some final takes. 
“Backstage at Wilson Phillips” is brutally 
direct trio instrumental work; “Eno and the 
Actor” is a song “so abstruse it elicits blank 
expressions. People have asked, ‘What do 
you have against Eno?’ Nothing—maybe 
that he says ‘accoutrement’ presents him as 
slightly precious. The range of reactions it 
receives is fascinating.” 

The closer is a home-grown epic which 
travels into unthinkable realms but inex¬ 
orably returns homeward. “A week of my 
life was spent doing nothing but ‘Lightning 
Roy’ in my living room, getting done with 
one episode, grabbing a beer and stalking the 
apartment for hours trying to figure out the 
perfect thing to follow it. hat up to that 
point was already excessive, and to have it all 
lead up to this completely excessive thing is 
an appealing concept. I’m into the Zen con¬ 
cept of sensory overload. 

“I like ambitious people’s visions ren¬ 
dered accurately,” Keneally continues, nip¬ 
ple wiggling. “I like the Coen Brothers; 
Barton Fink is my favorite movie. They set 
out to do something and captured it perfect¬ 
ly. People couldn’t get into it, but I think it’s 
unbelievable the way the tone of that film is 
sustained without a single misstep. I only 
hope to do that with my music.” 'S’ 

HAT RACK 

K
ENEALLY the guitar savant plays a 

Fender Clapton Strat with 250L 

Fender strings through a CryBaby 

and a Korg multieffects. He's 

“never happy with guitar sound in 

the studio," so every tone on hat was got¬ 

ten through a Sansamp, which he puts 

into “The Twin" onstage. Doubling was 

done on a Yamaha SPX90. Keneally the 

keyboardist likes his Kurzweil K1200 and 

the Korg M-l. 
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SOUL ASÏLIIM'S 
LAST-MINUTE SHE 
After losing their deal and going back to their 

day jobs, the big break finally came. 

bi Steve Ferri 
OMETIMES YOU CAN’T CATCH A BREAK, 

and sometimes good karma pours over you by 

the bucketful. Here it is early February, barely 

past Groundhog’s Day, and Soul Asylum has 

already had its best year ever. “The Tonight 

Show.” Opening act on the Keith Richards 

tour. Featured attraction at the MTV Inaugural Ball— 

where they shared the stage with no less than Al and 

Tipper Gore, whom a zonked-looking Dave Pirner 

greeted with a public plea for the new administration to 

make things better in “South America and Kuwait.” “I 

didn’t think too much about what I was gonna say,” he 

allows. “I wanted it to be spontaneous.” 

And following nine years’ and five albums’ worth of 

tenuous times, their first Columbia disc, Grave Dancers 

Union, is a hit. It’s number 51 with a bullet in Billboard 

this week, having already moved enough copies (280,000 

so far) to make it the biggest-selling record by anybody 

from Minneapolis who is not Prince. Not bad for a band 

many left for dead after its last A&M album, Soul Asy¬ 

lum and the Horse They Rode In On, stiffed in 1990. 

Clearly, room service is in order. Studying the direc¬ 

tory of hotel services for a long minute, frontman and 

songwriter Pirner finally calls downstairs and orders a 

six-pack of Corona. Meanwhile his bandmates are cata¬ 

loging the ways success has changed Soul Asylum. 

“Floor hockey sticks,” says drummer Grant Young, 

pointing to a bundle of shiny new ones over in the cor¬ 

ner. The band is planning to play before soundchecks. 

“We go into all these big, empty rooms, and we never 

get any physical exercise,” he groans. 

That’s not all. “We get our own rooms once in a while 

now,” notes bassist Karl Mueller, “so you get to control 

your own TV remote. You get to eat a little better... ” 

“A big bag of chips,” avers Pirner, “instead of a little 

bag.” 

Success has also earned Soul Asylum a new label, 

meant no doubt as a compliment: the next Nirvana. 

Which grates a little considering the bands’ relative 

longevity, sort of like calling James Brown the next 

George Clinton. But hey, no hard feelings. “The only 

time you feel resentment,” says Pirner, “is when you 

open up your closet and look at that plaid shirt and you 

just can’t put it on anymore. 



“You know what we call that, when a punker moves from Min¬ 

neapolis to Seattle? Grungy-jumping.” But he sounds more touched 
than irascible about all the recent attention to the Seattle scene. “It’s 
kind of cute. And I’m not uncomfortable with being a link in that 
chain that somehow wound itself around the United States. The 
Stooges, the MC5, the Ramones—see, to me it looks like one big long 
folk ethic. People think music is based on the industry or something, 
but it’s not. It’s a chain reaction. There’s a lot of kids out there playing 

guitars, and it’s a totally natural thing to happen.” 
In a minute room service comes with the beers. 

scious kid who’s still alive in a lot of people—the one who gets 

punched silly from time to time. 
The songs on Grave Dancers Union reflect a broader range of emo¬ 

tions, from outrage to outright sentimentalism, than anything Pirner’s 
written before. The music is different, too, melodic and driving and 
mercifully unafraid of its own commerciality. “People are really multi¬ 
faceted personalities,” he says, “and the problem with a lot of kinds of 
music is that they reduce that. There’s a macho element to loud music 
that wasn’t as much a part of me as I’ve always made it out to be.” 

For Pirner, learning to broaden his voice as a writer and player was 

“Twenty-eight dollars?” Grant’s 
searching the ticket for a math mis¬ 
take. It’s 28 bucks, all right. Fortu¬ 
nately the waiter’s cool about 
offering to take it all back, even 
offering directions to a liquor store 
a block from the hotel. 

“Hey, tip the guy,” Dave whis¬ 
pers belatedly as the waiter leaves 
with six Coronas on a tray. Too late. 

“Twenty-eight bucks for a six-
pack, man.” Grant shakes his head. 

“That’s like five bucks a beer,” 
nods Dave. 

“ If we walked down to buy ’em 
at the bar, it’d be 18 or 22 bucks or 
something,” offers Kari. “They 
add a room service charge.” 

But wouldn’t the label pick up 
the room service tab? 

Grant shakes his head again. 
“It’d just get charged back to us 
anyway,” he grimaces. 

Pirner, like most rock’n’roll 
frontmen, didn’t start life as a pop¬ 
ular guy. “I didn’t get in too many 
fights,” he says of his formative 
years. “But I did get punched a few 
times. So...I guess I was a puss. 
Whatever.” Excelling in sports was 

Pirner’s way of combating his 
wimpy rep; music was how he 
fought the sense of isolation that 

underlay it. Not the music you’d 

“Il I could be as bones! 
io my day-to-day dealings with people 

if rv&Mi 

as I am in songs, that would be 
a quantum leap.” 

more a matter of confidence than 
of exposure to new ideas; he’s 
been exposed to a lot of musical 
ideas since he was a kid. Early on, 
“I was into jazz,” he says. “It’s 
weird, but when I first thought 
of playing music, it was jazz or 
classical. I’d buy a lot of trumpet 
player records—Maynard Fer¬ 

guson records.” 
Meanwhile, “I was listening to 

the radio under my covers ever 
since I can remember. I was just 
into the pure energy of it for a 
long time before I got into the 
introspective side of it. I went 
through this whole hard rock/ 
metal phase associated with pu¬ 

berty. After that, I remember 
moments, like listening to Lou 
Reed’s ‘Street Hassle,’ that 
changed the way I thought about 
music and what it could do.” 

Pirner discovered Reed, Bob 
Dylan and Woody Guthrie 
around the age of 16, at about 
the same time he first heard 
punk. “That’s when I started 
playing guitar,” he says. “I heard 
the Ramones and the Vibrators 
and I thought, man, I can do this. 

Once I could play a song on the 
guitar, it was over: This was my 
medium. At first it was all punk 
rock songs, like ‘Screw, Screw, 

expect, though; in those days he was a horn player in school bands and 
the Youth Symphony. “People definitely thought I was a puss for 

that,” he remembers. “It was like, ‘What do you play—flute?’ But 1 
just went along and did it, because I got this sensation when the whole 
band was playing along together that was so cool. Kids from all differ¬ 
ent walks of life got together and played one song. It was a beautiful 
thing. I loved it. It probably sounded awful, but I loved that it was a 
common ground everybody stood on.” 

To this day Pirner remains obsessed with the notion of common 
ground; if there’s an overriding theme in the Soul Asylum oeuvre, it’s 
the quest for connections. All that studied postpunk diffidence aside, 
Pirner has more than a little of the preacher/healer in him. His songs 

constantly reach out to proffer reassurance to the geeky, self-con-

Screw’ and ‘Drive, Drive.’ Stuff like that. 
“Lou Reed was really pivotal for me. He was cool enough that he 

penetrated the punk rock movement, and he was smart enough that 
he took me away from it also, and made me look at it differently. I 
think a lot of it was realizing the non-musicality of guys like Reed and 

Dylan. Lou’d got like a seven-note range. And that fit in with the 
Ramones/Vibrators anybody-can-do-it thing. 

“All of a sudden we weren’t talking about Maynard Ferguson any¬ 
more. It wasn’t about technique and finesse and mastering an instru¬ 
ment. It’s being able to communicate an idea or a feeling more than any¬ 
thing. I realized you could work your way through all this and get better 
at it. And you could actually learn in public, pretty much. Nobody cared 

how well you could play, just how well you got that thing across.” 
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COMPOSITE 

THE MIRACLE OF CARBON FIBER COMPOSITE TECHNOLOGY!!! 

Quad-S (Sonic Stereo Spatial-Surround) is a 
breathtaking new Spatial Surround effect that makes your 
instrument sound like it’s coming from multiple locations. 
Using Quad-S with the rich, on-board chorus and reverb 
in the ATTACK MODULES is a lush, surrounding, room 
filling experience! The concept is simple, but the tech¬ 
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Sound pressure levelk like you've never heard in your life 

The best enclosure in the world can only sound as 
good as its’ source. The preamplification section of the 
ATTACK MODULES utilizes a genuine glowing, tuned 12 
AX7 circuit coupled with vintage pre and de-emphasis. The 
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of stereo amplification, the results are incredible! 
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To Pirner it sounded an awful lot like the lesson he heard wafting 
across the years when he listened to Woody Guthrie. “It wasn’t until I 
found his music that songwriting started to make sense to me as an 
ethic—a storytelling ethic. 1 really like the idea of writing a song to be 
understood: There it is, it’s real upfront, it’s not convoluted or caught 
up with any trend or fashion. It’s plain and simple music for the sake 

of sharing something with somebody.” 
Punk and its progeny lost track of their original immediacy and 

visceral honesty, says Pirner—some of his own songs included. At a 
certain point, the challenge was to pare it down again. “I think I 
reached a plateau,” he muses, 
“where I discovered that where I 
wanted to be was not on the avant-
garde. I started going, this is bull¬ 
shit. There’s all this trying to out-
cool and outweird people, to be the 
most obnoxious thing in the uni¬ 
verse. That’s where we started out. 
The idea was to be this hateful sort 
of assault on the senses and shake 

people up. Make them mad ’cause 
we’re mad. We thought that was 
cutting-edge, and we thought that 
was more arty because it was more 
difficult to deal with. It started to 
feel pretentious. It started to feel 
more caught up with an attitude 
than with making music.” 

Degraded as some of punk’s best 
impulses may have gotten en route 
to becoming just another insider’s 
language, it’s all the same thread as 
far as Pirners concerned: folk and 
punk, Woody and the Vibrators. 
“Music by the people and for the 
people,” he says. “Punk music is 
folk music, and folk music has this 
rich history that just gets passed on 
through weird kids in weird places 
wanting to say something.” 

The cover of Grave Dancers 
Union is a kind of spiritual index of 
its contents. In the haunting tinted 
photograph by Czech artist Jan 
Saudek, a mother and two naked children walk down the road with 

their backs to the camera in a barren, almost surreal industrial land¬ 
scape shrouded by fog. The emotional tenor of the image is hopeful as 

well as foreboding, though, evoking a sense of endurance, regenera¬ 
tion and openheartedness that the hard circumstances can’t suppress. 

“ I saw a show by Jan Saudek when 1 was in Paris,” says Pirner, 

“and I thought that was it. 1 tried to get that image for both our A&M 
albums, but they couldn’t secure the rights. I said I wanted it again this 
time, and Columbia got the rights. The negotiations were funny— 
they said it was gonna cost about five grand to use the picture, then 
Jan’s manager got ahold of it and they reevaluated the price. Suddenly 
it was like $57,000. Then I talked to the president of the label, Donny 
lenner, and said I still really wanted it, could he make it happen? He 

said, well, let me see what I can do. He gets two guys on the phone 
and the next day it’s settled at six grand.” Pirner laughs at the thought. 
“It’s amazing what you can get done.” 

The episode makes a pretty good parable for the difference between 
Soul Asylum’s A&M days and its new deal with Sony. The band had 
the misfortune to join A&M at a time when major shakeups were part 
of the routine there. The A&R man who signed them left the label just 
before their second—and final—A&M disc, Soul Asylum and the 
Horse They Rode In On, came out. Around the same time PolyGram 
bought the label; three weeks or so after Horse was released, the new 

owners dumped dozens of field 
staffers. Soul who? 

“We heard it was a musicians’ 
label, started by Herb Alpert, 
that it was a family thing,” re¬ 
counts Pirner. “And that’s what 
it turned out to be. People in my 
family bought the record...” 

“My family bought a bunch of 
them,” says Mueller. 

“They gave us things we need¬ 
ed to grow,” says Pirner. “They 
gave us a studio to work in, they 
gave us producers. But we got 
lost. We weren’t accomplishing 
anything by working so hard.” 

The period following Horse 
plunged Soul Asylum into a kind 
of limbo they’d never experi¬ 
enced. They were still under con¬ 
tract to A&M, but it was clear no 
one at the label felt much com¬ 
mitment to the band—or at least 
they had no idea how to put the 
music across. They would even¬ 
tually work out a deal whereby 
the band could move to Sony in 
exchange for a cash payment and 
royalty points on Grave Dancers 
Union, but that was a long time 
taking shape. In the meantime, 

with two major-label sales 
bombs on their resume, there 
was no guarantee they’d be mak¬ 

ing more music, period. 
“I got kind of—defensive, I guess,” says guitarist Dan Murphy. “I 

didn’t think the band wouldn’t exist anymore. But if we took a year 
off, what was 1 gonna do in that year?” Karl Mueller felt the same 

doubts when he found himself going back to the day job he’d held off 
and on for years, cooking at a local restaurant—only this time with no 
Soul Asylum engagements in sight. Murphy made some cash and 

filled his time by renewing his interest in antiques, eventually opening 
his own spot in a Minneapolis antiques mall. 

“I wanted to get as far away from it as I could,” Murphy continues, 
“’cause 1 didn’t have enough confidence to be in a band. That’s the 
kicker—we’ve never been overly confident to begin with, and you 
come up against these things you don’t think you can persevere over. 
We were thoroughly sick of the road and of each other. I guess it’s a 

“People think music is 
based on the industry hut it’s not. 

It’s a chain reaction. There’s a lol 
ot kids out there playing guitars.” 
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denial thing: If you don’t think about the 
band, you’re not in it.” 

For Pirner the time off between records 
and recording deals was doubly scary: He’d 
been having problems with his left ear, and a 
doctor told him to lay off loud music indefi¬ 
nitely. Like anyone’s first encounter with 
intimations of the body starting to give out, it 
rocked Pirner back on his heels for a while— 
as you might guess from the first two songs 
on Grave Dancers Union, with their images 
of encroaching age and disability. “I think 
there was definitely a period when I had to 

go, hey, I’m just like everybody else. I’m 
gonna get old," he says. 

“I think,” says Pirner, “we just stopped in 
our tracks then. I had to get away for a little 
while and think about what I was doing. It 

just seemed like we’d been playing with our 
heads down for years, going at this grueling 
pace: Make the record, do the tour, stay on the 
road forever, come back, make the record, do 
the tour, stay on the road forever... 

“Stopping that for a second was really a good 
thing. What is this all about? We’re going and 
going, and nobody has any idea what it means. ” 
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What he revisited in that time was “all the 
insecurities and fears—the whole trip that 
goes with being in a rock band. This is not 
gonna last forever; we can’t do this for that 
much longer, really. So do you get on with 
your life, or do you get on with your life? Do 
you say, we gotta seize the moment and have 
fun with it while we can, or do you say, this 
isn’t worth it, it’s a dead end? We had this 
ethic in the beginning that I’m sure you’ve 
heard before: When it’s not fun anymore, 
we’re not gonna do it anymore. After a little 
bit of haggling, we decided yes, it is still fun. 

It was a great feeling to be able to say that.” 
It felt like the time Soul Asylum’s first 

drummer quit, eight years ago. “I was devas¬ 

tated and felt totally deprived then,” he 
remembers. “My music had been taken away 
from me. At that point and again this time, I 
realized how important it was to me. That got 
the ball rolling in a new direction. It was the 
beginning of a new era for me psychically. I 
realized I can’t live without this. I gotta do it 
good. I needed to do a better job, to explore 
more angles. It reinitiated my enthusiasm for 
the process of making music and the discov¬ 
eries involved in it.” 

Pirner started tinkering with the music¬ 
making process. In the past he’d always come 
up with the rudiments of songs and taken them 
to the band to flesh out in rehearsals. This time 
he stayed away from the band, keeping to him¬ 
self and writing finished songs. Some of these 
he took to Dan Murphy first; then the band 
was called together. Pimer tinkered with them, 
too: “We said okay, we’re throwing out all the 
amps for a while and we’re gonna sit in my 
basement and play acoustic and use brushes. 

“That was easy. And I thought, duh, why 
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didn’t I think of this five years ago? Because it 
brought a whole new perspective to what we 
were doing. Everybody all of a sudden had to 
think differently about how they were play¬ 
ing, because there wasn’t this wall of noise 
that everybody could hide in. Every instru¬ 
ment was more naked, and you were more 
responsible for what you were playing. You 
had to be more tasteful. You couldn’t just 
blast away all the time.” 

After shopping demos, after the legal 
machinations of the transfer from A&M to 
Sony, after interviewing lots of producers 
and settling on Michael Beinhorn, Soul Asy¬ 
lum took to the studio. But having a record 
deal didn’t mean everything got easier. “Now 
I can say it came out really good,” says Mur¬ 
phy, “but the whole time we were making it, 
in all honesty, it felt like doom. We didn’t 
know if we’d finish, we knew we wouldn’t 
finish on budget, the producer drove us 
crazy and we drove him crazy. 

“I do think in a way it made for a more 
deliberate-sounding record. The sad songs 
are pretty sad, the aggressive stuff is aggres¬ 
sive. It wasn’t a good experience. We spent 
three months on this thing, and there weren’t 
a whole lot of days we were sitting around 
the studio chuckling. But that needed to be 
the process for this record, ’cause that was 
the mindframe it was written in. 

“A lot of people, when they look back at our 
band, think Made to Be Broken was a pivotal 
record. But this is the best one in terms of song¬ 
writing and playing. Whether you like the 
songs or not, they work; they’re more realized 
than things we’ve done in the past. I think when 
we were making Horse we thought we could 
allude to what the band was about because 
everybody’d seen us live. 1 think in general we 
and our producers were too reliant on our live 
reputation when we made the records. Horse 
just doesn’t come off like a live show, even 
though that was the concept of the record. This 
time we threw away all that stuff about ‘It’s a 
live band and that’s the way we should record.’ 
We bought into that one too many times.” 

Lots of bands have their unsung heroes, 
the person who has both good musical judg¬ 
ment and common sense, the one who ends 
up shepherding the creative process and 
keeping an eye on business matters, too. Dan 
Murphy is Soul Asylum’s unsung hero. By 
Pirner’s own admission, “if he’s impressed by 
one of my ideas, I know it’s a good one. If he 
doesn’t like something, I don’t necessarily 
think it’s shit. There arc things I can’t get past 
him that are maybe directions in music I’ll 

have to explore without him. But I definitely 
look to him for approval.” 

Murphy and Pirner play foil to each other 
in pretty much the way you’d guess from 
watching them onstage: Murphy takes care 
of business while Pirner pours his emotional 
life into songwriting—which, more often 
than not, becomes a substitute for taking care 
of business in the world at large. “So much of 
songwriting for me,” says Pirner, “is saying 
things I can’t say to people. If I could be as 
honest in my day-to-day dealings with peo¬ 
ple as 1 feel like I am in my songs, that would 

be a quantum leap for me. That’s what writ¬ 
ing is all about: sitting down and being very 
precise about what you want to say, and 
putting as much thought and emotion into it 
as you possibly can. And then all of a sudden, 
you do it—and once it’s done you think, 
okay, I don’t have to tell this to anybody any¬ 
more, ’cause I’m telling everybody this.” 

“We don’t verbally communicate terribly 
well,” says Murphy. “It’s like we’re on two 
different planets. Making this record, we 
weren’t getting along at all. I felt put off 
because it seemed like [cant’d on page 49] 

MUS June in) 39 





GETTING LOW 
The real David Bowie will 

never stand up, because phantoms have no corporeal presence. But 

there was a real, rational man sitting on the couch in a Los Angeles 

hotel on a recent, rain-soaked afternoon. The Thin White One, look¬ 

ing cool and composed in blue slacks, white shirt, shiny black shoes 

and wire-rim specs, suggested a model of grooming compared to the 

relatively bohemian countenance of composer Philip Glass, seated 

across the coffee table; the proto-minimalist, with his un-combable 

mop of hair and rapid, restless patter, provided desirable contrast. * 

Between them, the subject was Low. The “Low” Symphony, that is, 

which Glass has developed from themes first concocted by Bowie 

and Brian Eno on Bowie’s Low LP from 1977. The 40-plus-minute 

opus is, coincidentally, the first symphony in Glass’s voluminous 

oeuvre. Has he created a bridge between high and low art worlds in 

realm of the concert hall, Philip Glass 

broke into the Metropolitan Opera House—quite an accomplish¬ 

ment for a living, breathing composer—with The Voyage. This 

spring, Glass’s touring ensemble is coming to a town near you, play¬ 

ing his live score to the film Powaqaatsi. * Glass arrived in L.A. via 

Bombay, India, where he was negotiating that country’s premiere of 

his opera Satyagraha. Bowie drove over from his local apartment, 

one of the places he stays when not at home with his wife Iman in 

Switzerland or in the Caribbean. * Separated by a decade in age and 

a variety of cultural baggage, Glass and Bowie still have plenty in 

common, including an easy gift for gab. At one point Bowie took 

note of a photo on the coffee table which depicts himself and Glass 

staring in opposite directions, perhaps contemplating separate 

navels. “The thinking man’s posture,” he laughed. “We’re both con-

by Josef Woodard 

with ¡David Bowie 
the process? The response to this accessible work from the classical 

world—where Glass remains a figure of controversy, and where 

Bowie’s name holds virtually no stock—has been generally positive. 

Bowie, meanwhile, has just released Black Tie White Noise, his first 

official solo album in six years and his finest work in a decade. * The 

late-’70s period of Bowie’s pop experimentalism—roughly from 

Station to Station through to Scary Monsters—produced some of his 

most rewarding if commercially precarious music. With the release 

of the “Low” Symphony, and the return of such edgy sonic under¬ 

currents on Bowie’s new album, it is an era that’s likely due for some 

pop revisionism, at least from Bowie. (In a 1987 Musician interview, 

he said: “It was fine to be experimental, but because of my lack of 

discipline or control over the elements I was writing with, a lot of it 

missed the mark completely.”) Prior to ushering Bowie into the 

ceptualizing. Philip’s saying, T did a symphony,’ and I’m saying, T 

could do that.’” * BOWIE: Philip probably doesn’t know that I first 

caught him in performance in England, in the very early ’70s. * , 

GLASS: In ’71. Then we got to meet. I sent David a copy of Satyagra¬ 

ha and he loved it, and I got the idea that you were maybe thinking 

about playing it. * BOWIE: Yes, I was. * GLASS: It was easy for me 

to be aware of David’s work. I wasn’t so aware that you knew about 

my work. But the generation of people who were doing experimen¬ 

tal music got very interested in the people who were doing experi¬ 

mental rock music, f For one thing, we had similar kinds of technolo¬ 

gy and similar ideas about things. Our backgrounds were different 

and our audiences were different. But in many other ways, there was 

a lot of room for, let’s say, beneficial influences. Low came out in ’77, 

and I remember when we were rehearsing Satyagraha in ’79 in 

and Pbilifj Glass 



Amsterdam, we would go to a friend’s house, relax after rehearsals, 

and put on Low. 
BOWIE: In the ’60s, it seemed that the two forces that were coming 
together musically were jazz and rock. I remember things like Charles 

Lloyd coming out with Forest Flower. 
GLASS: That’s right. That didn’t really take, did it? 
BOWIE: No, it sort of petered out again. Maybe it was because they 
narrowed their horizons irredeemably when they allowed themselves 
to be categorized as fusion. That did more disservice than good. And 
in the ’70s, it seemed to me that, politically and philosophically, there 
was an overlapping between rock musicians and so-called serious or 

classical composers and musicians, 
probably for the first time ever. The 
venues themselves changed—espe¬ 
cially in New York. I’d never seen 
performers and writers like your¬ 
self working in rock clubs. 
GLASS: You see, we played there and 
in art galleries because that was 
where we could find our audience, 
and also, in those days, I couldn’t 
play in concert halls. I wasn’t re¬ 
spectable enough. I am now. [laughs] 
MUSICIAN: Having worked your 
way from the fringes into more 

established music áreles, was there a 
sense of vindication for you arriving 
at the Metropolitan Opera last fall? 
GLASS: Oh sure! It’s not complete 
in the sense that there still are 
places I can’t play and haven’t been 
invited to. But I’m looking after 
those, too. I think the “Low” Sym¬ 
phony is a way for me to get into 
the concert hall, which I have not 
been in very much. I don’t really 
care about the academic communi¬ 
ty. If I’m not invited to talk at a lot 
of the music schools, it doesn’t 
really bother me. Actually, very 

often when I play at the universi¬ 

ties, I’m invited by the student 
activities department and the music 
department has nothing to do with 
it. I’ve been able to make my case, and play my music, ultimately, 
where I needed to. But it has been a vindication, and I’ve enjoyed it. 

When we played in art galleries in the ’70s, I think that the new 
ideas were coming from the artists. The rest of us, the musicians, were 
gobbling it up. We were subject to some of the same people, and that 
kind of drew us together, because it gave us a way of recognizing 
things in each other. 
BOWIE: There was an explosion of rock performers and writers— 

especially coming out of England—at that time, also with the first 
batch of American failed painters, musicians. A lot of us took our 
choices with music rather than art. There is a certain history with that 
in British bands. With most of our major bands—the Beatles, the 

Who, the Kinks—there was some connection with art. Somebody in 

the band had gone through art school or taken conceptualism. 

MUSICIAN: Low always struck me as a very painterly project, pieced 

together in the studio as a collage. 
BOWIE: I think both Eno and I had worked that way. I remember 
when Brian had just left Roxy Music and was making his first album, 
Here Come the Warm Jets, we were both working in the same studio, 
unbeknownst to each other. I was doing Diamond Dogs. So we were 
both these disillusioned guys who knew that rock could go some¬ 
where else, working separately on albums that were considered pretty 
weird at the time. It was such fun to get together at last. But yes, the 
same situation of working in a painterly fashion is very strong with 
both of us. In fact, we take a lot of our cues and maxims and all that 

from painters. 
MUSICIAN: What was the germ of 
the “Low”Symphony? 
GLASS: It had been in my mind 
for a good 10 or 12 years. But I 
didn’t really know what I was 

going to do. In fact, when I first 
started talking to David about it, I 
really didn’t know. Then David 
suggested other material that 
wasn’t on the original album. In 
fact, the second movement, 
“Some Are,” actually isn’t on the 
original. I just knew that it’s a 
very rich musical source. 
BOWIE: Philip said, “Do you have 
any sort of ideas that you’d like to 
throw in?” I thought, “Oh, he’s 
just being polite. He’s obviously 
got this whole thing together.” 
GLASS: David said I should go off 
and do what I wanted. I started 
with “Subterraneans,” which is 
such an interesting piece. I 
couldn’t find a theme: It’s a com¬ 
plex of themes. So, I couldn’t take 
one, and I thought if I’m going to 

take the theme, I’ll have to quote 
the whole theme, and the theme 

is the first three minutes. The 
trick, then, was to go into the 
fourth minute. Once I got into 
the fourth minute, I was okay. I 

began by listening to the record and transcribing it for orchestra, then 
1 just kept going. The beginning was a bit daunting. I knew where I 
wanted to be at the end. I didn’t, at that moment, know what the sec¬ 
ond movement would be. I scribbled down half a dozen themes. 
There were a number of other possibilities. There was one very penta¬ 

tonic, Chinese-y one. 
BOWIE: “Weeping Wall.” 
GLASS: That was almost the second one. But I’d done a lot of penta¬ 

tonic themes myself and I decided to stay away from that. And then 
the one I finally picked was a turnaround from the way it was done on 

David’s record. I souped up the tempo and made it a kind of foot-
stomper instead of the way it was. 
BOWIE: That is one of my favorite areas in the piece. 
GLASS: The trouble with the Low record is that there is more material 

All artists, painters, musicians 

reveal everything about themselves. 

Every time they commit an artistic act 
99 

they blow the whole thing. 
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I \ Yamaha CP-70 

I \ The standard in 

I electric grand 

pianos used by many 

I including Gabriel and Genesis. 

Problem was, it didn't weigh much 

less than a real one. 

Wurlitzer Electric Piano 

Unique bass sounds-the portable 
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Ahhhh..» the warm, rich sounds of classic analog 
keyboards bring back a lot of sweet memories. And those same 
fat basses, thick pads and sizzling leads are taking a command¬ 
ing role in today’s music. But how quickly you forget their 
incredible weight and size, their terrible reliability, and the fact 
that they would go out of tune at the drop of a hat. To give you 
the pleasure without the headaches, E-mu created Vintage Keys. 

Think of it as a truckload of the world’s coolest analog 
keyboard gear-all in a single sound module. 

Vintage Keys delivers 8 megabytes (expandable 
to 16) of the highest quality, digitally sampled 
classic analog keyboard sounds from the past 

30 years. Look no further for dozens of Hammond 
B-3 organs, Wurlitzer and Rhodes pianos, ARP, 
Prophet, Moog and Oberheim synthesizers, 
Mellotrons and much more. 384 sounds in all! 
Vintage Keys features the same great sound 
quality you’ve come to expect from E-mu, but 

that’s only the beginning. We’ve added 32 of our 
dynamic analog-sounding digital filters to give you the kind of 
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than you can use in one symphony. I don’t 

use but three of the themes. But a 43-minute 
symphony is a hefty piece of music, so I’m 
already getting into trouble. A piece of that 
length is like a long Beethoven symphony or 
a short Mahler symphony. For a symphony 
orchestra to program it, it means they’d have 
to devote half their program to a new work. It 
would have been smarter to do a 20-minute 
symphony. 

As I was working on it, I kept warning my 
friends at the record company, “No, it’s not a 
crossover, it’s not a fusion record. Don’t get 

the wrong idea.” I don’t think anyone really 
believed me until they heard it. There’s no 
point in my trying to make a rock record out 
of a rock classic. It would be silly. Also, it’s 
not my area of competence. I wouldn’t know 
how to do it. I’ve made my successes and fail¬ 
ures in my own field... 

BOWIE: That’s plenty wide enough, isn’t it— 
one’s own field. Quite enough room to crash 
one’s own aeroplane in there, I think. 

When I talked with Eno and told him that 
“Some Are” would be one of the pieces, he 
had absolutely no recollection of it at all. He 
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couldn’t remember being involved with it. I 
said, “Damn, I shouldn’t have credited you, 
Brian. You’d never have known.” [laughs] 

Speaking for myself, it was probably as 
brave as it was because it really was the first 
time that I wrote and worked with no 
commercial expectations. It was a work of 
love and purely for peace of mind. 
GLASS: David, I always wanted to ask: Where 
does the title come from? I guess I should 
have asked you this long ago. [laughs] 

BOWIE: Actually, it was a double pun. It was 
“low” art, because it was rock ’n’ roll—but 
we knew it was art, see? And the other was 
my mood at the time. It was particularly low. 
One thing that I found so promising, in an 

emotional way, about what you did with the 
music is that you gave it the hope and 
promise that was lacking in mine, because I 
was so emotionally distraught at the time we 
made it. There’s an icy tension under ours 
that’s totally explicable because of my state of 
mind. Listening to it today, it’s more of a 
yearning to see the light. 

GLASS: And you think that came out in the 
symphonic version? 

BOWIE: No. It’s as though you’ve taken that 

same statement and resolved it. It definitely 
has the light of dawn. 

GLASS: Well, I knew from the beginning that 
“Warszawa” would be the last cut, because 
there’s that interesting descending line. This 
is one of those funny things, that music that 
ascends is the feeling of hope and music that 
descends is the opposite. It’s one of those 
stupid things—like major modes are happy 
and minor is sad. But these stupid things 

actually have some effect. And that beautiful 
melody, which just keeps modulating and 
ascending... I always knew that would be the 

last piece. But it’s quite an astonishing 

melody. It wasn’t until I actually sat down 
and took it off the record that I realized how 

it was put together. It’s deceptive. It starts off 
in one key, which is a complete false start. It 
goes into another key, and then that key 
starts to change. 

MUSICIAN: The original has been implanted 
in my head since I first heard it. So this piece is 
reshuffling a memory. 

GLASS: How did it strike you? 
MUSICIAN: A lot of art that moves me bal¬ 

ances the familiar and the foreign. So while 

some of the themes registered, it seems like a 
new entity. 

BOWIE: 1 think it might be assumed by a lot of 
people that the artist has some idea about 
what that foreignness is, or where it comes 
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from. I think the great thing about artistically 
successful music is that the composer, the 
writer himself, has surprised himself and 
touched an area that is foreign to him. 

I am no closer to fully understanding the 
best things that I’ve written, because there’s a 
sense of something being quite untouchable. 
For some reason, you’ve caught the waves of 
whatever it is you’re going through and been 
able to express them emotionally. And it’s 
something quite fine unto itself. 

Eno, of course, would disagree with me 
completely. Was it Socrates who held that 
poets should be able to explain themselves? 
GLASS: He’s not my favorite philosopher. He 
was the one who was going to outlaw music 
in the Republic. 

I don’t think I could have written this 
piece without having gone through the expe¬ 
riences I have: I had to reach a certain point in 
my thinking and writing. There are two 
aspects: One is that I had enough of a sense of 
my art that I could take on someone else’s art. 
It’s hard to do that. You have to really know 
who you are before you deal with somebody 
else. The other point is that, technically, hav¬ 

ing gone through all those operas that I did, I 
finally had a clue about the orchestra. I knew 
how to write for it. Ten years ago I couldn’t 

have done it. And I wasn’t a bad composer in 

those days. I’d just done Einstein and Satya-
graha. I think there are some great things 
about being older, aren’t there? 
BOWIE: Yes, I’m really feeling the weight of 
the added years in a pleasant way. 
MUSICIAN: In terms of accrued wisdom I 
GLASS: If only it were wisdom. Let’s say 
experience. 
BOWIE: It is crude, [laughter] 

GLASS: Also, you’re a little more relaxed. To 
take a classic like this and to try to do some¬ 
thing with it is a kind of shameless thing. I 

think you just have to be relaxed enough 
about failure and success. You’ve had enough 

failure and success so that neither one is 
going to change you very much. Don’t you 
find that? 
BOWIE: Yes. And if at the end of the writing 
and the recording process you think it is a suc¬ 
cess, then it is a success. It doesn’t matter how 
it’s received. When I was younger, I endeav¬ 

ored just to be inventive. That was very 
important. Now, it’s quite fine that I’m maybe 
repeating bits of what I’ve done before, reeval¬ 
uating them and incorporating those tech¬ 
niques into what I’m writing now. That has 

come with the years. And it’s not necessarily 

something that a 25-year-old is going to feel. 

There are obviously exceptions. But, general¬ 
ly, the younger you are, the more you write 
for other people, to have reflected glory. 
MUSICIAN: At the time Low came out, each of 
you was bucking a system. Philip, you’ve 
mentioned that you were fleeing from the 
serialists. 
GLASS: That’s very true. We were involved in 
a reform movement within the field of con¬ 
temporary music. That was what so-called 
Minimalism was—basically a reform move¬ 
ment to throw out all the over-intellectual 
stuff that had landed everybody in a cul-de-

sac. It was clear that something dramatic had 
to happen. 

David and Brian were also rebelling from a 
kind of conventionality that had overtaken— 
and continues to overtake—pop music. In 
pop music, that cycle is much faster. 
BOWIE: Every time that cul-de-sac is reached, 
you’ve just got to strip back everything that’s 
gone down and throw away all the artistic 
pretensions of the time. 
GLASS: Try to get back to the roots... 
BOWIE: Try to get back to the roots of why you 
wanted to do it. It doesn’t just happen once. It 
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can happen many, many times. Philip has 
always meant a lot to me. I also like Steve Reich 
a lot. I thought the album he came out with a 
few years ago, Different Trains, was absolutely 
marvelous. Into the classics and really quite 
silly music, as well—French chansons. 

When something is well-crafted and 
responsive to the society that it’s written for, 
then it gets me and I just get it. Except for 
country western. When Buddy Rich was 
being wheeled into the operating room, the 
surgeon asked, “Are you allergic to any¬ 
thing?” “Yeah, country western.” I feel like 

him. I don’t get it. I get Johnny Cash. 
MUSICIAN: David, a lot is made about your 

chameleonic changes in image over the years. 
But there’s a logical aspect to an appropria¬ 
tionist like yourself, shifting personae and 
raiding the annals of culture in the late 20th 
century. 
BOWIE: I’m a post-modernist, [laughs] It’s 
been the only phraseology that I think has 
been applicable to what I’ve done—sort of 
eclectically put together an alternative reality 
of things past, remembered. Actually, I’m a 
pre-post-modernist. That’s one of Brian’s 

phrases. And I don’t know who he got it 
from, [laughs] 
MUSICIAN: Ironically, though, in the ’80s— 
while post-modernism was having its field 
day—your work was more in the pop main¬ 
stream than, say, up through Scary Monsters. 
After Let’s Dance, you headed down the 
middle of the road, didn’t you? 
BOWIE: '83 through ’88 were very hard years 
for me, artistically. 1 didn’t like them at all. 
The Let’s Dance thing in ’83 really floored 
me. I had gotten very comfortable with the 
idea that I was a sort of major cult artist, on 
the level of bands like the Cure. The two 
albums that followed had so many artistic 
pitfalls, and do show them. My concern is 

that I think there are some really good songs 
on the albums. Because of my indifference or 
my timid attitude about what I was supposed 
to be doing, not quite knowing, I gave 
arrangements away to other people working 
with me. They did a very fine job, but it 
wasn’t the kind of job I would have done had 
I applied myself to it. 

And then, fortunately, I met up with 
Reeves Gabrels, and it was probably his 
being there that pulled me out of it. It was not 
necessarily his musical influence, because his 
influences are ones I recognized in a lot of my 
older collaborators, like Eno and Fripp. But 
it was just like he represented them all, all in 
one rather tubby body, [laughs] Sorry, 
Reeves. Everything, the wit, the intelligence, 
the attitude to playing, just made me reflect 
what it was I really enjoyed doing in music 
and why I loved it so much. So I think getting 
into Tin Machine was a natural follow-
through from that. 

To some extent, that avenue has led me to do 
a solo album, which I really hadn’t perceived 
doing for quite some time. The other thing was 
the wedding that I had, and the music that I 

found 1 would need to write for the service. 
Those two things together, the experience with 

Tin Machine and the wedding, really propelled 
me into making a solo album. 
MUSICIAN: “ You’ve Been Around ” seems like a 

fairly autobiographical tune. Is that safe to say? 
BOWIE: It infers autobiography. Now, 
whether that’s an invented autobiography or 
not, I’m not sure. I’m not sure if I really want 
to analyze it myself, cither. Some lyrics I real¬ 
ly do stay well away from. There are lyrics 
where I really don’t want to know what it 
was I was saying on them, because they 
probably reveal more of me than I thought I 

was revealing at the time. 
Which, of course, is ludicrous, because all 
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artists, painters, musicians or whatever, 
reveal everything about themselves. Every 
time they commit an artistic act, they blow 

the whole thing. 
I always thought I was objective and dis¬ 

tanced from my work, but looking back, it’s 
quite evident that each album I’ve made has 
been an accurate snapshot of my state of 
mind at that particular time. Which is not 
altogether a bad thing. It might help me rec¬ 
ollect what it was I was going through. I 
should listen to my albums more often. 
MUSICIAN: In terms of the production and 
layering of elements, you predated the cultur¬ 
al ransacking/hip-hop sensation. Did that 
influence you as it came to fruition in the last 

several years? 
BOWIE: Yes, I think it did. That was the major 
thing for me about hip-hop and also a lot of 
the backing work to rap music—the way that 
they juxtapose different elements together, 
and the way they cut up and sampled things. 
It really felt like [conceptual artist] Brion 
Gysin coming of age. Bill Burroughs said it 
would happen someday, that the only way to 
face chaos is to answer with chaos. There’s no 
point in trying to answer chaotic questions 
with rationality. It’s fighting fire with fire. 

I thought that first wave of black music 
was really exhilarating. Although I wouldn’t 

expect to be doing rap music on the next 
album. But the idea of revitalizing the idea of 

cut-up technique was fabulous, I felt. It cer¬ 
tainly helped me to get back into that. I prob¬ 

ably hadn’t done that to any great extent 
since Scary Monsters. 
MUSICIAN: But Black Tic White Noise is lay¬ 
ered horizontally as opposed to vertically. 
BOWIE: Yes. I think that’s possibly because it 
is rooted in far more the romantic approach 

to melody. They’re very strong and sweeping 
melodies and are not very modern in that 
way. Again, the juxtaposition of those 

melodies with a sort of rather formally 
restructured underpinning, musically, has 
made it quite interesting. 

MUSICIAN: You were mentioning how R&B 
melodies tend to carve their own path. That’s 
particularly true of the title tune on the new 

album. The Marvin Gaye influence really 
rises to the surface. 
BOWIE: That was done consciously. It was try¬ 
ing to evoke some of the feeling he had when 
he put out that album, What’s Going On. It 
was a referral point. That was a very strong 
message at the time. I wanted to pay some 
kind of lip service to that. 

MUSICIAN: This album has a fairly romantic 

nature, in general, despite its points offriction. 
BOWIE: It does indeed, with all its question¬ 
ings. That was it. I didn’t want pure slop, but 
definitely the bias was towards the commit¬ 
ment to a relationship. But it is underpinned 
with questionings of why one does that and 
what, in fact, is it going to bring—hazardous 
things that you’re not supposed to question, I 
suppose. But one does. 
M U S ICIA N : Part of being human, I guess. 
BOWIE: Yes. The humanization of Bowie. 
God, I can see it now. 
M USICIAN: “The Man Who Fell to Humanity. ” 

BOWIE: Oh, the times I’ve seen that—the man 
who finally fell to Earth. Oh, man. On every 

album 1 fall to Earth, since I stopped doing 
characters. My first man who fell to Earth 
angle, I think, was with Heroes. He’s gone to 
Berlin and found some of himself. 
MUSICIAN: Philip, collaboration has been a 
part of your aesthetic for a long time. But the 
“Low" Symphony is different, somehow. It’s 
more like a variations-on-a-theme, isn’t it? 
GLASS: Not that different. I said to David once 
that this is a collaboration in which he did his 
part in ’77 and I did my part in ’92. It isn’t that 
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different, actually, from my working with 
Twyla Tharp or Bob Wilson. What’s interest¬ 
ing about collaboration is that it brings you to 
places that are unexpected, things that you 
couldn’t get to on your own. 

I started collaborating with visual artists 
and dancers. It’s only been in recent years 
that I’ve begun to collaborate with musi¬ 
cians, and it’s very difficult and interesting. I 
did this record with Foday Musa Suso called 
The Screens. People who aren’t close to me— 
who are close in one way but not another, 
people like Foday, who is a West African 

griot or David, who’s an English griot. 
[laughs] The history of the tribe, recounted 
in song. 

Variations-on-a-theme is one thing. I 
think this is different. For me, collaboration 
is about discovery, and very often, variations-

on-a-theme are about composers being very 
clever. Rachmaninoff’s “Variations on a 
Theme by Paganini” is extremely clever, or 
the Brahms-Haydn. There’s an American 
guy, Frederic Rzewski, who did some nice 
variations. But often, the variations form is 
where a composer shows off. 

Anyway, David, I want to get you to talk 
about your work with Brian on the record. 
You never really told me much about it. 
BOWIE: An awful lot of the time it was spent 
out of the studio from each other. We found, 
ultimately, that the best way of working with 
each other was to go away when the other 
one came in to work. We’ve both got very 
strong opinions. 

Often we would do something like— 
Brian would come up with a tempo and 
count off beats, lasting for, say, four or five 
minutes. Then, we’d pick a key and he’d 
write something in a chordal way in that key 
and notate on a piece of paper how many 
beats he’d been playing that chord. Then 
he’d go get a sandwich and I’d go in and take 
the tracks down so that all I knew were the 
keys of the chords as they came up, accord¬ 
ing to the beats. I’d just play, say, a melody 
line over that section. Then he’d come back 
in, we’d pull up the faders and see what hap¬ 
pened. If it was nice, we kept it. If there were 
any interesting mistakes, we’d repeat it, so it 
would sound like an arrangement. 
GLASS: How long did it take to do the original ? 
BOWIE: Not very long. Three weeks or so. 
GLASS: This procedure that you were talking 
about in terms of working in the studio would 
not be uncommon to people working in exper¬ 
imental music, creating a conceptual strategy 
that would produce something unexpected. 
BOWIE: And that was very much instigated 
by Brian himself, because, ultimately, his 
road in life is as a conceptualist. I completely 
concur with Philip on the subject of collabo¬ 
ration, because I think some of my most 
pleasurable times have been when I’m collab¬ 
orating with someone. A third point of view 
becomes apparent, a third sensibility that 

happens, quite magically. 
MUSICIAN: Low began as a collaboration and 
now continues— 
BOWIE: Absolutely. It’s the quintessential col¬ 

laborative work. 
MUSICIAN: What’s its next phase? 
BOWIE: [laughing] I believe Nirvana is doing 

a version. 
MUSICIAN: Has your longevity surprised you? 
BOWIE: God, yes. It surprises me that I’ve got 
any money in the bank, because I’m totally 
incapable with business. Oh yes, I give thanks 
every day. It’s wonderful to still be doing work 
in the profession that I chose. It’s a gift. It’s fan¬ 

tastic. [He looks heavenward, clasping his 
hands contritely] Thank you. I thoroughly ap¬ 

preciate it. [Then he looks downward] I 
promise I have forgotten the deal we made. 'S' 
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[cant’d from page 39] everything was on his 
time schedule. I was up all night every night 
for two months, and that’s not me. It was 
tedious, but we’d get together to work on the 
songs—musicwise, it’s a pretty trusting rap¬ 
port between us. And you do what you need 
to do to maintain that.” 

The success of Grave Dancers Union 
isn’t the only thing that’s changed for Soul 
Asylum since the days when they went by 
the name Loud Fast Rules. Dan Murphy is 
30 now, and none of the others is much more 
than a year behind him. Everybody’s mar¬ 
ried besides Pirner, who’s had the same girl¬ 
friend since junior high; Murphy has a three-
year-old son. Compared to all that, the 
changes they’re going through now don’t 
seem so dramatic. 

Grant: “The more popular this record gets, 
the more we end up talking about ourselves. 

You lose yourself a little when you talk about 
yourself so much. You lose some of the 
naivete the music is partially based on.” 

Karl: “I live in a double bungalow, and 
people keep asking my neighbor, when’s he 
moving out? He must be rich now. Every¬ 
body wants my fucking apartment. In peo¬ 
ple’s perception things are wildly different. 
But day to day they really aren’t.” 

Dave: “There’s definitely a romantic air 
attached to the days of being stuck in a van, 
sleeping on people’s floors and meeting the 

strangest people you could ever imagine. But 
when you’re sleeping in that cold van, you’re 

not thinking hey, this is great! Things like 
having a guitar tech have been a very mean¬ 

ingful experience for me. At the gigs my gui¬ 
tars just used to disintegrate, and you could 
not do the job. It drove me crazy. But hire a 
guy and then the guitar’s put in my hands and 
it’s in tune and it’s a great thing. What a great 
invention: the guitar tech.” 

If there’s an overriding emotional current 

on Grave Dancers Union, with all its songs 
about feeling cut loose from old moorings 
and unsure of new ones, it’s fear. That seems 
appropriate when you realize that Pirner 

wrote the songs without knowing whether 
Soul Asylum would even get to release them. 
Or whether he’d get to play his guitar loud 
again. “I really am afraid,” he says. “I was 
raised to believe you had to get an education 
or you were fucked. To walk away from that 
was a big deal for me. I think a lot of my fear 
is of having to do something I don’t want to 

do. I cherish the opportunity to make music. 
During the time I didn’t have it, I was scared 
to death. I felt totally worthless. I felt like I 
was stuck back in the world I grew up in.” 

Having a hit record pushes that specter a 
little farther back into the closet. But not 
much. “It definitely seems to me like I’m 
gonna be able to do it a little bit longer. I can 
find comfort in that. But it just means,” he 
laughs grimly, “that I’m gonna be that much 
older when it’s over. 

“I’m wary of becoming a victim of my cre¬ 
ative output. It really doesn’t teach you to do 

anything else. I’m totally wound up in mak¬ 
ing music, to the point where I can’t deal with 
a checkbook. I can’t wake up in the morning. 
I can’t find my way around in a car—people 
always drive me. And I sit there and think 
about writing songs. It’s kind of scary to 
think of ever going back to the real world and 
getting a job. 

“That’s kind of lame, I know. But it’s still a 
little too good to be making a living playing 
music. I’m realizing a romantic ideal: to keep 
the spontaneity and to give yourself a context 
to be totally out of control, all the time. ” 'S' 
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The Alienate? Lonely Lovesick Isolation op 

CHRIS sm 
A LOST R°ET ADRIFT FROM HIS OWN BEÚINNINÚS-

LIKE OTIS IN MAYBERRY 

C
HRIS ISAAK HAD a DREAM one night last year that he can’t shake. It was a vision of such contentment as to make 

every conscious moment anticlimactic and dreary in its wake. His dream didn’t involve untold riches laid out in 

small, unmarked denominations. Nor did it star the cooing background chick singers from “Wicked Game” show¬ 

ing up on his front doorstep with a dozen buck-naked friends as a birthday surprise. It wasn’t a bedside visitation 

from Elvis, Ricky and Roy to bestow their providential blessing on his career. It wasn’t about finding the lost tremo¬ 

lo chord or accidentally stumbling across God’s own room for reverb. There were no dwarves talking backwards in 

a red-curtained room. “No,” Isaak recounts, steadily and earnestly, “my dream was weird.” [n the dream he was 

15 again, back in his hometown of Stockton, California, riding his bike with the baseball glove hanging from the 

handlebars like it always did. Down at the local park the boys were waiting. The afternoon was sunny. The dream was a period 

piece, set in that era in everyone’s life when moments are connected by the soft tissue of sweet anticipation and there’s so little 

of the bone-scraping, arthritic agony that follows. “I was so happy in the dream,” Isaak says. “The dream is that 

feeling where you’re just so happy, no worries, no business, 
things haven’t gone wrong yet. And you wake up and you 
say to yourself, ‘Well, I’m not that, but I do have all these 
other things’—” 

Certainly, Chris. You’ve sold millions of records maintain¬ 

ing a strict musical integrity when the experts said it couldn’t 
be done. You made the radio safe for pop classicism again. 
You’re on your way to becoming a movie star. Your record 

company renegotiated your contract to give you a sweeter 
deal. People magazine named you one of the world’s most 

beautiful people. Guys everywhere want to steal your perfect 

hair and your cool jackets and girls want to eat your flesh. Life 
doesn’t get much more— 

“—And then I thought to myself, ‘Aw, I’d trade it.’ If I 
could be 15 and going to play baseball down in the park, I 
would trade all that stuff.” 

Chris Isaak has a talent for irony, but when he comes to 
longing—as he does here, and as he often does in his 
music—not even the tip of a tongue gets lodged in his well-
chiseled cheek. As close as a stranger can come to it, anyhow, 
this is the real Isaak: hardboiled cynic, lost naïf. Such romantic 
dualism is a large part of his appeal, and the part of his person-
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The habit-forming qualities that would move Isaak to cheerfully 
chow down at the same glorified diner nearly every evening are well 
in evidence on the record, too. No radical stylistic departures here: 
Unwavering to the core, Isaak isn’t the type to have taken the surprise 
mass success of his last album as some sort of mandate to branch into 
previously unexplored avenues of pop. Then again, neither has he 
tried to reprise that success by coming up with an entire LP’s worth of 
“Wicked Game” clones. “Can’t Do a Thing to Stop Me” (the first sin¬ 
gle) is the sole number with that familiar haunting groove, complete 
with an impossibly soft, reach-out-and-taunt-someone female back¬ 

ing chorus. 
Within the reliable neo-roots rut he’s spent years making uniquely 

his own, though, San Francisco Days probably does offer more track-
to-track variety than any of Isaak’s previous long players. The title track 
is smoother ’n silk, with kind of a Glen Campbell vibe. (“I’ll take that as 

high praise,” Isaak says at 
the suggestion, breaking 
into a verse of “Wichita 
Lineman.”) “Round and 
Round,” conversely, is a fast, 
sleazy blues. There’s a coun¬ 
trified tune and an acoustic 
ballad or two and plenty of 
rockabilly to go around. 
What it all has in common, 
besides Isaak’s perfect, 
plaintive croon, is timeless¬ 
ness—of a sort connected to 
a specific era, mind you— 
and, inevitably, lonesome¬ 
ness. Of course, it all sounds 
very pretty. 

“Some of the stuff now 
that I hear, the drum is real¬ 
ly complicated or it’s a 
machine drum and it’s the 
loudest thing on the record. 

That doesn’t move me 
much,” Isaak says. “I like 

hearing drums, but I want to have the voice on top. Like my grand¬ 

mother’s friends are always telling me”—he feigns impending decrepi¬ 

tude— “Can’t hear the voice. How come the voice isn’t up loud? I can’t 
hear what you ’re saying. ” 

Old fartiness aside, he’s serious. “Like Bing Crosby or Roy Orbi¬ 
son or the Ink Spots, anything that I like has gotta have some pretty 
edge to it. To me, it seems like if you’re gonna be a guy who prepares 
food, the number-one thing is, does it taste good? With music, does it 
sound good? Is it pleasant? Does it make you have a nice feeling? 

“Sometimes I read all these things, people talking about what it 
means.” A slightly disdainful pause. “It’s pop music, man.” 

While Isaak’s ambitions may seem simple, his methodology is 

painstaking. Studio work on San Francisco Days commenced three 
years ago, only to be rudely interrupted by the story of Isaak’s suc¬ 
cess. When he began in 1990, his previous album, Heart Shaped 

World, had already been out for a year and a half and was with good 

reason presumed dead. Then the corpse started banging on the casket 
lid. After hearing the use of “Wicked Game” as an instrumental in a 
second-run showing of Lynch’s Wild at Heart, an influential Atlanta 

ality that suggests that success will never really alter his moods. There 
will always be the high school sweetheart who got away to inspire a 
beyond-lonesome lament, the junior high bailgame he can’t quite 
pedal his way to before the alarm clock goes off for that early shoot 
with Lynch or Bertolucci. As long as the things you convince yourself 
you want most are safely under glass in that most irretrievable place, 
the past, then you’ve got a potentially limitless supply of, as Dale 
Cooper might say, damn good song fodder. 

“ I think what makes people romantic is that they have a lot of long¬ 
ing for things that are gone, or for things that they don’t think will 
ever really come to pass. And that can be where I’m coming from, 
thinking about those things that were so beautiful about that town 
growing up and stuff that I really do miss. And I would give anything 
if I could go back. I mean, really go back. 

“But it’s not good to think about things like that,” he announces sud¬ 
denly, perhaps stricken by 
the severity of his yearnings. 
“That’s what got Oskar 
Werner in trouble in Fahren¬ 
heit 451. Remember?” 

There’s something def-
initely Lynchian—as in Da¬ 
vid Lynch, who used Isaak’s 
music in Blue Velvet and 
Wild at Heart and directed 
him as an actor in Twin 
Peaks: Fire Walk with Me— 
about the singer’s wistful 
middle-Americanisms. 
With Lynch, it’s impossible 
to tell for sure how much of 
the obsession with inno¬ 
cence lost is an affectation 
and what’s heartfelt. But 
Isaak comes by his nostalgic 
covetousness honestly, un¬ 
less he’s putting on the 

world’s greatest suckers’ act. 
We meet up at Isaak’s favorite hangout, an inexpensive, out-of-the-

way dinner spot in the place the singer has made his adult home, San 

Francisco’s quiet Sunset District. 
“Any dessert?” asks the terribly sweet waitress, as the other last re¬ 

maining patrons file out, leaving us in a lonely but well-lit “Nighthawks 
at the Diner”-style tableau while the town rolls up outside. 

“Nothing for me, I’m okay,” Isaak tells her. “Gotta lose 100 
pounds.” 

The waitress does a pretty good double take, falling easily into her 
role as foil. She knows this leather jacket-, pink shirt-wearing guy’s a 
card; hell, the goofball’s eaten here some 200 times in the past year 
alone, by his estimation. Quite an accomplishment, considering that 
two months out of said year were spent in the Far East, acting in the 
movie Little Buddha with the esteemed director Bernardo Bertolucci. 

Before that, Isaak spent long, happy stretches holed up in a recording 

studio just a short bike-ride from here, where—when he wasn’t playing 
hooky during technical setups by pedaling a few blocks to the ocean to 
go surfing—he recorded his fourth album, San Francisco Days, his first 
release in almost four years. 

■p ■ 
"I make more 

money if there's 

more people, 

but if there's 50 

people or 5,000 
the fun is about 
the same." 
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program director went back to the station, pulled out the vocal ver¬ 
sion and put it into rotation. A nation of rock jocks soon followed 
suit. The single zoomed into the Top 5, while the better-late-than-
never smash album soared past platinum status. And Isaak, finding 
himself called to the road to promote the resuscitated project on a 
hastily booked year-long concert tour, was forced by happy circum¬ 
stance to perform an act of studius interruptus. 

“It was like having the laundry call and say, ‘We found a lottery 
ticket in your jacket, and oh, by the way, it’s a winning number.’ You 
know what I mean? You weren’t even thinking about whether you 
were gonna win or lose at that point. I was worrying about the next 
record.” 

Erik Jacobsen, who’s produced all of Isaak’s records, points out that 
about half the songs for the fourth album had already been laid down 
in the wake of the apparent failure of the third. “But the big hit after 10 
years of trying—to be inter¬ 
rupted with that was some¬ 
thing we felt we could put up 
with. Actually it was great, 
because then there were a lot 
of expectations on us for the 
next record, and to have six 
great tunes already in our hip 
pocket gave us a real feeling of 
complacency.” 

The break was also fine by 
Isaak: “I think it’s been pretty 
good for the record, because I 
had time to write more songs, 
and the ones that weren’t as 
good I set away. It’s gotten to 
be kind of a greatest-hits.” 

Though they may not be 
evident to the ear of the casual 
Top 40 listener, there were a 
few new wrinkles during the 
recording of Days. The al¬ 
bum’s chock-full of key¬ 
boards, especially vintage 
organs, from the majestic Hammond B-3 to the classically cheesy 

Farfisa, played mostly by Jimmy Pugh (of Robert Cray’s band), about 

whom Isaak can’t wax ecstatic enough. There’s also a little less of lead-
guitar sidekick James “Jimmy” Calvin Wilsey, supplanted to some 
degree by country hotshot Danny Gatton, not-so-spring-chickcnish 

country steel player (and ex-Buckaroo) Tom Brumley and, most sur¬ 
prisingly, Isaak himself. 

Of Isaak’s one-man dirty blues jam at the tail end of “Round and 

Round,” relates Jacobsen, “I heard somebody say it was the best thing 
Jimmy ever played—which made Chris feel good. He really burned 
on that sucker. But don’t forget Chris played the acoustic guitar on 
‘Blue Spanish Sky.’ He’s played some great shit over the years, but he 
just had a little more chance this time and we wanted to do it con¬ 
sciously. You want to have Jimmy on there, and he’s a great part of the 

sound and the success of the whole thing, but as long as he was on 
every tune, that didn’t really give Chris a chance to do something on 

his own.” 

It’s no secret Isaak and Jacobsen have used studio players on every 
album to supplement the crack touring unit. What’s less known is the 

extent to which they employ every tool of musical science known to 
modern man to get a sound that essentially evokes the ’50s. They 
may like the old records better than what’s coming out now, but 
they’re far from purists in their approach to arriving at the feel 
they’re after. 

“On the one hand, half of the record was made with no separa¬ 
tion in the recording whatsoever and no earphones, just playing 
live in the studio with Chris lip-synching, with all the leakage. Half 
of it’s like that. And on the other half of it we have just totally com¬ 
puterized and sampled. Yeah, we used every trick in the book. Who 
wouldn’t?” 

Maybe we need to turn the hearing aid up, then: Where are some of 
these myriad fakeries on the record? 

“I don’t even want to talk about what’s sampled,” says Jacobsen, 
who prior to Isaak was most famous for producing the Lovin’ Spoon¬ 

ful’s hits. “We had an 
Akai sampler in there and 
made all our own sam¬ 
ples. If you would say, T 
noticed it on this song or 
that song,’ I would just 
say, T take the Fifth.’ But 
we use everything there 
is. It’s not a foregone con¬ 
clusion that anything 
that’s on the computer 
sounds shrill or doesn’t 
feel right. It’s just like a 
player that’s there with 
great time, on one level... 
We wanted it to be like an 
analog record. That said, 
we immediately jumped 
into digital, you know 
what I mean? 

“It’s a total case of two 
perfection-minded guys. 
Both of us know what we 
think a good job is and 

we don’t fool ourselves. We’re retentive in every way.” 

Isaak had an older brother who turned him on to Hank 
Williams records at a precocious age. But the Silvertone radio that 
used to sit in his bedroom became his private turntable, thanks largely 

to the unhealthy hours he kept. Instead of doing his homework, he’d 
stay up till four or five in the morning listening to the local all-night 
oldies show. Since he seemed to be the only one in sleepy Stockton 
cogent enough at that hour to be safely operating the controls of a 
rotary telephone, his requests always got played. 

“I’d always think, ‘Just 20 minutes more.’ I called up and requested 
stuff like Jan and Arnie, before they were Jan and Dean. Remember 
that song they did, ‘Gas Money’? ‘Well if you really want to go, you 
better come up with some dough, I need some gaaas money.’ I heard 
that at four in the morning and I’m going, ‘Yeah!’ Listening to the 

Orbison stuff was really cool like that. It was my way of making 

contact with some other knucklehead someplace. In Stockton, you 
don’t know what else is going on, but you hear this music and you 
really feel like there’s somebody else out there who has some kind of 
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shared feeling. And from there on it gets poetic and heavy, but there is 
some kind of big communication going on there. That’s why I guess 
so many people like this stuff.” 

Isaak kept a writing tool ready by the bedside, to mark the name of 
key songs for future thrift-store tracking. “Everybody else at school 
used to listen to modern pop music. I had a stack of 78s and oddball 
things like Hawaiian records. It was so fun to find those things. You 
hear a record and it’s like you got a message from 30 years ago that 
maybe nobody else has heard in years, and nobody you mention it to 
knows that record, and yet it made contact with you—boom—one on 
one, it totally moves you. What a fantastic feeling that is.” 

At the time he had no inclination toward being a rock star or even 
just bottling his own messages. 
When he did catch the perform¬ 
ing bug, moving to San Francis¬ 
co after post-Stockton detours 
studying at the University of the 
Pacific and boxing in Japan, he 
says he was “embarrassingly 

naive” about what entertaining 
entailed in real life: “I went into 
biker bars when I first started 
off, and 1 would sing romantic 
ballads. I thought you could do 
that because in the movies, Elvis 
would go in and sing a romantic 

ballad and the place would quiet down. I had never been in bars 

before and didn’t understand how the whole thing works.” 
Understanding, and experience, haven’t affected his lifestyle much. 

For one thing, Isaak’s never even sampled drugs: “I don’t do marijua¬ 
na or cocaine or any of that stuff, and I never have. It’s not a big deal to 
me—I didn’t pick my band members and give ’em a drug test. Some 
of those guys drink a little beer or something, but they’re pretty 
straight. You don’t want people messed up around you when you’re 

trying to work.” 
The first night he ever fronted a band in San Francisco, Isaak 

recalls, anxiety inspired each player to get plastered, except himself: 
“I thought, Tf I go out and get drunk, I’ll be drinking every night I 

play. And I plan on playing a lot.’ 
So I didn’t, and I was nervous as 
all hell. And then I realized, 
you’re supposed to be nervous. 
It’s not natural to stand in a spot¬ 
light in front of 300 people and 
sing. So go ahead, be nervous, 
just live with that... 

“Although,” he adds, quick to 
be reasonable, “I do consume 
over 15 to 20 bottles of cough 
syrup a day. But I have a real bad 
cough, okay?” 

If fellow Bay Area-type 

ISAAK PLAYS 

K
ENNEY JOHNSON plays Pearl drums with Zildjian cymbals, Regal Tip 

2BN sticks, Calato Biasticks and Remo drumheads. ROWLAND SAL¬ 
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TU12 tuner, an SWR SM400 amp, a Samson wireless system and two 

SWR Goliath bass cabinets. JIMMY WILSEY grooves on a Fender Strat 

and GHS Boomers strings, with help from his Boss HM-2 Heavy Metal effects 

pedal and Ernie Ball volume pedals, through an Alesis Quadraverb and a 

Fender Twin. 

CHRIS ISAAK plays various Gibson guitars and Gibson strings through a 

Fender Twin. He is currently “between” microphones. 



Huey Lewis hadn’t already blown it by making it square to be hip 
to be square, Isaak would surely have a socially acceptable lock on 
this New Traditionalism. Even now, he maintains, “I’m still a hick 
in so many things. I make big mistakes.” He tells of being out to 
eat with Lynch and some Hollywood types, and of asking an 
honest question about the tiny food portions and having every¬ 
one laugh because they thought it was oh that Chris, being a 
card again. 

Not that he seems a bit insecure about such faux pas. Not when he 
tells you that mass acceptance hasn’t raised his self-esteem or healed 
his inner child all that much because “my mom always liked the 
records. Serious, every time we made a record, I’d play it for my 
mom, and I would trust what she’d think. And I always had a lot of 
fun. I make more money if there’s more people, but if there’s 50 peo¬ 
ple or 5000, the fun is about the same.” 

Isaak’s self-effacing shtick comes off credibly, but there are just 
enough stray quirks and weirdnesses poking out from under the 
edges of his rube rap that he still doesn’t quite strike you as the natural 
byproduct of Mayberry. 

“I’m like Otis,” he retorts, deadpan. “A lost, lonely poet, adrift 
from his own beginnings.” 
The looks thing is a less comfortable topic. Isaak is profusely apolo¬ 

getic about the famous Rolling Stone tank-top beefcake cover shot of 
a couple years back, which he says he did at the end of a long photo 
shoot under duress in order not to offend the photographer. And he 
continues to insist that he looks “goofy, a lot of people do, so I don’t 

worry about it. I comb my hair nice and wear clean clothes and stuff, 
so that helps to make me presentable. But before anybody saw me 
singing or on a magazine, nobody ever made any big deal. I didn’t 
notice girls coming out of the woodwork. And I don’t look any dif¬ 
ferent now than I did then.” 

Jacobsen has a spin on Isaak’s almost exaggeratedly humble per¬ 
sona: “I think maybe what you’re sensing is a guy who’s not afraid to 
act like he always wanted to act—a guy who really is just not taken 
with himself, and maybe a guy trying to make a conscious attempt 
not to be taken with himself. He didn’t just get handsome yesterday; 
he wasn’t just a star yesterday—he’s been a star in San Francisco for 10 
years, and he was king of France with a big hit there six years ago. He 
is very much on the case, but he’s a four-square guy. 1 Ie’s more con¬ 
cerned with the type of job that he does on his work. That’s what he 
lives for, really. What more could you ask for?” 

What indeed? “I’m not Mister Zen about guitar,” Isaak says, “but 
I’m pretty much focused in on what I do. You can still have your per¬ 
sonal relationships. But you gotta be careful letting your personal life 
get in the way of your guitar playing. Don’t want to let that hang you 
up, man. It’s called priorities.” 

But doesn’t finding the winning lottery ticket in your laundry shat¬ 
ter the mood required to write song after song of unrequited desire 
and alienation, lovesickness, loneliness, isolation? 

“Being alone is always there for everybody,” Isaak observes reas¬ 
suringly, his stock in trade safe from stardom. “Being alone is always 
available. That’s pretty easy.” 'S’ 

1993 Elektra Entertainment, a division ol Warner Communications. Inc O A Time Warner Company 
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PEECH CAN HARDLY KEEP HIS EYES OPEN. 

It’s late morning and the leader of Arrested 

Development was up until 7:30 a.m. finishing the 

debut album by Gumbo, a Wisconsin group he’s 

producing. There was a lot of pressure to get it 

done—Speech leaves in two days for an eight¬ 

week tour of Europe. He came home to Atlanta just a couple of days 

ago from Los Angeles, where Arrested Development won two 

Grammys. The same day, the annual Village Voice poll of the 

nation’s music critics appeared; Arrested Development won album 

of the year for their debut, 3 Years, 3 Months, and 2 Days in the Life 

of..., and single of the year for “Tennessee.” A.D. had already been 

declared Artist of the Year by both Musician and Rolling Stone. 

Yesterday their album hit the Billboard Top 10 for the first time. It 

had already sold more than two million copies. In two weeks they 

will release an album and video of their performance on “MTV 

Unplugged.” 

So Speech is tired, but he’s not stopping. He piles into the front seat 

of my car, Fulani from Gumbo gets in the back, and Speech slips in a 

cassette of the mixes they finished this morning for review. 

As we pull onto Interstate 75 heading out of Atlanta, Gumbo’s 

potent brand of life music kicks out of the speakers. It’s easy to see 

why Speech was drawn to this—there’s a rap in the voice of an African 

captured by slavers, a protest against blacks joining the army, and the 
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A Southern 

seminar on own¬ 

ing your music, 

flipping clichés 

and making art 

out of tragedy 

sort of shifting of musical colors that will make Gumbo accessible to 

people who normally avoid rap. In other words, Gumbo occupies the 

same sort of 360-dcgree musical, historical, social and philosophical 

landscape as Arrested Development. Speech bobs his head as the 

sound of cross-fading percussion fills the car, beating against the rattle 

of Fulani snoring in the back seat. 

What got these exhausted musicians out of bed so early is the 

chance to hook up with history. We are going to visit Curtis Mayfield, 

one of the giants of rock, funk, R&B and most of the other musical 

ingredients that go into Gumbo and Arrested Development’s aural 

stew. The first thing most rock fans think of when they hear May¬ 

field’s name is his early-’70s double whammy “Superfly” and “Fred¬ 

die’s Dead.” But musicians know the complete scope of Mayfield’s 

accomplishments. A Chicago native, 16-year-old Curtis began his career 

with his high school group, the Impressions, in 1958. They scored right 

out of the box with “For Your Precious Love,” such a big hit that lead 

singer Jerry Butler left for a solo career. Eventually Curtis assembled a 

new version of the group around his own songs, singing and guitar play¬ 

ing, and that version of the Impressions had hits all through the ’60s. 

They are best remembered for such spiritual-based civil rights-era 

records as “People Get Ready,” “Amen” and “It’s All Right.” 

By the time Curtis went solo in 1970, he was not only producing 

and writing for the Impressions, but releasing their albums and others 

on his own Atlanta-based Curtom Records. Like Herb Alpert at 
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A&M, Mayfield had realized that there was no reason to let a record 
company take the lion’s share of his creative work when he could do it 
himself. Even when “Superfly” made him a solo star, Curtis contin¬ 
ued to write for and produce the Impressions (who continue without 

him to this day) and other artists. Among his countless compositions 
are “Gypsy Woman,” “I’m So Proud” and “He Will Break Your 
Heart,” a.k.a. “He Don’t Love You (Like I Love You).” Rod Stewart 
and Jeff Beck had a hit with a remake of “People Get Ready” a few 
years back, and En Vogue recently scored a gold single with “Some¬ 
thing He Can Feel,” a song Curtis wrote and produced in the ’70s for 
Aretha Franklin. 

Because he was so successful as a singer, writer, producer and record 
executive, some people forget that Mayfield was also a groundbreaking 
guitarist. His funk work in the ’70s was widely imitated, but he had 
made his mark even earlier, with 
the languid, beautiful playing he 

did on Impressions records. As 
Musician said in naming May-
field one of the 100 greatest gui¬ 

tarists, “Hendrix’s rhythm play¬ 
ing on pieces like ‘Little Wing,’ 
with its hammered sixths and 
seconds in and around clean 
chords, is all Curtis. His imprint 
is indelible.” 

Mayfield continued to play, 
record and release albums on 
Curtom into the ’90s. One of 
his last singles was a duet with 
Ice-T. But there won’t be any 
more. In August of 1990 a light¬ 
ing rig fell on Curtis while he 
was onstage in New York City. 
He was paralyzed from the 
neck down. 

So when Speech, Fulani and I 

find his big house in an exclu¬ 
sive, woody neighborhood 
north of Atlanta, we are a little 
nervous. We don’t know what 
to expect. What we find is a man 

still filled with the life force. 
Curtis sits in a wheelchair in the 
middle of a big living room, sur¬ 
rounded by his kids, grown and 

small, liiere is a hospital bed and 

CURTIS: I was in and out of here from ’58. As a young man with the 
Impressions we did a lot of touring throughout the southern areas in 

the early ’60s. Eight or 10 acts would travel together by bus. We would 
go on long tours with Sam Cooke or someone like that topping the bill, 

whoever had the hot record at the time. Coming out of Chicago and 
those big cities, we got a chance to see a lot of greenery, a lot of trees. 
That was my first impression of what I liked about the South. And I 

could appreciate the bluntness of the surroundings. In a black/white sit¬ 
uation they met you head-on, you knew where you stood. I especially 
appreciated Atlanta because never in my life had I seen so many black 
people en masse trying to be somewhat independent, having their own 
businesses, owning their own homes. The segregation made black peo¬ 

ple really want to have their own real estate. I was quite impressed. Plus, 
my dream was always having a little land around my house. 

MUSICIAN: You say you appreciated 
the bluntness in black/white situa¬ 
tions. But the South in the late ’50s 
and early '60s was awful blunt! 
CURTIS: Well, it was blunt every¬ 

where. I’d rather be confronted than 
stabbed in the back. Chicago was one 
of the most segregated, prejudiced 
places I’d ever seen. I could sense the 
difference. 
MUSICIAN: Speech, you came here 
many years later. 
SPEECH: 1987. A lot of my childhood 
was spent in the South. My mother 
used to send me down to Tennessee 
every summer to spend time with my 
grandmother. So I always felt a very 
special appreciation for that environ¬ 
ment, for the earth and for the trees. 
Up north I was playing with video 
games, down south I had the grass 
and the fields. It gave me a whole new 
appreciation and it gave me a warmth. 

I felt like a family member of the 
earth, of the world, of everything that 
was around me. It gave me a special 
type of hug. It still does. I feel more at 
home here. The whole natural en¬ 
vironment—the trees, the soil, the 
weather—welcomes me. 

MUSICIAN: Both of you create spiritu¬ 
al, uplifting music. But both of you 

“I hope when people 

look bach on the 80s 

and 90s they’ll know the 

gangsta reality wasn’t 

the only reality.” 

a stereo system. Arrested Development’s CD sits on one speaker. He 
greets us warmly, sweetly, although he cannot move beyond smiling and 

turning his head. He dictates business decisions to his son Todd, who 
now runs Curtom. Get this song to En Vogue, that tape to Boyz II Men, 

use this duplicating service and tell them not to.. . Shanachie Records has 
just released People Get Ready, an all-star tribute album. MCA has put 
out a 40-song Mayfield anthology, and Curtom is busy re-releasing his 
individual albums on CD. Meeting Curtis Mayfield is not like visiting a 
patient in a hospital; it is like being called into the throne room of a king. 

MUSICIAN: Speech, you’re from Milwaukee. Curtis, you're from 
Chicago. Why did you move to the South! 

have worked in styles associated with more negative, violent energy, 

and subverted the vocabulary of those styles. I’m thinking of Arrested 
Development ’s “People Everyday, ” which turns gangsta rap on its 
head by suggesting that a real tough guy would not be a bully or disre¬ 

spect women. And I’m thinking of Superfly—the movie glamorized 
coke dealing and gangsters but Curtis’s songs were presenting an 
opposing point of view. The songs said, what you see on this screen may 
look cool, but it will destroy you. 
CURTIS: I suppose so. It was very easy for me to recognize many of the 
surroundings when I read through the script of Superfly. It being a 
low-budget movie and visually showing the glittering surfaces, I 
chose to go in depth, so people could take the positive way of 
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thought, even though they were watching a movie that might have 
invited them toward the glitter and the highlights. 

I knew better. You could see where it was coming from had there 
not been some positive guidances lyrically. I didn’t want to insult the 
intelligence of the kids, the consumers who knew what it was really all 
about. They needed that. The movie itself called for those things. We 
talked about the Pusherman, we spoke about Freddie, who was 
ripped off, we went into the cocaine songs and expressed ourselves. It 
made the movie more popular. 
SPEECH: I use the vocabulary because it’s what I’m used to. It’s not as if 
I’m an outsider using the vocabulary to change it around. I’m an insid¬ 
er who has a different viewpoint on some of the issues. The vocabulary 
was something that was just natural, it’s something I hear all the time, 
it’s part of my experience. As far as try ing to change it and bring more 

upon and pass by. But if they’d just take time they could learn much 
more than they might through what is considered intellect in schools. 
It’s almost like in one of my songs, “ If There’s a Hell Below, We’re All 
Going to Go”: “Educated fools from uneducated schools.” Take a 
minute to listen to all sides—you might gain much more strength and 
intellect than you would with a tuition of 30 thou. 
MUSICIAN: In “Mr. Wendal” Speech writes from his own perspective, 
meeting a homeless man. Curtis, in your song “Homeless”you speak 
in the homeless man ’s voice. 
CURTIS: I think over the 50 years I’ve been here on Earth, if I haven’t 
experienced it, I’ve been gifted with the ability to see through others 
their pain, their stress, their hardships. You don’t have to have fallen in 
every hole to understand. I came up as a kid as one of five children, we 
lived with my mother in a room about as big as this. I went to nine 

of a positive light, I felt that it was 
needed, because hip-hop today is 
so one-sided. The only viewpoint 
you hear is that of a gangster and 
someone who says, “I hate life and 
F-you,” and all this stuff. That may 
be one viewpoint, but there are oth¬ 
ers. Black music needs to have a 
rounded viewpoint, as opposed to 
having just one view of how black 
people think. 1 hope our music 
gives another perspective of black 
thought and black reality. 
MUSICIAN: The anti-Arrested 

Development backlash has begun. 
As soon as something new starts to 
take hold, the arbiters of taste jump 

up and say, wait a minute, this thing 
is okay off to one side but we don’t 
want it to go down the middle. 

SPEECH: One thing about Arrested 
Development—we don’t either. 
We don’t ever want our viewpoint 
to be the viewpoint. When I wrote 
the songs I wasn’t famous, I was a 
nobody. I just wanted to give 
another perspective. This wasn’t 
ever being said. Never did the 
group want to become the official 
voice of everyone. I don’t think we 
are and I don’t want to be. 

Our purpose was not to make 

“^Vliile you’re shaking 

your shaggy shaggy, 

you can still have some¬ 

thing to think about.” 

grammar schools before I even 
got to high school. It was like 
gold to me when we got a chance 
to move into the projects. I was 
with my grandmother as she was 
trying to become a minister back 
in the early ’50s, so I could under¬ 
stand a woman’s stress way back 
before women as individuals 
struggling to become more equal 
were hitting the media. Her 
church was the Travelling Soul 
Spiritualist Church, little store¬ 
fronts. Even as a youngster 1 was 
a good observer of life. If you 
take it in and be a little serious 
about what’s happening, it’s not 
hard to understand and be able to 
relate it back. 
MUSICIAN: Both of you have 

made a point of demanding 
respect for women in your songs. 

Curtis’ “Woman’s Cot Soul’’ has 
the same message as Speech’s 
“Natural”—which is, “You men 
may say that woman ’s not good¬ 
looking by your shallow stan¬ 
dards, but she’s got a beauty 
that’s purer and more powerful. ” 
It’s another example oj how you 
flip cliches. 
SPEECH: We have three women 

just happy-go-lucky music. Our purpose was to make people want to 
live. To me, in hip-hop the whole perspective of youth had gotten so 
overwhelmingly depressing. How can anybody want to change the sit¬ 
uation they’re living in if they don’t want to live? We wanted to recog¬ 
nize all the bad things going on—the killings, the shootings, AIDS and 
everything that’s crushing the communities—but we wanted to make 
people understand that you’ve got to still be alive in order to change it. 
CURTIS: I’d like to congratulate Speech on coming to us with those 
terms, because it does bring about a respect. A lot of people want to 
hear it, want to pull away from what is usually looked on as the main¬ 
stream. It’s something people can relate to. In “Mr. Wendal” you 
spoke of being able to learn from someone many people look down 

in our group. Their influence makes it a lot easier to have respect for 
women in the lyrics! It would be just as sexist for me to take the credit 
for bringing about very positive, uplifting lyrics for women. The 
women in the group played a large role in projecting those positive 
images and making sure that the group had that type of positive image 
for women. They had their own strengths, as opposed to me as a man 
giving them that strength. 

My mother was the one who raised me. With that single-parent 
type of reality, I had a large respect for the women in my family. I dare 
say that in most black families that I know of, the women are the 
backbones. 1 surely have a lot of respect for women. 
CURTIS: I’m not going to say I don’t love beautiful women. As a 
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youngster it took learning for me. I thought if it was beautiful and 
pretty and had the features advertised in the media, that might be 
what you want. But you learn real fast that what you think is beautiful 
on the surface can be so ugly in depth. And what might be considered 
to be not in the mainstream of what America considers beauty can be 

very beautiful if you allow yourself to get into it. I think my first 
teaching about that was looking at myself! Even now I ain’t the great¬ 
est looker, but you learn real fast that you can turn all that around if 
you come real from the depth of your heart and soul. 
MUSICIAN: Is it possible to get that message across to the kids of the 
video generation I 
SPEECH: More than trying to get it to all kids, I want to make sure 
with Arrested Development that that perspective is there. Ultimately, 
accepting it is up to the individual. We just want to make sure that side 

MUSICIAN: It seemed, Curtis, that in your early work with the Impres¬ 
sions you couched your social commentary in spiritual language. But 
by the time you went solo in the ’70s you were being much more 
straightforward about the injustice in society. 
CURTIS: I found that I could be more open about it. With the Impres¬ 
sions we’re talking about a completely different time, when rock ’n’ 
roll was just being introduced to the population. Every once in a 
while I’d come up with a “We’re a Winner” or “Choice of Colors.” 
While it was somewhat out of the norm for what was considered 
R&B music, it was right on time for those who were in with the 
equality movements in this country of ours. It hit home for them. The 
words were things that people always wanted to say, but no one in the 
music world was making the statement. To be able to make the state¬ 
ment and musically have enough about it that people could still dance 

of the spectrum is represented. I 
look at our music as a documenta¬ 
tion of one side of black thought. 
In the future I hope that when peo¬ 
ple look back on the late ’80s and 
’90s they’ll know that the gangsta 
reality and the glamorous women 
reality wasn’t the only reality. 
There was another side. 
MUSICIAN: In “ Mama’s Always On 
Stage” you tell a young single 
mother that she was right to follow 
her conscience and not get an abor¬ 
tion. Considering how angry some 
people get at any suggestion that 
young girls should keep their 
babies, I wondered if you got flak 
for that. 
SPEECH: No, not at all. I’m not try¬ 
ing to promote single parenthood, 
but it is a reality. Just like Curtis 
said, if you understand reality, if 
you see what’s around you, instead 
of complaining about it, try to seek 
a solution. “Mama’s Always On 

Stage” is a motivational song for 
those so many sisters that are preg¬ 

nant and are single. It tells them 
you still have to live. Those sisters 
aren’t going to fade away. I think 
the best way for people to address 

that is to give them support. Not to 

and rejoice was good for every¬ 
body, as well as my own personal 
fulfillment. 

It got a little heavier or more 
open when I became a single 
artist and I could write freer, 
expressing myself without mak¬ 
ing Fred and Sam have to accept 

things that might not happen 
commercially, like “We People 
Who Are Darker Than Blue,” 
“If There’s a Hell Below, We’re 
All Going to Go.” It still spoke 
of inspiration and current events. 
It was just blunter: “Pardon me 

brother while you stand in your 
glory/I hope you don’t mind if I 
tell the whole story.” 
MUSICIAN: That’s your point, 
Speech—making sure you tell the 
whole story. Was the material 
ever a problem for the other 
Impressions not just commercial¬ 
ly but philosophically, Curtis? 
CURTIS: Well, there was a prob¬ 
lem at one time when there were 

five of us. There was Fred Cash, 
Sam Gooden, Arthur Brooks 
and Richard Brooks. I was the 
youngest and for some reason I 
kept writing these off-the-wall 

songs like “Gypsy Woman” and 

say that every sister should become a single parent, but we can’t just 
ignore those that are. It’s a song to give support and motivate those 

sisters to keep on going. 
CURTIS: That’s what you mean by Mama’s always on stage. I can iden¬ 
tify with that too, Speech. You’ve got to remember that a creative per¬ 
son has to walk that line between his own creativity and what sells. 

But what’s most important—and I think Arrested Development has 
shown the world—is that there’s always food for thought. While 
you’re shaking your shaggy shaggy, you can still have something to 
think about. “Hey, that was down with it! Did you pick up on those 
lyrics?” It’s important to be able to put it in song, make it commercial, 
and still venture into the real things that are happening around us. 

“I’m So Proud.” Richard and Arthur were used to the “5” Royales. 
They were big, but in my mind we weren’t supposed to be them. But 

Arthur and Richard Brooks wanted to sing that type of music and 

they quit the group. I remember when we got in one record I wrote 
Arthur actually broke the record. They wanted to be something else, 

that was good but that wasn’t going forward. 
So me and Fred and Sam went on and we set the stage for three-

man-harmony groups, which you hear even now. Our next record 
was “Gypsy Woman,” and we carried on with “It’s All Right,” which 
lyrically is quite inspirational. I put that song together between shows 
with Fred and Sam, just sittin’ in our station wagon talking. As 1 
would talk Fred would say, “Well, all right.” I’d talk some more and 
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Fred would say, “Its all right.” Then it hit me—“Say it’s all right!” by 
the time we got back in and dressed we could have sung that whole 
song on the second show. 
MUSICIAN: I’m trying to comprehend someone hearing “I’m So 
Proud ” and saying, “ We can’t sing that junk! ” 
CURTIS: Yeah, that wasn’t where their head was. Sometimes you have 
those divisions. 
MUSICIAN: Speech, have you had that experience where you can see 
where music’s got to go next, but the other people in your group want 
to sound like what's already successfull 
SPEECH: It wasn’t like that. I picked the people to be in Arrested 
Development who were most humble at the time, and were hungry 
and wanted to try something. It was good because they were open-
minded about the music. I wrote the music and they accepted it. Plus, 
they didn’t have anything to lose! 
They weren’t doing anything too 
big before that and neither was I. 
They had the mindset to want to do 
something different. 
MUSICIAN: Let’s talk about pro¬ 
ducing other artists. Curtis, you 
did some of your most successful 
production work with Aretha 
Franklin on Sparkle and the Staple 
Singers on Let’s Do It Again. Do 
you feel especially comfortable 

working with singers who come 
out ofg ospel? 
CURTIS: Well, so far. Of course, it’s 
important that they have a little tal¬ 
ent. But with most people it does 
become a challenge and a challenge 1 
enjoy. I love Sparkle. It’s been re-
released and from what I hear they 
can’t keep it on the shelves. I’m very 
proud of that album and of Aretha. 
MUSICIAN: On all the tracks on that 

album Aretha’s voice is way up 
front and center—except on “I Get 
High, ” which is kind of a spooky 

song about drugs and the ghetto. 
On that her voice sinks way down 
into the mix and she wails like she’s 
trying to get out. 
CURTIS: It’s funny you mention 
that. I hadn’t heard that album in so 

MUSICIAN: En Vogue remade a couple of songs from that album, 
“Something He Can Feel” and “Hooked on Your Love. ” 
CURTIS: Yeah, I got a little trophy over there [a gold single for “Some¬ 
thing He Can Feel”]. They moved about 2 million of that thing! I feel 
very flattered. It wiped me out when my kids came home singing 
“Something He Can Feel” at 10 years old! 
MUSICIAN: Arrested Development did a tour opening for En Vogue 
last fall. 11 sounded like a nutty idea but the show worked. 
SPEECH: They asked us, we were flattered. At first I thought it was 
really sort of crazy. But black people really didn’t understand where 
Arrested Development was coming from at first. It was whites who 
first supported us. En Vogue has a big black audience and we wanted 
to reach them. Rap tours are basically nonexistent today because of 
the violence, so to get a black audience you have to go R&B. 1 think 

it was a good show. It opened a 
lot of their people up to our 
album and a lot of our fans up to 
theirs. En Vogue practice more 
than any group I’ve ever seen! 
They’re all ridiculously talented 
vocalists. 
MUSICIAN: When you’re produc¬ 
ing another artist, how do you 
make sure you help them realize 
their vision, rather than impos¬ 
ing your vision on them ? 

SPEECH: You do what’s best for 
the song. The groups that I like 
to deal with have a definite style 
and vision of their own. I just try 
to make it happen the way they 
want it to. 
CURTIS: It’s important to know 
the artists and their abilities— 
their highs, their lows, their pre¬ 
vious hits. And you know, every 
song you write is not a song you 
can sing. 
MUSICIAN: Give usan example. 

CURTIS: “Something I Ie Can 
Feel”! [laughter] Ain’t no way 1 
could sing that’: 
SPEECH: You still have your 
input, but it’s a good thing to get 
a chance to try things you 
couldn’t do yourself. Like that 

“The women in our group 

had their own strength, 

as opposed to men giving 

long and a couple of the songs that I had written had been compiled on 
other albums released by Atlantic. I’d hear something and know it was 
me but not quite recognize it. I still listen to “I Get High” and I can’t 
remember when I wrote it! [laughter] I must have had just a basic idea 
and Aretha must have picked up from the other end. What sells that is 
that it’s so spiritual and gospel. I can’t make out the basic lyric or how it 
makes sense! But it really doesn’t matter because she carries on in such 
a gospel manner, it’s like a hymn! You kind of get lost in the music. “I 
had many a...” something. 1 don’t know what she says, but it really 
doesn’t matter. It just works. Like you say, she kind of slows down and 
buries herself down in the music. It’s a production in which Aretha 
really fulfilled what maybe wasn’t a total composition. 

part Dionne Farris sang on “Tennessee.” I wish I could sing like that! 
CURTIS: That was soulfully beautiful. 
SPEECH: I gave her some idea of what I was feeling with the song, but 
it’s so good when the artist you’re producing brings out sides that you 
can’t do. 
MUSICIAN: I’d like to talk about the direct spiritual roots ofw hat you do. 

“Jesus” by Curtis is a sermon, “Washed Away ” by Arrested Develop¬ 

ment is a sermon, “Tennessee” is a prayer. Speech, are you a Christian? 
SPEECH: No. But 1 know God. 
CURTIS: You’re a believer. I can respect that answer. A lot of people are 
afraid because the majority of this country is Christian. There are so 
many things to base your beliefs and your strengths upon, and every-
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thing taught to you as a kid is not necessary. 
There’s some things you have to discard and 
some things you have to bring in. It is to put 
one on the spot to ask, “Are you a Christian,” 
because of the majority. We must still give 
respect to one who takes from all parts, all 
sides, whether it be Buddha, Christianity, 
Muslim, whatever. Every man walks with his 
own God. Even if you are a Christian and I 
am a Christian, we may not believe the same 

things even if we read the same Bible. 
SPEECH: The church has always been a pillar to 
our people, something to hold us up and get us 

through some of the roughest experiences 
known to mankind. So I use the inspiration of 
the church to keep on moving. But I’ve noticed 
a major change in the church and that’s what I 
speak about in the song “Fishin’ 4 Religion.” 
CURTIS: I like that song, there’s a lot of truth 
in that. 
SPEECH: Thank you. Before, the church was 
very much in favor of change and it was very 
involved with making sure that we changed, 
that people’s situations changed, that the things 
that you read were acted out. I think that the 
church for me personally has taken a more pas-
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sive role, and that’s why a lot of youth arc leav¬ 
ing the church. I can speak for black youth 
especially. A lot of black youth arc no longer 
interested in the church and I think one of the 
reasons is that we’re seeing a lot of drugs, we’re 
seeing a lot of shootings, and many churches 
are not addressing the issue head-on. They’re 
speaking in too many abstract terms and I 
think the kids arc being turned off. In the song 
“Fishin’ 4 Religion” we’re not dissin’ the 
church, we’re critiquing it and hoping that 

they’ll gain that strength that they had in the 
past to address some of the issues the people 
are faced with in everyday life. 
CURTIS: Sometimes everybody’s praying, 
everybody’s singing, but when it comes time 
to do, everybody’s leaving it. 
MUSICIAN: At the "Malcolm X"press confer¬ 
ence you did with Spike Lee last fall, Spike 
said that he asked Chuck D to write the 
movie’s theme song but Chuck wouldn’t do it 
until the film was cleared by the Nation of 
Islam. So Spike said he decided to call you 
because "Speech ain’t afraid of no bow ties. ” 
SPEECH: Yeah...I talked to the Nation about 

that: “Don’t get me wrong, Nation, I am scared 
of you guys!” [laughter] That was funny. 
MUSICIAN: You left off one line on the "Mal¬ 
colm X” lyric sheet: “You don’t want me to 
get a gun now, do you?” 
SPEECH: I didn’t leave that off! That’s not on 
the lyric sheet? Really? That’s amazing! That’s 
a fast one at the record company, [laughter] I 
didn’t read it ’cause I wrote it! By no means 
would I try to avoid putting that lyric on 
there. It’s a real lyric. It’s funny you say this, 
’cause the label apparently pulled it away! 

I never have wanted Arrested Develop¬ 

ment to be perceived as something that’s 
unrealistic. We’re a very realistic group. Just 
as there’s a need to talk about appreciation for 

life and the good things that arc going on, it’s 

just as realistic to say those good things based 
on the bad things going on. The world isn’t 

perfect. It’s not even great. Our positive lyrics 
come from the bad realities. “You don’t want 
me to go get a gun now, do you” is just one of 
those realities. I never wanted to leave that off. 
I’m surprised that they did. I didn’t know. 
MUSICIAN: Arrested Development is explod¬ 
ing right now. The opportunities that come 
with success might distract you from the music. 

SPEECH: It doesn’t. The music is the reason 

I’m in it. I’m getting into a production compa¬ 
ny, but the main reason is to have more con¬ 
trol of the music and the creative aspect. I’ve 
never really been into business. It’s just some¬ 
thing I’m enduring. My main focus is music. 



MUSICIAN: In “Givea Man a Fish”you say 

“You can take away our contracts” but A.D. 
will still keep going. 
SPEECH: Exactly. That’s the main thing. If it 
doesn’t happen on the next album we’ll still 
keep making the music the same way we made 
this album. The music is what’s real. 
MUSICIAN: Curtis, you owned your own label, 
Curtom Records. What were the disadvantages! 
CURTIS: There aren’t any disadvantages. It’s 
very important in this business of music to 
own as much of yourself as possible. If you 
have creative talents and don’t know how to 
deal with the business you incorporate, bring 
people in. Make your intentions clear about 
how to run the show. You pay out so many 
dues in the music business, trying to learn. 
Nobody ever really tells you. You learn from 
misfortunes and hardships. The name of the 
game is fortune and fame. 
SPEECH: You really have to take control of 
your own destiny and make sure that what 
you’re doing is what you wanted. I deal more 
with business now than I do with the music. 
It’s unfortunate, but I have to in order for my 
creation to come out the way I want. 

CURTIS: My way of coming up in this world 
never allowed me to let go or give away. I 

have been fortunate. You don’t have to be the 
biggest, or have all the money in the world. 

But I have been able to have a home, to sup¬ 
port and protect my children, to stay above 
water. Some years it’s only status quo. It’s not 
always about making a profit, but at least stay 
even, don’t drop. And always have enough 
cash so that the world will not catch you in a 
weak position. That’s when they get you. 

When you can’t afford it and must release 
your strength. 

MUSICIAN: Very few artists of your generation 
could have survived the sort of tragedy you’ve 
faced—because they have to perform all the 

time in order to eat. You must be very grateful 
now that you kept control ofy our music. 
CURTIS: I can feel so great simply because I 
get a royalty check for a song I wrote 30 
years ago. You live your life to enjoy the pre¬ 
sent, but we all get old and ugly, [laughter] 
MUSICIAN: Let’s talk about using music as a 
response to tragedy. Speech, you wrote “Ten¬ 
nessee ” when your brother and grandmother 

died. Curtis, has new music come to you since 
you’ve been paralyzed! 

CURTIS: In my mind there’s been manv a 

lyric that has come and gone like dreams. I 
have not written any songs since my acci¬ 

dent. If ever there is anything else to be said 
by Mayfield, I will not play upon my own 

personal tragedy. I’m not about making the 
consumer bleed. These things happen. 
There’s many a song that could be picked up 
on just through speaking and conversing. I 

hope to continue to be about the inspiration, 
the food for thought we people who are 
darker than blue may need. As well as many 
minorities and even the majority in this 
country and the world. 

I would think that that is what would be 
expected of me. 
SPEECH: Like Curtis said, you mav write a lot 

of things because of tragedy, but there’s no real 

upliftment in it. I wrote things I chose not to put 
out because it was too depressing to listen to. 
MUSICIAN: Curtis, can you write without 
your guitar! 
CURTIS: Well, my guitar was the other me, 
you know? I miss it so much. I used to sleep 
with my guitar. I miss the sounds, the voic-
ings, and all the movements that it would give 
me. It was my perfect writing mate. I some¬ 
how will have to manage without it. I don’t 
know how I will. I miss it so much. I guess 
somehow I will survive it. My guitar was a 
silent partner with a great big voice. 'S’ 
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drumming life, all I did was rudiments. After a year he told 

me, ‘You can get a snare drum now.’ It was three years 

before I got a kit, and I really had control of my hands. I 

studied with him six years and it was the best thing I ever 

did, as big a drag as it was at the time. 

“My next teacher, on drumkit, was named Henry Okstel. 

We did a lot of technique. Big-band chart-reading, poly¬ 

rhythms, independence. He showed me Ted Reed’s Synco¬ 
pation, which is my favorite book. He really got my tech¬ 
nique together, but he would never check an exercise off until 

it felt good to him. He’d bring in Elvin Jones transcriptions 
for me to play, and I remember that one day I played one real 

raw; I managed to cop the Elvin feel, but fucked up the actual 

notes pretty bad. Henry checked it off. There we were, 

working on a whole lot of technique, but he was letting me 

know how important it is to have fire and feeling.” 

After high school, Comess went to Berklee College of 

Music in Boston for a year. “Basically, what I did was practice 

my ass off. What I really learned at Berklee was how to prac¬ 

tice. It would take me a while to get back into this, but here’s 

something like my ideal regimen. Say you’ve got a summer and 

want to practice four hours a day. Do an hour of warmups: 

snare alone, then add toms, then add your feet. After you’re 

warmed up, work on something specific, a book or an exercise, 

for an hour. Take a break somewhere in there, then take an hour 

to work on musical forms. Think a 12-bar blues in your head, 

play a few choruses, take a solo around the form, come back 

to the song and end it. Do the same thing with a jazz standard. 

So that while you’re practicing, you’re thinking music.” 

Three years ago, Comess came to New York. While the 

Spin Doctors were getting off the ground, he spent 18 months 

studying privately with the grandmaster of New York session 

drummers, Bernard Purdie—“which was great. He’s one of 

the weirdest teachers I’ve ever had. We spent a lot of time just 

rapping. Sometimes I’d leave a lesson thinking, ‘What a waste 

of money,’ and a year later what he’d said would hit me. Pur¬ 

die is a heavy dude. We worked on song-playing, which of 

I t takes about four seconds to realize that the Spin Doctors’ Aaron Comess is a highly schooled drum¬ 

mer. Flanked by his three footloose bandmates, he 

wears an inward-looking half-smile, playing a beau¬ 

tiful Brady kit with a precision and deliberateness 

that could only come from years of study. 

“You’re right,” says the 24-year-old. “I started 

playing when I was nine, and took lessons from day 

one.” But unlike most young players weaned on lessons and exercise books, 

Comess—probably because he’s spent the last two years crisscrossing America in a 

band devoted to 12-minute jams and group chemistry—has quickly come to see the 

limits of pure technique. A few days after the Spin Doctors’ triumphant New Year’s 

Eve shows at Manhattan’s Beacon Theatre, Comess traced his growth. 

“ I grew up in Dallas, where my first teacher was a concert drummer named Jack 

Iden. At my very first lesson he gave me a pair of big thick 2B sticks and showed me 

the ruff, the flam, the five-stroke roll and the paradiddle. The first two years of my 
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course he’s great at, and on getting a good sound 

by hitting different parts of the drums and cym¬ 

bals. He taught me about balancing my limbs— 

a lot of people bash their bass drum and their 

cymbals too light, or maybe you want one limb 

to be playing harder than the others. And we 

worked on time; he’d point out if I was dragging 

or rushing. I wouldn’t mind going back to him 

for a few lessons right now.” 

Is there any technique Comess wants to 

work on? “I’d like to work on Latin stuff. Latin 

and funk are almost the same kind of thing: You 

get into a groove and play pretty much the same 

figure over and over and the point is to lock into 

the groove. 

“ I could get more control of my right foot. Pur¬ 

die always bugged me to keep my heel down— 

you get more control that way; also, you can play 

real light—but I made the mistake of not paying 

attention to him. I wouldn’t mind working on 

matched grip [a virtual freak among rock drum¬ 

mers, Comess uses the jazz grip], mostly for 

power in fills. I need to develop finger strength 

with my left hand, for matched-grip playing.” 

But right now, chops-building isn’t his first 

priority. What Comess is after is a more myste-
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nous, less measurable goal: the groove, the deep 

groove. “What I want to learn is how to groove 

harder. But the groove doesn’t come from tech¬ 

nique. The groove comes from inside. Tech¬ 

nique is just a facility for printing out your 

emotions. For me to take my drumming to the 

next level, it’s not going to come from sitting 

around working on technique; it’s going to 

come from me learning how to pour my insides 

out more, how to open up and bust it all out. 

“Listen to Tony Williams. He’s doing a lot of 

flashy stuff, but that’s usually not what gets me. 

What gets me about Tony is that he creates a 

color, and a mood, and when I hear him it just 

makes me feel great right here, in my heart. 

What makes Tony great is coming from his 

mind and his soul. It’s your mind that’s going to 

take you further. 

“I’ll bet a lot of the really heavy guys wouldn’t 

sit here and talk to you about technique all day. 

They’ve all worked on technique, but there 

comes a point when you say, ‘Fine, I’ll continue 

to improve technically, but it’s time to think more 

in musical terms.’ Most good musicians, even if 

they’re really, really into technique, come to the 

realization that technique is not music.” 

“Opening yourself up”.... Sure, Aaron, if you 

say so. But how? 

“It comes from being comfortable: with your¬ 

self, with other players, comfortable onstage. At 

Berklee, I ran into a lot of people who learned all 

this harmony and technique, but if you put them in 

a room with a band, they couldn’t communicate. 

“And it comes from awareness. Improving 

the groove is not the kind of thing I can just sit 

down and do, but it’s something I can strive to 

be aware of whenever I play, and over the course 

of time it’ll develop. I learn more by listening to 

myself, and thinking about it, than by practicing. 

In the last two years I’ve improved a lot, and 

they haven’t been two of my most practicing 

years at all; I’ve improved because I’ve had so 

much experience playing [cont’donpage83] 
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lose the manual... 

by C H A R L E S M . YOUNG 

[cant’d on page 75] speakers, you add impedance.” 

a real cementhead about your amp. Herewith Gene Andre’s 

list of things not to do if you want to make loud noises at 

your next gig, and, no, he doesn’t think this article will put 

him out of the repair business. “You can warn people all you 

want and they won’t change,” he sighs. “We’ve got a whole 

new generation of musicians coming along, and they’ll learn 

the hard way too.” 

War surgeon’s table, the elephant’s graveyard of amplifiers, an alchemical stew for 

turning static into tone. Stuff in massive piles, stuff hung on the wall all the way up to 

the high ceiling, narrow canyons for the visitor to negotiate amidst the stuff. A 

benignly burly presence behind the distant workbench, proprietor Gene Andre 

learned to repair amps from his father, who started the business in 1969. He does 

warranty service for Fender, Peavey, Roland, SWR and Yamaha, among other big¬ 

gies. To speak with him is to know that you are not alone among musicians in being 

1) Neglect to switch it on. “This happens especially with 

Fenders,” says Gene. “When people buy a used amp, they 

often don’t get the owner’s manual and they can’t find where 

to turn it on.... No, I don’t charge for showing somebody 

where the standby switch is.” 

2) Replacing a fuse with tin foil. “People need to under¬ 

stand that a fuse in your amp is a safety factor, just like a fuse 

in your house. If your dog chews the lamp cord, the fuse 

blows to prevent an electrical fire. If your amp blows in the 

middle of a show and you don’t have a replacement fuse, the 

temptation is to replace it with cigarette foil or tin foil. But 

the problem that caused the fuse to blow in the first place 

is still there! When the job is done, or when smoke starts 

blowing out, that’s when we see it. In a tube amp you can 

burn the transformer—that’s the blood and guts of the 

amp—and then it becomes a question of whether the repair 

would cost more than replacement.” 

3) Disconnect the speaker. “ If you throw your amp in the 

trunk of a cab and it bangs around through several miles of 

potholes, it can jar loose the wire connecting your speaker to 

your amp.” 

4) Wrong impedance. “Just because you have two jacks in 

the back of your amp and two jacks in your speaker cabinets 

doesn’t mean they should necessarily be connected. 

Impedance is the load on the amplifier. If your amp calls for 8 

ohms impedance and you hook it up with 4 ohms [8 ohms + 

8 ohms = 4 ohms in impedance math] you can damage the 

amp and speakers. Just remember: Every time you add 

estled in the heart of the theater 

and/or porn district of Manhattan, 

Andre Audiotronics lies hidden 

behind a steel-gray door with an 

inconspicuous sign announcing its 

existence. Inside the metaphors 

leap from every dark corner: the 

electronic equivalent of a Civil 
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IF IT’S CLASSIC ROCK, 
IT’S IN THE BOX. 

BRYAN ADAMS 
Summer of ‘69 

THE ALLMAN BROTHERS BAND 
Statesboro Blues (live) 
JEFF BECK 
Cause We've Ended As Lovers 
BLUE OYSTER CULT 
Don 't Fear The Reaper 
BON JOVI 
Wanted Dead Or Alive 
DAVID BOWIE 
Rebel Rebel 
THE CARS 
Just What I Needed 
ERIC CLAPTON 
Let It Rain 
THE CLASH 
London Calling 
ROBERT CRAY 
Smoking Gun 

CROSBY.STILLS & NASH 
Suite: Judy Blue Eyes 
DEEP PURPLE 
Knocking At Your Back Door 
DEF LEPPARD 
Armageddon It 

DIRE STRAITS 
On Every Street 
BOB DYLAN 
Like A Rolling Stone 
EMERSON. LAKE & PALMER 
Lucky Man 
MELISSA ETHERIDGE 
Like The Way I Do 
PETER FRAMPTON 
Do You Feel Like We Do (live) 
FREE 
AH Right Now 
GRAND FUNK RAILROAD 
Closer To Home/Tm Your Captain 
HEART 
Straight On 
INXS 
What You Need 
JETHRO TULL 
Aqualung 
ELTON JOHN 
Funeral For A Fnend/Love Lies Bleeding 

CLASSIC 
HOCH 
QU 

JOHN LENNON 
Nobody Told Me 

LOVE 
You Set The Scene 
BOB MARLEY & THE WAILERS 
Redemption Song 
JOHN MAYALL 
Room To Move (live) 
JOHN MELLENCAMP 
Pink Houses (live) 
FREDDIE MERCURY 
My Love Is Dangerous 
THE MOODY BLUES 
/ Know You’re Out There Somewhere 
NAZARETH 
Love Hurts 
PINK FLOYD 
Comfortably Numb 
THE POLICE 
Message In A Bottle (live) 
RED RIDER 
Lunatic Fringe 
LOU REED 
Walk On The Wild Side 
RUSH 
The Spirit Of Radio 
SAVOY BROWN 
Tell Mama 

SCORPIONS 
Wind Of Change 
THE PATTI SMITH GROUP 
Because The Night 
BRUCE SPRINGSTEEN 
Thunder Road 
10cc 
I’m Not In Love 
THIN LIZZY 
The Boys Are Back In Town 
THUNDERCLAP NEWMAN 
Something In The Air 
TRAFFIC 
The Low Spark Of High Heeled Boys 
U2 
Bad 
STEVIE RAY VAUGHAN 
Pride And Joy 

STEVE WINWOOD 
While You See A Chance 
ZZ TOP 
Planet Of Women 
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Chronicles CD sampler/ 
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But cassette tapes are considerably less expensive to pro¬ 

duce than CDs. How much money you’ll save depends in 

part on the quality of the cassettes. Cassette shells which 

are held together by five screws cost a little bit more than 

the run-of-the-mill molded-shell variety. The latter, less-

rigid design allows your tape to bounce around and skew as 

it travels over the tape heads. Problems such as tape 

dropouts and flutter (your tape sounds like it’s gargling) are 

the result. 

A poorly constructed cassette bridge can cause similar 

problems. The bridge is the fitting at the bottom edge of the 

cassette which (hopefully) keeps the tape properly aligned to 

and in intimate contact with your cassette deck’s heads. In 

fact, many dubbing engineers claim that this component is 

even more important to good sound than the tape formula¬ 

tion itself. In my experience, cassettes fitted with the Shape 

Mark 10 bridge almost never exhibit flutter or dropouts. It 

costs a bit more, but it’s well worth it; be sure to ask the 

duplicater if he offers Mark 1 O-fitted cassettes. 

If you plan to market your album project directly through 

the mail, avoid molded shells and bargain-basement bridges 

like the plague—the cost and hassle of replacing defective 

tapes for disgruntled customers don’t justify the initial savings. 

The type of tape you choose is also important. Normal 

bias tape is noisier and has a narrower frequency response 

than the costlier high-bias types (chrome and ferric cobalt). 

Your quiet solo piano album is going to sound a lot hissier 

unless you spring for the high-bias stuff. Chrome tape is less 

noisy than ferric cobalt at low record levels but has a fairly 

shrill high end. Ferric cobalt tape makes midrange elements 

such as vocals and guitars sound louder and more present. 

The point is that choosing a specific tape formulation is not 

unlike running your music through an equalizer, so choose 

carefully! 

Another decision you’ll need to make is whether to dupli¬ 

cate your tapes at high speed or in real time. Real-time duplica¬ 

tion preserves the detail, clarity and high-frequency response 

hoice is not to be taken lightly when it 

comes to decisions that affect your 

career. As a recording engineer, I’m 

amazed at how many musicians don’t 

give much thought to which format 

their demo or album project will be 

released on. The main reason is igno¬ 

rance. Obviously, a high-speed, Dolby 

B-encoded, molded-shell cassette is going to make your music sound worlds apart 

from a CD release. Or is this not so obvious? Let’s take a look at the various release 

formats and how they could affect your music. 

We all know that CDs have a lower noise floor, better frequency response, wider 

dynamic range and generally higher fidelity than cassette tapes. And CDs are an 

absolute must if you hope to get significant airplay for your release—most radio DJs 

consider it a pain in the butt to cue up cassette tapes. (Vinyl, it seems, is a dead issue. 

By now, only about three percent of U.S. releases use it.) 
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of your recording more faithfully than high¬ 

speed, keeping drums crisp and reverbs sounding 

deep. On the other hand, the more efficient (and 

cheaper) high-speed process is nice if you expect 

to get 5 million copies of your album out into the 

world before the next Ice Age arrives. 

Until recently, duplication houses typically 

copied master tapes to huge tape loops (called 

analog bin loops) before mass-producing copies 

onto cassettes. The drawback, as you would 

expect, is that the copying process causes the 

recording to become duller, noisier and less 

dynamic. New digital bins replace the analog 

tape loop with a digital storage medium which 

will not degrade your recording one iota. Not 

all duplication houses offer digital bins yet, so 

ask before you commit to using their service if 

this option is important to you. 

This brings us to the gnarly question of 

noise reduction. Your only realistic options 

here are Dolby B or no noise reduction. Dolby 

C and S, as well as dbx, are not found on 

enough cassette decks to seriously consider 

using them on your cassettes. Dolby B does a 

great job of reducing tape hiss. Unfortunately, 

it also does a great job of reducing sparkly high 

frequencies and can make your music sound as 

flat and dry as last week’s pancakes. My opin¬ 

ion: Use Dolby B on quiet solo recordings and 

those where background hiss is a problem. 

Otherwise, forget it. 

No matter which format you end up choos¬ 

ing for your release, insist on getting a test copy 

from the duplication house before they run all 

the copies. And by the way, musicians aren’t 

the only ones who need to consider all this 

stuff. All of these options also affect how your 

recording project should be mixed and/or 

remastered. For example, it stands to reason 

that you’d want to anticipate the dulling effect 

of high-speed duping by mixing a little 

brighter, right? If your engineer doesn’t ask 

you what format you’ve chosen for duplicating 

your project before mixing, ask yourself if 

you’re in the right studio. 'S' 

Release Format Checklist: 
Things to Consider 

□ CD or cassette 

□ Molded or unmolded cassette shell 

□ Cassette bridge quality 

□ Cassette tape formulation 

□ High-speed or real-time cassette 

duplication 

□ Analog or digital bins 

□ Noise reduction 

AMPS STUPI DITY 

[cant’d from page 72] 5) Spill a drink inside. 

“This happens all the time. Somebody used 

their amp as an end table and they’ll knock over 

a beer or a soda. Anything sweet is the worst, 

because it leaves a sticky residue, and we have to 

use chemicals to break it up. We’ve also had 

amps that were caught in fires and got damaged 

by fire department foam.” 

6) Store in a damp basement. “Speaker 

cones are paper and will absorb anything in 

the air. A constant process of high humidity 

and then drying out will eventually dry-rot 

the cones.” 

7) Let somebody else use it. “The next band 

comes on, you don’t want to go through the 

bother of changing equipment, so you let a 

guy use your amp who burns it out using a dif¬ 

ferent set of effects. It is also a grave mistake to 

assume that just because a musician isn’t a 

punk rocker, he won’t stick his foot through 

your speaker.” 

8) Fail to maintain. “You should change 

your tubes at least once a year, and three or four 

times a year if you’re playing a lot. It doesn’t 

cost much and you get the peace of mind know¬ 

ing you’re less likely to break down at an inop¬ 

portune moment. If you’re playing a particular¬ 

ly important gig, we can guarantee your amp 

will work. Burned-out tubes can also damage 

other parts of the amplifier.” 

9) Using a guitar cord instead of a speaker 

cord and vice versa. “A guitar cord is one wire 

with a shield. A speaker cord is two wires. If 

you use a guitar cord for a speaker cord, it will 

add resistance. If you use a speaker cord for a 

guitar cord, you will pick up CD radio and 

other interference. ” 

10) Neglect reading the owner’s manual. 

“Lots of people don’t have the slightest idea 

how to set up their effects loop. We give lots of 

free lessons, especially to people who buy amps 

second-hand and never saw the owner’s manu¬ 

al. It’s also common that they have the manual 

but refuse to read it.” 

11) Drop it. “This is our number one com¬ 

plaint. There’s no such thing as an indestructible 

amp. When it drops, it breaks. If it falls forward, 

the guitar jack breaks off. If it falls backwards, 

the tubes break. You can also damage the circuit 

board. And a speaker magnet might shift, 

cinching the coil around the side so it can’t 

move. We can’t fix that, so you end up with an 

expensive paperweight.” 

12) Fail to check battery power. “We get 

this on effects all the time. ‘But it’s a new bat¬ 

tery!’ they say. Don’t assume just because you 

paid four dollars for a new Duracell that it’s 

going to work.” 

13) Wrong application. “If you play a bass 

through a guitar amp or a keyboard through a 

P.A. that’s meant for vocals, you’re asking for 

trouble. Then again, a lot of musicians like the 

sound of blown speakers. Several times we’ve 

put in new speakers and they wanted their old 

sound back.” 

14) Leave amp alone with angry girl-

friend/boyfriend. “We’ve had instances where 

the spouse took a hammer and knocked off 

every knob. Plink, plink, plink. We replaced the 

knobs for this one guy and he came back claim¬ 

ing his amp now sounded different. ‘Impossi¬ 

ble,’ we said. But he insisted, so we looked at the 

knobs, and sure enough, the old knobs went 

from 0-10, and the new knobs went from 1-10. 

So when he had the old treble on three, it was 

actually four on the new knob. So he was right. 

It did sound different.” 

15) Plug amp designed for 110 volts into 

220-volt outlet. “There are a lot of older build¬ 

ings that have 220-volt outlets all over the place 

for air conditioners. Always check the power 

supply. And if you don’t, be absolutely sure 

you didn’t replace the fuse with a wad of foil. 

It’ll fry immediately.” 

16) Let friend fix it. “How many times have 

I heard this: ‘My friend took this stuff out. He 

says it’s no good, but now the amp doesn’t seem 

to work.’ Most of those jobs we refuse. The 

amp is just butchered too bad. Or they’ll give it 

to a TV repairman on the theory that the guy 

can fix anything electronic. Well, we aren’t 

qualified to fix TVs and we don’t try.” 

17) Daisychain. “This means plugging the 

‘speaker out’ line of one amp into the input of 

another amp, a sure formula for burn-out. 

Speaker lines should go only into the speakers. 

If you’re looking for more power and have to 

use two 100-watt amps, use a splitter in the gui¬ 

tar line.” 

18) Allow ‘bandboys’ to handle equipment. 

“Even if they really like the band, they aren’t 

going to treat your equipment with the same 

care that you would. Usually it’s like the gorilla 

in the Samsonite commercial: They forget stuff 

on the curb, they back the truck into it, they 

drop it down a flight of stairs.” 

19) Leave it on all night. “Tubes will over¬ 

heat if left on for long periods of time.” 

20) Critters. “Mostly it’s mice and roaches. 

Mice are probably worse, ’cause they eat the 

wire. We have a corner of the shop we use for 

extermination purposes. Spray ’em and air ’em 

out. You gotta kill whatever’s in there before 

you work on it. ” 'S' 
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A&M Records 

• 595 Modison Ave 

New York, NY 10022 

212/826-0477 

Contact: Susan Henderson, 

Julie Panebionco 

• 1416 NLo Breo Ave 

Hollywood, CA 90028 

213/469-2411 

Contact: Dovid Anderle, 

Kotheryn Bell, Kevin Evons, 

Lorry Hornby, Brion 

Huttenhower, Manny 

Lehman, Mork Mozzetti, 

Caryl McGowan 

Arista Records 

• 6 West 57th St 

New York, NY 10019 

212/489-7400 

Contact: Mitchell Cohen, 

Richord Sweret 

• 8370 Wilshire Blvd 

Bevedy Hills, CA 90211 

213/655-9222 

Contact: Randy Gerston 

• 1 Music Circle N 

Nashville, TN 37203 

615/780-9100 

Contact: Lee McCorver, 

Joe Tassi, Anthony Von 

Dollen 

Atlantic Records 

• 75 Rockefeller Plazo, 2nd Fl 

New York, NY 10019 

212/275-2000 

Contact: Joey Carvello, 

Tunc Erim, 

Joson Flom, Aziz Goksel, 

Kevin Woodley 

•9229 Sunset Blvd, Ste 900 

Los Angeles, CA 90069 

310/205-7450 

Contact: Tom Corolon, 

Martha Schultz, Dorryl 

Williams, Kevin Williamson 

Atco/East 

West Records 

• 75 Rockefeller Plazo, 12th Fl 

NewYork, NY 10019 

212/275-2500 

Contact: Merlin Bobb, Wendy 

Goldstein, Dorren Johnson, 

John Mrvos, Derek Oliver, 

Jerome Sydenhom 

• 9229 Sunset Blvd, 9th Fl 

Los Angeles, CA 90069 

310/205-7420 

Contact Koren Dumont, 

Dorryl Williams 

Capitol Records 

• 810 Seventh Ave, 4th Fl 

New York, NY 10019 

212/603-8700 

Contact: Josh Deutsch, 

Tita Gray, Bruce Lundvoll, 

Leigh Lust, Janice 

Prendergast, Robyn Ryland 

• 1750 N Vine 

Hollywood, CA 90028 

213/462-6252 

Contact: Christine Beoudet, 

Alison Donald, Scott Folks, 

Amiel Morris, Valerie Pock, 

Nancy Stewart, 

Jonathon Weiss 

Chameleon 

Records 

6255 Sunset Blvd, Ste 917 

Hollywood, CA 90028 

213/962-0620 

Contact Dave Resnik 

Charisma 

Records 

• 1790 Broadway, 20th Fl 

NewYork, NY 10019 

212/586-7700 

Contact: Peri Hochwald 

• 9247 Alden Dr 

Beverly Hills, CA 90210 

310/275-9071 

Contact: Keith Bailey, 

Danny Goodwin 

Chrysalis 

Records 

• 810 Seventh Ave 

New York, NY 10019 

212/603-8600 

Contact: A&R Deportment 

•9255 Sunset Blvd 

Los Angeles, CA 90069 

213/550-0171 

Contact: Duff Morlowe 

Columbia/Sony 

• PO Box 4450 

New York, NY 10101-4450 

212/445-4321 

Contact: George Butler, Mike 

Corbett, Jim Dunbo, Michael 

Gallelli, Denise Gatto, 

Michael Goldstone, 

Dovid Kahne, Joy Landers, 

Dovid Show, Peter Shershin, 

Kurt Woodley 

• 1801 Century Park W 

Los Angeles, CA 90067 

213/556-4700 

Contact: Bobby Colomby, 

Benjie Gordon, Randy 

Jockson, Ron Oberman, Nick 

Terzo, Pam Turbov 

• 34 Music Square E 

Nashville, TN 37203 

615/742-4321 

Contact: Steve Buckingham, 

Margie Hunt, Cori Landers 

Curb Records 

3907 W Alomedo Ave 

Burbank, CA 91505 

818/843-2872 

Contact: Phil Gernhord 

Def American 

3500 W Olive Ave 

Ste 1550 

Burbank, CA 91505 

818/973-4545 

Contact: Marc Geiger, 

George Drokoulios 

Elektra 

• 75 Rockefeller Plozo 

New York, NY 10019 

212/275-4000 

Contact: Suson Drew, Laverne 

Fleming, Nancy Jeffries, 

Tommy LiPuma, Stephen 

Ralbovsky, Ruben Rodriguez, 

Dante Ross, Howard 

Thompson, Terry Tolkin 

• 345 N Maple Dr, Ste 123 

Beverly Hills, CA 90210 

310/288-3800 

Contact: Mitch Brody, Carole 

Childs, Vencent Miller, Amos 

Newman, Jill Rose, 

Joe Wissert 

EMI 

• 810 Seventh Ave, 8th Fl 

New York, NY 10019 

212/603-8600 

Contact: Julio Eisenthal, 

Dove Gossett, Gory Harris 

• 1750 N Vine 

Hollywood, CA 90028 

213/462-6252 

Contact: Joy Bailey, 

Alison Boll-Gobriel, Tim 

Devine, Mitchell Leib 

Epic/Sony 

•PO Box 4450 

New York, NY 10101-4450 

212/445-4321 

Contact Marcello Andre, 

Hank Coldwell, Michael 

Coplan, Lee Donnoy, 

Ben Goldman, Michoel 

Goldstone, Richard Griffiths, 

Frankie LoRocko, 

Tony Martel, Dovid Massey, 

Stuart Meyer, Vivian Scott 

• 2100 Colorado Ave 

Sonto Monica, CA 90404 

310/449-2100 

Contact: Cheryl Dickerson, 

Roger Klein, Ken Komisor, 

Bob Pfeifer, Judy Ross 

• 34 Music Square E 

Nashville, TN 37203 

615/742-4321 

Contact: Paige Carothers, 

Margie Hunt, Doug Johnson 

Geffen Records 

• 1755 Broadway, 6th Fl 

NewYork, NY 10019 

212/841-8600 

Contact: Mary Gormley 

• 9130 Sunset Blvd 

Los Angeles, CA 90069 

213/278-9010 

Contact: Gory Gersh, John 

Kolodner, Mio Vukovic, Tom 

Zutout 

Giant Records 

• 75 Rockefeller Plozo, 21st Fl 

NewYork, NY 10019 

212/275-4664 

Contact: Max Goose, 

Peter Robinson 

• 8900 Wilshire Blvd 

Beverly Hills, CA 90211 

213/288-5500 

Contact Jeff Aldrich, Bob 

Bortnick, Wendell Greene, 

Cassandra Mills, Kevin 

Moran, Kenny Ostin 

Hollywood 

Records 

500 S Buena Vista St 

C Wing 

Burbank, CA 91521 

818/560-5670 

Contact: Lindo Carhart, Casual 

T, Funken-Klein, Steve Jones, 

Rachel Matthews, Sharon 

Swob, Laura Ziffren 

I.R.S. 

• 594 Broadway, Ste 901 

NewYork, NY 10012 

212/334-2170 

Contact Rob DiStefano 

• 3939 Lonkershim Blvd 

Universal City, CA 91604 

818/508-3130 

Contact: Stevo Glendinning 

Impact Records 

6255 Sunset Blvd, 21st Fl 

Hollywood, CA 90028 

213/466-6900 

Contact: Steve Barri, Arthur 

Ford, Bobby Horris, Randy 

Nicklaus 

Interscope 

Records 

10900 Wilshire Blvd 

Ste 1230 

Los Angeles, CA 90024 

310/208-6547 

Contact: Tony Ferguson, Nigel 

Harrison, Beau Hill, Jimmy 

Iovine, John McCloin, 

Chuck Reed, Anno Stotmon, 

Tom Whalley 

Island Records 

• 400 Lofayette, 5th Fl 

New York, NY 10003 

212/995-7800 

Contact: Holly Ferguson, 

Kookie Gonzalez, Marybeth 

Lyons, Stephanie Scomordo 

• 8920 Sunset Blvd, 2nd Fl 

Los Angeles, CA 90069 

213/276-4500 

Contact: Kim Buie, 

Melani Gold 

Liberty Records 

3322 WEndAve.il th Fl 

Nashville, TN 37203 

615/269-2000 

Contact: John Allen, Rob 

Hendon, Jimmy Krutchfield, 

Ray Pillow, Buzz Stone, 

Janie West 

MCA Records 

• 1755 Broadway, 8th Fl 

New York, NY 10019 

212/841-8000 

Contact: Wendy Cradle, Lee 

Donnoy, Bruce Dickinson, 

Susan Dades, Jill Johnson 

• 70 Universal City Plozo 

Universal City, CA 91608 

818/777-4000 

Contact: Poul Atkinson, 

Denny Diante, Melinda Espy, 

Jennifer Jay, Poul Kremen, 

Kathy Nelson, Madeline 

Randolph, Louil Silos, Jr 

• 1514SouthSt 

Nashville, TN 37212 

615/244-8944 

Contact Renee Bell, Tony 

Brown, Kurt Denny, Jeff 

Gordon, Jessie Noble, 

Renee White 
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ALL NEW 

MUSICIAN WEAR 

Add $3.00 postage and handling for all orders. Outside U.S. add $8.00. U.S. funds only. Please allow 6-8 weeks for delivery. 

Name 

S,M,L,XL Black or White Quantity Price Each Total 

T-Shirt 100% Cotton $10.00 

Sweatshirt 50/50 $16.00 

Sweatpants 50/50 (Not Shown) $16.00 

Baseball Cap $9.00 

Varsity Jacket ( L & XL Only) Black Only $95.00 

w/Leather Sleeves (L & XL Only) Black Only $150.00 

Address_City_ State_Zip_ 

Send check or money order to: MUSICIAN WEAR, DEPT 15, P.O. BOX 12591, PENSACOLA, FL 32574-2591 



Mercury 

Records 

Worldwide Plaza 

825 Eighth Ave, 19th Fl 

New York, NY 10019 

212/333-8000 

Contact: Cheri Cheng, Lisa 

Cortez, Ed Eckstine, Bos 

Hartong, Bob Krones, Alec 

Peters, Bob Skoro 

Morgan Creek 

Music Group 

1875 Century Pk E, Ste 700 

Los Angeles, CA 90067 

310/284-8282 

Contact: Matthew Aberle 

Motown Records 

• 729 7th Ave, 12th Fl 

New York, NY 10019 

212/704-4440 

Contact: Nodine Baker, 

Timmy Regisford 

• 6255 Sunset Blvd 

Hollywood, CA 90028 

213/468-3500 

Contact: Dorrole Jones, Mott 

Jones, Cynthia Monley, 

Debbie Sandridge, Vido 

Sporks, Bruce Wolker 

Polydor Records 

Worldwide Plozo 

825 Eighth Ave 

New York, NY 10019 

212/333-8000 

Contact: Leotis Clyburn, 

Dennis McNamara 

PolyGram 

Records 

• Worldwide Plozo 

825 Eighth Ave 

New York, NY 10019 

212/333-8000 

Contact: Bruce Corbone, 

Margot Core, Liso Cortes 

• 11150 Sonto Monica Blvd 

Ste 1100 

Los Angeles, CA 90025 

310/996-7200 

Contact: Bobby Corlton, Mike 

Sikkas, Tom Vickers 

• 66 Music Square W 

Nashville, TN 37203 

615/320-0110 

Contact: Buddy Connon, 

Claudio Mize, Harold Shedd 

RCA Records 

• 1133 Ave of the Americas 

New York, NY 10036 

212/930-4000 

Contact: Rick Aliberte, 

Dorothy Carvello, Mork 

Eichner, Carol Marshall, 

Claire Mercuri, Greer 

Morrison, Dove Novik, 

Kenny Ortiz 

• 6363 Sunset Blvd 

Hollywood, CA 90028 

213/468-4000 

Contact: Bennet Kaufman, 

Leslie Lewis, Skip Miller, 

Angelo Sonders 

• 1 Music Circle N 

Nashville, TN 37203 

615/664-1200 

Contact: Tabitha Dycus, Paulo 

Erickson, Josh Leo, Randy 

Talmadge 

Relativity 

• 187-07 Henderson Ave 

Hollis, NY 11423 

718/740-5700 

Contact: Cliff Cultreri, Hons 

Hoedelt, Barry Kobrin 

• 20525 Manhattan PI 

Torrance, CA 90501 

310/212-0801 

Contact: Kerry Coaly 

Rhino Records 

2225 Colorado Ave 

Santa Monica, CA 90404 

310/828-1980 

Contact: James Austin, Dovid 

McLees, Ted Myers, Gory 

Stewart 

Rykodisc 

• 530 North 3rd St 

Minneapolis, MN 55401 

612/375-9162 

Contact: Rej Rougvie 

• Pickering Wharf, Bldg C-3G 

Salem, MA 01970 

508/744-7678 

Contact: Dovid Greenberg 

SBK Records 

• 1290 Avenue of the 

Americas, 42nd Fl 

New York, NY 10104 

212/603-8600 

Contact: Noncy Brennan, 

Peter Gonborg, Roget Menell, 

Dun Rubin, Alexandra 

Saropse 

• 1207 16th Ave 

Nashville, TN 37212 

615/320-7701 

Contact: Bloke Chancey, 

Jimmy Gilmer 

Sire Records 

75 Rockefeller Plozo 

New York, NY 10019 

212/275-4560 

Contact: Joe McEwen, Reisa 

Morley, Seymour Stein 

Virgin Records 

338 N Foote Hill Rd 

Bevedy Hills, CA 90210 

310/278-1181 

Contact: Phil Cossens, 

Joey Church, Gemma 

Corfield, Andy Factor, 

Donny Goodwin, Aaron 

Jocoves, Darryl Sutton, 

Koz Utsunomiya, 

Mork Williams 

Warner Bros./ 

Reprise 

• 75 Rockefeller Plozo 

New York, NY 10019 

212/275-4500 

Contact: Korin Berg, Tim Corr, 

Michael Hill, Seymour Stein, 

Russ Titelmon 

• 3300 Warner Blvd 

Burbank, CA 91505 

818/846-9090 

Contact: Roy Ayers, Jr, 

Rob Cavallo, Karen Jones, 

Kevin Laffey, Benny Medina, 

Michael Ostin, Roberto 

Peterson, Leonard Richardson, 

Barry Squire, Ted Templemon 

• 1815 Division St 

Nashville, TN 37203 

615/320-7525 

Contact: Doug Grau, 

Richard Helm, Paige Levy, 

Martha Sharp 

Zoo 

Entertainment 

6363 Sunset Blvd 

Hollywood, CA 90028 

213/468-4200 

Contact: Jim Barber, 

Scott Byron, Anno Loynes, 

Matthew Marshall, 

Jim Powers 
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Publishing 
All Nations Music 

8857 W Olympic Blvd 

Beverly Hills, CA 90211 

310/657-9814 

Contact: Eddie Gomez, Chris 

Mancini, Billy Meshel, Dovid Quon 

ATV Music Group 
9255 Sunset Blvd, Ste 425 

Los Angeles, CA 90069 

310/247-8170 

Contact: Jomes Leach 

Avatar Publishing 
Group 

6290 Sunset Blvd 

Los Angeles, CA 90028 

213/464-1593 

Contact: Rodney Gordy 

BMG Music 
• 1133 Ave of the Americas, 8th Fl 

New York, NY 10036 

212/930-4000 

Contact: Jon Bonci 

• 1 Music Circle North 

Nashville, TN 37203 

615/780-5420 

Contact: Henry Hurt, Michael 

Puryear, Elwyn Roymer, Todd Wilkes, 

Chip Young 

• 8370 Wilshire Blvd, 3rd Fl 

Beverly Hills, CA 9021 1 

213/651-3355 

Contact: Debby Dill, Margaret 

Mittleman, Donny Strick 

• 151 John St, Ste 307 

Toronto, ONT M5V 2T2 CANADA 

416/586-0850 

Contact: Terry O'Brien 

Bob-A-Lew Music 
P0 Box 8649 

Universal City, CA 91608 

818/506-6331 

Contact: Ronda Espy, 

Barry Kolsky 

Bok Music 
P0 Box 1 7838 

Encino, CA 91416 

818/344-4016 

Contact: Monica Benson 

Bug Music 
• 6777 Hollywood Blvd, 9th Fl 

Los Angeles, CA 90028 

213/466-4352 

Contact: Dan Bourgoise, 

Fred Bourgoise, Temple Roy 

• 1026 16th Ave S 

Nashville, TN 37212 

615/726-0782 

Contact: Leslie Barr, Dave 

Durocher, Garry Velletri 

• 75 Milson Rd 

West Kensington 

London W14 OLH ENGLAND 

01 1-44-71-602-0727 

Contact: Mark Anders 

Cherry Lane Music 
Publishing Co, Inc 

10 Midland Ave, POB 430 

Port Chester, NY 10573 

914/937-8601 

Contact: Michael Connelly 

Chrysalis Music 
• 1120 Ave of the Americas, Ste 4182 

New York, NY 10036 

212/426-6659 

Contact: Ms. Evon Handras 

• 9255 Sunset Blvd 

Los Angeles, CA 90069 

310/550-0171 

Contact: Mike Fink, Gary 

Heisinger, Melissa Ruderman, Tom 

Sturges 

Criterion Music 
• 6124 Selma Ave 

Los Angeles, CA 90028 

213/469-2296 

Contact: BoGoldsen, 

Dan Howell, Jill Starr 

• 1025 17th Ave S, SteC 

Nashville, TN 37212 

615/327-2146 

Contact: Elizabeth Hudson 

EMI Music 
• 1290 Ave of the Américos 

New York, NY 10104 

212/492-1200 

Contact: Holly Green, Evan 

Lamberg, Claude Mitchell 

• 8730 Sunset Blvd, Penthouse E 

Los Angeles, CA 90069 

310/652-8078 

Contact: John Andrucci, Ronda 

Call, Jody Gerson, Ron Handler, Pot 

Lucas, Steve Prudholme 

• 35 Music Square E 

Nashville, TN 37203 

615/742-8081 

Contact: Mark Bright, Blake 

Chancey, Celia Froelig, Robin Palmer, 

Sam Ramage 

Famous Music 
• 15 Columbia Circle, 24th Fl 

New York, NY 10023 

212/373-7462 

Contact: Jerry Love, 

Irwin Robinson 

• 3500 W Olive, Ste 1000 

Burbank, CA915O5 

818/566-7000 

Contact: Roanna Gillespie, Ira 

Jaffe, Bob Knight, Ellie Schwimmer, 

Jim Vellutato 

• 65 Music Square E 

Nashville, TN 37203 

615/329-0500 

Contact: Michael Barmak, 

Susan Burns, Dick Milford 

Giant Music Publishing 
8900 Wilshire Blvd, Ste 200 

Bevedy Hills, CA 9021 1 

310/289-5523 

Contact: Dole Kawashima 

Hit & Run Music 
1841 Broadway, Ste 411 

New York, NY 10023 

212/956-2882 

Contact: JoeyGmerek 

Hit List Music 
40 W 57th St, Ste 1515 

New York, NY 10019 

212/765-4258 

Contact: Joe Boyland 

Imago Songs, Inc 
152 W 57th St 

New York, NY 10019 

Contact: Anne Munday 

Interscope Publishing 
10900 Wilshire Blvd 

Los Angeles, CA 90024 

310/208-6547 

Contact: Ronny Vance 

Jobete Music Co, Inc 
6255 Sunset Blvd, 18th Fl 

Los Angeles, CA 90028 

213/461-9954, ext 3507 

Contact: Genie Brown, 

Lester Sill, Alison Witlin 

Letrak Entertainment 
40 W 57th St, Ste 1510 

New York, NY 10019 

212/586-3600 

Contact: Larry Moelis 

Lost in Music 
1348 Lexington Ave 

New York, NY 10019 

212/996-5700 

Contact: Debbie Benitez 

Maverick Music 
8000 Beverly Blvd 

Los Angeles, CA 90048 

213/852-1 177 

Contact: Lionel Conwuy 

MCA Music 
• 1 755 Broodwoy, 8th Fl 

New York, NY 10019 

212/841-8000 

Contact: John Alexonder, 

Bob Cutorella, James Jackson, 

John McKellan, Kathleen Murphy 

• 70 Universal City Plaza, 4th Fl 

Universal City, CA 91608 

818/777-4550 

Contact: Elizabeth Anthony, 

Lance Grode, Scott James, Sherry 

Orson, Carol Wore 

• 1106 17th Ave S 

Nashville, TN 37212 

615/327-4622 

Contact: Julie Daniel, Brod 

Daniels, Steve Day, Dove Loggins 

• 2450 Victorio Park Ave 

Willowdale, ONT N2J 4A2 CANADA 

416/491-3000 

Contact: Kam Carpenter 
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Mucho Loco Music 
Inc/Loco de Amor 
Music Inc 

1775 Broadway, 7th Fl 

New York, NY 10019 

212/489-4820 

Contact: Andrea Starr 

NEM Music 
• 8730 Sunset Blvd, Ste 485 

Los Angeles, CA 90069 

310/652-8320 

Contact: Joie Shadis, 

Larry Swayzer 

• 1209 16th Ave S 

Nashville, TN 37212 

615/329-1 100 

Contact: Chuck Bedwell, 

Connie McQuay, Leslie Schmidt 

Next Plateau Music 
1650 Broadway, Ste 1103 

New York, NY 10019 

212/541-7640 

Contact: Eddie O'Loughlin 

Peer Music 
• 810 7th Ave, 10th Fl 

New York, NY 10019 

212/265-3910 

Contact: Amber Fayyoz 

• 8159 Hollywood Blvd 

Hollywood, CA 90069 

213/656-0364 

Contact: Gigi Gerrard, Kathy 

Spanberger, Nonci M. Walker 

PolyGram/lsland 
Music 

825 8th Ave 

New York, NY 10019 

212/333-8425 

Contact: John Titto 

PolyGram Music 
Publishing Group 
• 1416 N La Brea Ave 

Los Angeles, CA 90028 

213/856-2776 

Contact: John Baldi, 

Colin Cornish, Roula Erickson, 

Michael Sandoval 

• 54 Music Square E 

Nashville, TN 37203 

615/256-7648 

Contact: Doyle Brown, Daniel 

Hill, Doug Howard, Billy Lynn 

• 939 Warden Ave 

Scorsborough, ONT MIL 4C5 

416/752-71 91 

Contact: John Redmond 

Primat Music 
6534 Sunset Blvd 

Los Angeles, CA 90028 

213/957-4466 

Contact: Brooks Arthur, Holly 

Camp, Tami Lester, Sam Trust 

Private Music 
9014 Melrose Ave 

Los Angeles, CA 90069 

310/859-9200 

Contact: Lorrone Rebidas 

Reata Music 
3800 Alomedo Blvd, Ste 1130 

Burbank, CA 91505 

818/954-0619 

Contact: Carla Berkowitz, 

Kathleen Carey, Mark Friedman 

Rondor Music Inti. 
• 111 W 57th St, 9th Fl 

New York, NY 10019 

212/265-8866 

• 360 N La Cienego Blvd 

Los Angeles, CA 90048 

310/289-3500 

Contact: Derek Alpert, Brenda 

Andrews, Candy Brown, Lance Freed, 

Molly Kaye, Andy Olyphant, Barbara 

Vander Linde 

• 1904 Adelicio 

Nashville, TN 3721 2 

615/321-0820 

Contact: David Conrod, 

Mary Del Frank, Chris Oglesby 

September Music/ 
Galahad Music 

250 W 57th St 

New York, NY 10019 

212/581-1338 

Contact: Stanley Mills 

Shankman, 
Deblasio, Melina 

2434 Main St 

Santa Monica, CA 90405 

310/399-7744 

Contact: Lauren Besencon, 

Peter Castro, Alan Melina 

Shapiro/Bernstein 
& Co 

10 E 53rd St, 19th Fl 

New York, NY 10022 

212/751-3395 

Contact: Michael Brettler 

Sony Music 
Publishing 
• 550 Madison Ave 

New York, NY 10103 

212/445-4729 

Contact: Koren Brenna, 

Patricia De Vries 

• 2100 Colorado Ave 

Santo Monica, CA 90404 

310/449-2545 

Contact: Linda Bourne, 

Dovid Landau, Deirdre O'Hara, 

Janet Thompson 

Sony/Tree 
International 

P0 Box 1273 

Nashville, TN 37202 

615/726-0809 

Contact: Darren Briggs, 

Walter Campbell, Tracy Gershon, 

Donne Hilley, Don Lanier, Jim Scherer, 

Dan Wilson, Paul Worley 

Third Stone Music 
Sony Studios 

10202 W Washington Blvd 

The David Lean Bldg, Ste 400 

Culver City, CA 90232 

310/280-6880 

Contact: Jr. Regisford, 

Betty Rosen, Dick Rudolph 

Virgin Music 
• 1790 Broadway, 6th Fl 

New York, NY 10019 

212/265-7490 

Contact: Clayton Sparks, 

David Steele, Ruth Turoff 

• 827 N Hilldale 

Los Angeles, CA 90069 

310/858-8727 

Contact: Susan Collins, Stacy 

Leib, Kaz Utsunomiya 

Windswept Pacific 
9320 Wilshire Blvd, #200 

Beverly Hills, CA 90212 

310/550-1500 

Contact: John Anderson, Jim 

Morino, Evon Medow, Steven Ray, 

Lonnie Sill, Jonathan Stone 

Wood Monkey Music/ 
Ellymax Music Co 

2555 E 12th St 

Brooklyn, NY 11235 

718/332-8500 

Contact: Barry Bergman 

Zomba Enterprises 
• 137-139 W 25th St 

New York, NY 10001 

212/727-0016 

Contact: Rachelle Greenblatt, 

Roger Halperin, Dovid Renzer 

• 6777 Hollywood Blvd, 6th Fl 

Hollywood, CA 90028 

213/464-7409 

Contact: Michael Babcock, 

Neil Portnow 

• 916 19th Ave 

Nashville, TN 37212 

615/321-4850 

Contact: Mike Hollandsworth, 

Thad Tarelton 
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PERFORMING 
RIGHTS 
ORGANIZATIONS 
ASCAP 

• 1 Lincoln Plaza 

New York, NY 10023 

212/621-6000 

Contact: Jonathon Love, 

Debbie Rose, Dwayne Alexander 

• Kingsbury Center 

350 W Hubbard St 

Chicago, IL 60610 

312/527-9775 

Contact: Damon Booth, 

John Young 

• 7920 Sunset Blvd, Ste 300 

Los Angeles, CA 90046 

213/883-1000 

Contact: Loretta Muñoz, 

Tom DeSavia, Michael Bodami, 

Alonzo Robinson 

• 2 Music Square W 

Nashville, TN 37203 

615/742-5000 

Contact: Larry Willoughby 

• 1519 Ponce de Leon Ave, Ste 505 

Sonturce, Puerto Rico 00910 

809/725-1688 

• 52 Haymarket, Stes 10 & 11 

London SW1 Y4RP ENGLAND 

011-44-71-973-0069 

ASCAP West Coast 
Showcases 

• Quiet on the Set—Singer/Songwriter 

Showcase Series 

Venue: Lorgo Pub, Los Angeles 

Frequency: Monthly 

Contact: Brendan Okrent, 

213/883-1000 

• Best Kept Secrets—Alternative Music 

Showcase Series 

Venue: CoconutTeaszer, Hollywood 

Frequency: Monthly 

Contact: Tom DeSavia, 

213/883-1000 

• Hardest Kept Secrets—Hard Rock/ 

Metal Showcase Series 

Venue: CoconutTeoszer, 

Hollywood 

Frequency: Monthly 

Contact: Michael Bodami, 

213/883-1000 

• The Real Deal—R&B/Rop/Hip-Hop 

Showcase Series 

Venue: The Roxy, Los Angeles 

Frequency: Monthly 

Contact: Alonzo Robinson, 

213/883-1000 

• 360 Degrees of Jazz 

Venue: Various 

Frequency: Annual 



Contact: Alonzo Robinson, 

213/883-1000 

• Urbon Network Conference Showcose 

Venue: Stouffer's Hotel, LA Airport 

Frequency: Annuol 

Contact: Alonzo Robinson, 

213/883-1000 

• Rop Symposium Showcose 

Venue: Various, Los Angeles 

Frequency: Annuol 

Contact: Alonzo Robinson, 

213/883-1000 

• Seattle Showcose 

Venue: Bumbershoot 

Frequency: Annuol 

Contact: Tom DeSavio, Loretto 

Muñoz, Ron Sobel, 213/883-1000 

ASCAP Southern 
Region Showcases 
• Nashville Showcose—Country 

Songwriter/Band Showcose Series 

Venue: Douglas Corner, Nashville 

Frequency: 2-4 times o year 

Contact: Tom Long, 

615/742-5000 

• Nashville Extravaganza—Rock, Pop 

Showcase at Nashville Entertainers 

Association Event 

Venue: Various, Nashville 

Frequency: Annuol (Jonuory) 

Contact: Larry Willoughby, 

615/742-5000 

• Miami Rocks Showcase 

Venue: Various 

Frequency: Annuol (Jonuory) 

Contact: Marcy Drexler, 

212/621-6000 

ASCAP East Coast 
Showcases 
• Miami Rocks Too/Eost Coast Forum 

ASCAP-Sponsored Rock, Pop Showcose 

at Miami Rocks Conference 

Venue: Various,Miami 

Frequency: Annuol (February) 

Contact: Jonothon Love, 

212/621-6000 

• Boston Music Showcase and 

Seminor—Pop Rock, R&B 

Venue: Various, Boston 

Frequency: Annual (April) 

Contact: Jonothon Love, 

212/621-6000 

• Showcose of National 

Association of College Broadcasters 

Conference (Alternative, Rock) 

Venue: Various, Providence, RI 

Frequency: Annuol (November) 

Contact: Jonothon Love, 

212/621-6000 

• Playing for Keeps New York City 

Showcose Series—All Musical Styles 

Venue: TBA,Manhattan 

Frequency: Monthly (beginning 

February 1993) 

Contact: Jonathon Love, Marcy 

Drexler, Debbie Rose, Dwoyne 

Alexander, Audra Washington 

212/621-6000 

• North Carolina Music Showcose— 

Pop, Rock, Alternative 

Venue : Various, North Carolina 

Frequency: Annual (June) 

Contact: Tom DeSovia, 

213/883-1000; Jonathan Love, 

212/621 -6000; Lorry Willoughby, 

615/742-5000 

• Million Dollar Music Conference— 

ASCAP New Artist Showcase—R&B, 

Rap, Donee 

Venue: Various,Atlanta 

Frequency: Annual 

Contact: Dwayne Alexander, 

Audro Washington, 212/621-6000 

ASCAP Midwest 
Region Showcases 
• Chicago Music Showcases— 

All Musical Styles 

Venue: Various, Chicago 

Frequency: 4-6 times a year 

Contact: Domon Booth, John 

Young, Chris Levick, 312/527-9775 

ASCAP National 
Showcases 
• CMJ, New Music Seminar, South by 

Southwest 

Venue : Various in New York (CMJ 

ond NMS), Austin (SxSW) 

Frequency: Annual 

(CMJ—October; NMS—June; 

SxSW—March) 

Contact: ASCAP membership 

office nearest you. 

BMI 
• 8730 Sunset Blvd, 3rd Fl 

Los Angeles, CA 90069 

213/659-6947 

• 10 Music Square E 

Nashville, TN 37203 

615/259-3625 

• 320 W 57th St 

New York, NY 10019 

212/586-2000 

BMI East Showcases 
• Acoustic Round-Up 

Venue: The Cottonwood Cofe, 

New York 

Frequency: Monthly 

Contact: Jeff Cohen, 

212/586-2000 

• Collaborators Connection 

Venue: The Lone Star Roadhouse, 

New York 

Frequency: Monthly 

Contact: Jeff Cohen, 

212/586-2000 

• Mid-Atlontic Song Contest 

Venue: Various 

Frequency: Annual 

Contact: Mark Fried, 

212/586-2000 

• Philadelphia Music Alliance Summer 

Showcases 

Venue: Vorious 

Frequency: Annual (June-Sept) 

Contact: Laura Hunt, 

21 5/790-241 5 

• Pro Songwriters Meet 

Venue: Look ond Co Studios 

Frequency: Monthly 

Contact: Mork Fried, 

212/586-2000 

BMI West Showcases 
• Los Angeles New Music Nights 

Venue: Molly Molone's, Club 

Lingerie 

Frequency: Monthly 

Contact: Dexter Moore, 

Stacy Nick, 310/659-9109 

• Oakland New Music Nights 

Venue: Various 

Frequency: Biannual 

Contact: Dexter Moore, 

Stacy Nick, 310/659-9109 

• San Francisco New Music Nights 

Venue: Various 

Frequency: Biannual 

Contact: Dexter Moore, Stocy 

Nick, 310/659-9109 

• Seottle New Music Nights 

Venue: Vorious 

Frequency: Biannual 

Contact: Dexter Moore, Stocy 

Nick, 310/659-9109 

BMI South Showcases 
• Crossroads—Memphis 

Venue: Various 

Frequency: Annual 

Contact: Jody Williams, 

615/291-6700 

• New South—Atlanta 

Venue: Vorious 

Frequency: Annual 

Contact: Jody Williams, 

615/291-6700 

• South X Southwest—Austin 

Venue: Various 

Frequency: Annual 

Contact: Jody Williams, 

615/291-6700 

This listing oí 
AO contacts and 
music publishers 
has been excerpted from the 1993 
Musicians Guide to Touring & 
Promotion. To obtain a complete 
copy of the 148-page guide, which 
features additional A&R contacts, 
attorneys, tape/disc manufacturers 
and studios, plus essential club, 
press, radio and retail listings for 
over 125 cities in North America, 
turn to page 50 of this issue for 
order information. 
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over to fingers, all my accents started coming from my left 

[fretting] hand, more like a guitar.” 

From this comes one Watt trademark: the quasi-fretless 

tone he wrings from fretted basses, thanks to his unique fin¬ 

ger vibrato and generous use of glissando (slide). But the way 

Watt sees it, “right hand is by far the most important hand 

for bass. My big challenge right now is to get more out of my 

right hand. In a way I’d like to get back to picking—to use 

that and fingers. My left hand does way too much anyway. 
Turning into a fusion player is my biggest fear.” 

Grabbing a trashed-looking Les Paul Signature bass, 

Watt demonstrates one of his favorite right-hand tech¬ 

niques: something he calls “kick and snare.” He’ll use his 

right thumb to whomp the downbeat on the low string, 

emulating a kick drum. This move alternates with a popped 

“snare” note on the high string, landing on the two and 

four, or an offbeat. Many bassists put a lot of “wrist” into 

their thumb slaps. But Watt keeps his wrist fairly rigid and 

instead brings his whole forearm down, hard, propelling 
the base of his thumb into the string, holding his palm 

ready for a quick mute. “Your palm is like an instant noise 

gate,” he advises. 

Watt’s “kick and snare” thing can be heard in the main 

bass riff for “Herded into Pools,” on Firehose’s new album, 

Mr. Machinery Operator. He pounds a thudding A on the 
low E string, using his left thumb to fret the note—“the 

Townshend cheat,” he calls this move that guitar and bass 

schools frown upon. The second note of the riff—the 

“snare” note—is a popped C s played on the sixth fret of the 

G string. From here, the phrase resolves to a G (fifth fret of 

the D string). The second bar of the riff consists of two pull-

offs: A-to-G and E-to-D (seventh and fifth frets of the D and 

A strings, respectively). Watt calls the riff’s initial big tenth 

jump—A to C It—“a righteous interval,” quoting jazzman 

Ray Brown and the bassline for “Walk on the Wild Side” to 

attest to its supreme righteousness. 

But Watt wanted to take the interval to a new place: “I said 

been known to punch pickups right through the back of his bass. Any pickup 

that doesn’t get K.O.cd runs the risk of getting so soaked in sweat that all its tre¬ 

ble will just up and die. This was a big problem, says Watt, till he discovered that 

EMG pickups are sufficiently moisture-proof to survive nightly torrents of 

perspiration. 

Watt’s guerrilla bass approach filters jazz, funk and classic rock influences 

through a “fuck it all” punk sensibility. In this, he has a lot in common with his 

friends and fellow bassists Flea and Les Claypool. Like the Chili Peppers and 

Primus, Firehose is a bass-driven band. The lead instrumental voice often belongs to 

Watt, who writes a good deal of the material. As inspirations, he cites Mingus and 

Mötley Criie’s Nikki Sixx. Huh? “Bass players who write the songs,” he clarifies. 
The rudiments of Watt’s signature style were born during his years with the Min¬ 

utemen, the seminal Southern California punk band that Mike formed with his old 

high school pal D. Boon and which lasted till Boon’s death in 1986. On early Min¬ 

utemen records, Watt played with a pick. He didn’t switch to fingers until the band’s 

1984 opus Double Nickels on the Dime. “When you’re playing with a pick, a lot of 
your accents come from your right [picking] hand,” he explains, surrounded by 

basses in his funky, cluttered San Pedro, California apartment. “But when I switched 

olitically, I think bass is the greatest thing 

you could ever play,” declares Mike Watt. 

“Nobody’s sure what the bass’s role is sup¬ 

posed to be in a band. So, as a bassist, you’re 

totally free. You can be a kick drum, a gui¬ 

tar...whatever you want.” 

Onstage with his band Firehose, Watt 

takes that freedom to violent extremes. He’s 

F ree your bass and 

your mind will follow 

by Alan di Perna 
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to myself, ‘Let’s make it a funk riff.’ ’Cause the 

funk is always so pentatonic—blues, you 

know? Flatted thirds. I wanted to open it up a 

little.” The fill that goes with the riff, also serv¬ 

ing as the tune’s intro, is played by barring the 

tenth fret. Watt strums a G on the A string, 

pinching his thumb and first finger together to 

“fake a pick,” brushing the semi-muted adja¬ 

cent strings for extra texture. 

On to another major Watt tenet: “The bass 

guitar is totally made for open-string playing.” 

This really comes through in Watt’s work with 

Dos—the two-bassist side project he runs with 

his wife, former Black Flag bassist Kira. His love 

of open strings can also be heard on Mr. Ma¬ 

chinery Operator's first track, “Formal Intro¬ 

duction,” where Watt uses his low E as a big 

flapping drone string behind the perky E major 

riff that starts at the seventh fret on the A string. 

The A and D strings also get used as drones as 

the riff moves through its poppy changes. 

Watt has this theory: He says that bebop 

completely exhausted the potential of the 

standup bass, but that the electric bass is only 

just starting to come into its own: “I think elec¬ 

tric bass is part of the power that’s changing 

music now. When I was a kid, bass was where 

you put the lame guy. Nobody wanted to play 

it. Now a lot of kids do. And I think punk had a 

lot to do with that. Bass didn’t have to play a 

subservient role to guitar anymore, because the 

guitarist and bassist were both lame! Girls on 

bass, Sid Vicious.. .punk turned the bass around 

big time. I don’t think Mr. Patitucci or Mr. Jeff 

Berlin would agree with me here. But I see it in a 

different kind of context. ” 'S' 

WATTAGE 

M
IKE WATT’S main machine is a ’68 

Fender Telecaster bass with EMG 

pickups. Live, he plays through a 

Hughes & Kettner Fortress preamp 

into an Ampeg SVT R215 and a Crown 

MicroTech 1200 power amp driving two Eden 

speaker enclosures. The signal runs through a 

Boss CD-50 compressor, a TU-50 tuner, a t.c. 

electronics dual parametric equalizer and a 

Sansamp direct box. A Sennheiser 421 catches 

sound off the speaker cabinet. Strings are DR 

High beams. 

C O M E S S 

[cont’dfrompage 70] with people, and in front 

of people, and time to think about it. 

“I think all the arts—writing, music, the¬ 

ater—are very similar; what you’re trying to do 

is create some kind of color, mood and feeling. I 

believe you can create a color through your 

instrument. You can play the color red. It’s 

basically what the color red is to you. ‘Forty or 

Fifty’ is a red tune. ‘Refrigerator Car’ is dark, 

almost black. ‘Two Princes’ is brown and ‘Little 

Miss Can’t Be Wrong’ is yellow-green. It might 

not mean the same thing to anybody else, yet 

it’s creating a mood to me, which is going to 

transfer over into a mood for someone else. 

“I don’t feel like I have to play something tech¬ 

nical, or fast, or make some drummer go ‘Wow!’ 

The reward is to look out and see people dancing, 

to play this simple beat, and groove it. The most 

important thing for me is to always, for my whole 

life, improve the groove. Ten years from now, I’ll 

be happy if I listen to something I play and I’m 

moving the music, making the groove really kick. 

The deep groove. It’s definitely a mental thing. 

The groove is not a physical thing. ” 'S' 

FAITH AND INSTINCT MADE HIM 
A ©©KIJOW WINNER 

Congratulations to Darren Locklin, winner of the 
Faith and Instinct contest! His review follows: 

The natives are restless, again. These New Jersey 
natives, that is. And the members of Bon Jovi have 
every right to be. After a four year hiatus and suc¬ 
cessful solo endeavors, these rock icons of the MTV 
generation have once again charted a course straight 
to multi-platinum-sville with their latest effort, 
KEEP THE FAITH. 
The title track will, without question, solidify its posi¬ 
tion at the top of the charts. The ever forceful rhythm 
attack of Tico Torres and Alec John Such creates a 
funk-like pulse that pulls you in with every beat. Jon 
Bon Jovi’s raging convictions cannot go unnoticed with 
such lyrics as, “I have suffered for my anger/There are 
wars that can’t be won.” 
Richie Sambora’s chop, wang-slide approach to the 
track “I’ll Sleep When I’m Dead” is sure to be a venue 
crowd pleaser. Jon’s in-your-face vocals swarm like 
an ocean wave during high tide. The song’s not-so-
ironic focal point epitomizes the band’s contagious 
energy since their inception in the early 1980’s. 

© 1993 POLYGRAM RECORDS. INC 

“Bed of Roses” creates such a romantic stir that it is 
certain to bring this band’s rockin’ fans to a serene 
cadence. David Bryan’s melodic keyboards reveal sub¬ 
tle hints of the band’s continual versatility. Enter 
Jon’s convincing testimonial that builds to crescendo. 
The harmonies are top notch. This is, by far, Bon 
Jovi’s best ballad. 

Other tracks that are definitely worth mentioning are 
“Woman in Love,” “Little Bit of Soul,” and the song 
destined to be their anthem for their upcoming tour, 
“Blame it on the Love of Rock & Roll” - This must be 
the rationale for their most innovative disc yet. 

Bon Jovi proves, time and time again, that faith & 
instinct are essential for being a cut above the rest. 
And KEEP THE FAITH is no exception. Bravo. 
- Darren Locklin 
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DEVELOPMENTS 

RIFFS IN A CAN FOR 
CLIP-ART MUSICIANS 

A NEW PARADIGM FOR COMPOSERS AND PERFORMERS 

Anyone who appreciates sampling and MIDI sequencing as some¬ 

thing other than the fall of Western civilization might recognize an 

impending paradigm shift for performers and composers alike: musical 

creation by clip art. 

Of course, hip-hoppers have been cutting and pasting since Grandmas¬ 

ter Flash started spinning his Wheels of Steel. In fact, Pierre Henry created 

musique concrète in the 1940s 

by splicing together bits of 

analog tape. 

So what’s new? For one 

thing, the sheer proliferation 

of ready-made, pre-edited 

clips offered for sale in the 

form of standard-format 

MIDI sequences and audio 

CDs. Sequences have some 

degree of built-in flexibility, 

but sampling CDs are limited 

by the fact that instrument 

sounds and the performances that give rise to them are inextricably inter¬ 

twined. If you don’t like the reverb or the way the drummer flammed 

every other beat on his snare, there’s little you can do about it. 

East-West/Sound Warehouse has devised a nifty way around this 

with their ProSamples 5: Dance/Industrial CD-ROM release ($399). 

This disc offers a distinctive collection of drum loops. Rather than the 

usual audio, though, it contains sound data configured specifically for 

quick loading into a particular instrument, including the mapping of spe¬ 

cific drum sounds to specific MIDI notes (that is, keys on a MIDI key¬ 

board). The real twist is that each bank of sounds is accompanied by a 

MIDI sequence file containing performance data for a drum pattern 

designed around those sounds. (Supported instruments include the Akai 

SI 100, E-mu EIII, Roland S770 and Digidesign SamplcCell.) 

Load the sounds into your sampler and the MIDI file into your 

sequencer, and voilà! Drum loops just like you might steal from your 

favorite Ohio Players record—but fully editable. Want to change the 

tempo? Slow down the sequence. Add or subtract beats? Record or erase 

as you like. Substitute your favorite snare sample for the one supplied by 

East-West? Load it into your sampler. Fantastic. 

This approach isn’t entirely without pitfalls. Many of East-West’s 

samples have their own internal rhythms (licks, flams, fills and the like). 

Slowing down the sequence doesn’t affect the sounds themselves, so 

some of the grooves don’t work at any other tempo—at least not with¬ 

out further editing. 

MIDI sequences without custom samples offer more flexibility, but 

since they need to accommodate a variety of sounds, they tend to be less 

distinctive musically. Prosonus, Trycho and the Music Data Company (a 

division of Passport) offer sequenced arrangements of popular music. 

But the beauty of standard MIDI sequence files is that canned se¬ 

quences need not represent a finished arrangement or composition. 

Rather, they can be raw materials for your own music, malleable in tempo, 

pitch, volume, choice of sound and any other MIDI-defined parameter. 

A good example is the DrumTrax Drum Pattern Library. For $99, 

you get a floppy diskette containing oodles of MIDI files in eight styles: 

“rock,” “R&B,” “dance,” “ballad,” “Latin,” “jazz/blues” and fills. The 

patterns are varied and nicely composed. The performances appear to 

have been generated by a real-time (read “living, breathing, beating”) 

drummer and left unquantized, avoiding the stiffness often associated 

with drum machines. 

If you’ve guessed that the canned-sequence idea isn’t limited to drum 

patterns, you’re right. Chord progressions, arpeggios, riffs, basslines, 

any compositional building block or performance gesture is fair game, as 

long as the MIDI spec accommodates it. The MIDI Busker Acoustic 

Guitar sequence diskette ($24.95), distributed by Lion Hunter Music, 

provides a number of strumming and picking patterns characteristic of 

acoustic guitar performance. They were generated using a MIDI guitar 

controller, so they’re properly idiomatic to the guitar with respect to 

voicing and the order and timing of individual notes in a chord. If you’ve 

ever tried to program realistic guitar parts using a MIDI keyboard, you’ll 

appreciate how much drudgery something like this can save you. The 

downside is the limited variety of the patterns, and a general lack of 

dynamism in the performances—problems endemic in sampled and 

sequenced clip art, by the way—but if you have good guitar sounds, the 

Busker diskette will get you extremely close to the real thing. 

So let’s say you use an East-West drum loop to anchor one of your 

productions, or a slammin’ DrumTrax sequence, or a folkie vamp from 

MIDI Busker—are you acting as a creative musician? Can you save face 

by calling yourself a producer or an arranger? Or are you just jumping 

on the instant gratification bandwagon that’s obviously got us all in tow? 

Most likely, the answer is that you’re taking advantage of a new set of 

expressive techniques that will continue to have a profound impact on 

music well into the future. Collage has been accepted in the visual arts for 

nearly a hundred years; music has been slow to catch up. We can all look 

forward to exciting new production techniques and challenging new 

music—and a host of difficult legal, ethical and aesthetic issues lurking 

just below the surface. TED GREENWALD 

• East-West/Sound Warehouse, 1631 Woods Dr., Los Angeles, CA 

90069; (213) 848-8436. • DrumTrax, 51 Pleasant St. Suite 218, Malden, 

MA 02148; (617)387-7581. • Lion Hunter Music, Box 110678, Anchor¬ 

age, AK 99511; (907) 349-2456. 
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DEVELOPMENTS 

MORE MIXER FOR 

YOUR MON EY 

SOUNDCRAFT SPIRIT FOLIO 

When I took the $495 Soundcraft Spirit Folio out of its box, I 

couldn’t help remembering the mixer I had in my first four-track home 

studio not so many years ago. That board cost twice as much, was three 

times the size and had only a fraction of the features of this sleek little 

unit. If you’re just getting into the game now, you’re in for a treat. 

Given its logical panel layout, solid construction and reasonably long 

fader travel, the Spirit Folio is equally suited for live and studio applica¬ 

tions. Each of six primary input channels features a mike preamp, three-

band EQ (with sweepable midrange), low-frequency roll-off switch, 

two effects sends (one of which is switchable pre/post-fader), pan and 

solo. Each channel sports both high- and low-impedance inputs. Sound¬ 

craft says that you can use them simultaneously if you need to get extra 

signals into the board. 

The main input channels are augmented by two stereo pairs of high-

impedance auxiliary inputs. These are likely to serve as effect returns, 

but they’re also useful for synthesizers, samplers and the like. If six input 

channels (plus two stereo aux inputs) aren’t enough for you, Soundcraft 

offers a Spirit Folio with two additional channels for $625. The larger 

unit comes in two configurations: one with rack ears, one without. Oth¬ 

erwise it’s identical to the lower-priced version. 

The bottom line: This mixer is an excellent value, even given the stiff 

competition from Alesis, Mackie and others. It’s clean and quiet enough 

for recording, and laid out nicely for live mixing. The controls feel sub¬ 

stantial. Unlike other low-cost mixers, the Spirit Folio’s pots and faders 

are all sturdily soldered to their respective circuit boards. And it comes 

with a clear, informative manual. 

On the negative side, the unit lacks channel overload indicators, and I 

prefer solo switches that latch. These two omissions make it more diffi¬ 

cult than it ought to be to set a channel’s gain, and would have been 

worth paying a little extra for. 

Overall, though, I give this board very high marks. Don’t buy a small 

mixer without checking out this one first. SCOTT MARSHALL 

• JBL Professional, Box 2200, 8500 Balboa Blvd., Northridge, CA 

91329; (818) 893-8411. 

ZON SONUS BASS 
It’s sort of a cliché in reviews of electric guitars to say it sounds good 

even without the amp, but in the case of the Zon Sonus bass, the cliché 

rates one more repetition, so here goes: It sounds really good without 

the amp. The design philosophy was to make it sound like a Fender Jazz 

for the ’90s. To me it sounds like a low-end harpsichord, so bright you 

can really hear yourself play without plugging into anything, so bright 

even the E string (we’re talking four 

strings here) chimes clearly. Plug¬ 

ging in is equally pleasurable. The 

active electronics and mixable Bar-

tolini pickups allow for onboard 

versatility whether you’re going for 

warmth, punch or monstrous treble 

for soloing. 

What makes the Sonus really 

stand out, however, is the graphite 

neck. Graphite is colder to the touch 

than wood, and that is apparently 

offputting to many players, but to 

me the main appeal of graphite more 

than offsets the change in feel: The 

neck never warps or bows, no mat¬ 

ter what the weather or season. The 

Sonus has no truss rod, and after 

many years of fearing and distrust¬ 

ing truss rods, I see a vastly simpli¬ 

fied future in which I never again 

have to deal with hexagon wrenches. 

Twenty-four easily accessible frets 

on a never-changing neck with con¬ 

sistently great sustain—that’s tough 

to beat. 

On the down side, the Sonus was slightly heavy toward the neck, but 

not enough that the head dropped toward the floor when it was strapped 

over my shoulder with my hands off. The transparent blue satin finish 

set off the grain of the ash body beautifully. At $1695, the Sonus ain’t 

cheap (although it’s the least expensive in the Zon line), but if you want a 

great-looking and -sounding instrument that can absorb a lot of punish¬ 

ment on the road, this could be your beast. CHARLES M. YOUNG 
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• Frank Gambale • Maria McKee • Zap Mama 

• Johnny Clegg & Savuka • The Devlins 

• Jazzmatazz • Ashley Cleveland 

• John Altenburgh • Pere I hn 

• Craig Chaquico • Zachary Breaux 

Tune in to MUSICIAN Magazine's quarterly new music sampler, 
A LITTLE ON THE CD SIDE for the most convenient way of checking 
out today's newest artists and latest releases. A mere $3.00 
guarantees you the most eclectic collection of music that the labels 
want you to hear. With so much music flooding record stores every 
day, you deserve a chance to try 'em before you buy 'em! To order 
your CD SIDE, just fill out the coupon below. 

Send me_copies of A LITTLE ON THE CD SIDE Volume 10 
Enclosed is $3.00 per disc, P. & H. included. ($4.00 for foreign orders.) 

SUBSCRIBE TO THE CD SIDE and hear a minimum of 75 new releases a year! A mere $15.00 
guarantees you the next six CD Side Samplers. (A new volume every 3 months. Double discs count as 2.) 
_Sign me up! Enclosed is $15.00 for my CD Side Subscription. Please start my subscription with 
_Vol. 8_Vol. 9_Vol. 10. *lf the iolume you requested is sold out, your subscription will begin with the next available sangler. 

ALSO AVAILABLE 
Volume 8, featuring Paul Weller, Jeff Healey, Julian Cope, Maceo 
Parker, Brian Eno, Television, Praise, Thelonious Monster, and 6 more. 
Send me_copies of CD Side Volume 8. Only $3.00 per disc, 

Send your check/money order to: CD SIDE, 33 Commercial Street, Gloucester, MA 01930 P & H included. ($4.00 for foreign orders.) 

_ _ Volume 9, featuring Michael Penn, Goo Goo Dolls, Rosanne Cash, 
name teiephone < Hothouse Flowers, The Tragically Hip, The Rembrandts, Robben Ford, 
—— - the Blue Line, & Brian May and 9 more. 
ADORE* 

Send me_copies of CD Side Volume 9. Only $3.00 per disc, 
MiowtioiwtfBfototuvm P & H included. ($4.00 for foreign orders.) 



RECORD NOS 

STRIPPED-DOWN WESTERBERG 

PAUL WESTERBERG 

14 SONGS 

(SIRE/WARNER BROS.) 

y all rights, the Replace-

merits should have been 

the baby busters’ Beatles, for Paul 

Westerberg was formulating the 

Gen X’s guiding philosophy of cyn¬ 

ical romanticism, ambitious anti¬ 

careerism and hopeful nihilism as 

far back as their 1979 debut, Sorry 

Ma, Forgot to Take Out the Trash 

and its credo, “I Hate Music.” Of 

course the born-to-lose ’Mats self-

destructed just as teen spirit began 

to smell the roses, splintering into a 

flurry of solo albums, including a 

pair of surprisingly tuneful pop¬ 

rock from drummer Chris Mars 

and bassist Tommy Stinson’s punk 

bonhomie version of Ron Wood/ 

Keith Richards second bananadom. 

Also, for those who missed the Re¬ 

placements’ “Bastards of Young”-

styled teen anthems, came the Goo 

Goo Dolls’ Westerberg-penned 

“We Are the Normal.” 

Still, it is Westerberg’s post-group 

solo bow, the Matt Wallace-pro¬ 

duced 14 Songs, that most ’Mats fans 

have been waiting for. While the 

Mars and Stinson albums proved the 

band had hidden talent, this one 

shows that what made the Replace¬ 

ments matter was Westerberg’s social 

satire, self-mocking wit and sense of 

the highs and lows of romance, at¬ 

tached to melodies that move the 

heart as well as the mosh pit. 

Of all the recent Replacement¬ 

like records, 14 Songs sounds both 

least and most like the group West¬ 

erberg once fronted. Least because, 

like Paul’s “Dyslexic Heart” from 

the Singles soundtrack and much of 

All Shook Down, the band’s last 

album, Westerberg doesn’t hide 

behind a wall-of-racket, but pushes 
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his distinctive vocals—warts and all—to the sur¬ 

face, from the Faces-like roar of “Knockin’ on 

Mine” and the snot-nosed mewl of “World Class 

Fad” to the husky basso croon of “Runaway 

Wind” and punk buzzsaw chant of “Down 

Love.” Most because, while he tries out several 

different voices and instruments (including a 

plucked mandolin and cocktail piano), Wester¬ 

berg’s obsessions remain constant: common 

sense vs. education (“ Knockin’ on Mine”), trying 

to recapture the innocence of first love (“First 

Glimmer”), lampooning society’s preoccupation 

with physical appearance (“Mannequin Shop”), 

the vacuum of rock culture (“A Few Minutes of 

Silence”), the conflict between art and love 

(“Things”) and a typically neurotic, deprecating 

self-analysis (“Something Is Me”). 

In short, he’s the same Westerberg we’ve come 

to know and love, except older and slightly wiser. 

This time, though, the ’Mats’ legendary drunken 

anarchy is no longer a hindrance; the musicians 

employed here allow the arrangements to suit the 

songwriting, rather than vice versa. The wonder¬ 

ful “Runaway Wind,” which evokes such previ¬ 

ous saloon ballads as “Unsatisfied,” “Here 

Comes a Regular” and “Night Club Jitters,” or 

the stark simplicity of Westerberg’s unadorned 

vocal on the Neil Youngish “Black Eyed Susan,” 

may not win over the Kurt Cobain crowd. But 

surely the honky-tonk blues of “Silver Naked 

Ladies,” with its rollicking organ provided by 

ex-Faces keyboardist Ian McLagan, and the self¬ 

indicting bleat of “Something Is Me,” reminis¬ 

cent of such ’Mats standards as “Hold My Life” 

and “Can’t Hardly Wait,” offer something for 

even the die-hard Replacements Stink holdout. 

Paul Westerberg always seemed to have the 

soul of an old man in the body of a whining 

post-adolescent. On 14 Songs, he’s starting to 

act his age. —Roy Trakin 

Dwight Yoakam 

This Time 
(Reprise) 

Dwight yoakam made his mark as 
a new traditionalist country singer—vocal¬ 

ly a natural, with the stoic throb and nasal soulful¬ 

ness to give life to the genre’s lachrymose laments, 

and musically willing to combine honky-tonk and 

hillbilly configurations with rockabilly beats and 

stone rock guitar. On This Time he hangs tight to 

all that, while venturing a little further into the 

dubious area of country pop, the kind of stuff that’s 

featured occasionally on VH-1 (where, not inci¬ 

dentally, Yoakam was designated artist of the 

month for April ’93). This is most blatant on the 

album’s first single “Ain’t That Lonely Yet”—the 

only song here not penned or co-penned by 

Yoakam—a bit of bathos-lite with a professional¬ 

ly contempo gloss. Similarly, “A Thousand Miles 

from Nowhere” sugar-coats its existential yowl, 

the guitars layered on like an early-’70s George 

Harrison production; it’s listener-friendly but 

that essential Yoakam-ness gets buried. He’s also 

swamped on the flat-out rocker “Wild Ride,” 

which steals gleefully from “Tumbling Dice” (just 

as “Fast as You” less felicitously lifts the “Pretty 

Woman” riff)—nice groove, though. 

The singer does better when the new and old 

elements are more balanced, as on the title cut, a 

beefed-up honky-tonker. The familiar drip of a 

barroom piano is there, but the back beat is high-

tech aggressive. “Two Doors Down” and “Home 

for Sale” arc wonderfully uninhibited wallows 

(“Home for sale/Restored like new/Just a place/ 

Two lives outgrew”), setting Yoakam, in his best 

bruised but brave voice, against an electric piano 

(“Doors”) and a Big Pink organ (“Home”). For 

the finale Yoakam shucks the mod trappings to 

warble an instant chestnut called “Lonesome 

Roads.” “I’m just a face out in the crowd that 

looks like trouble,” he sings convincingly 

enough—but then, having grasped the trowel, 

heaps it on with “Poor ol’ worthless me is the 

only friend I ever made.” Yeech. Oh well, This 

Time remains an interesting mix of the shrewd 

and the guileless, and of each at different times 

pretending to be the other. —Richard C. Walls 

Earth and Sun and Moon, Midnight Oil’s first 

studio recording since 1989. Most of the sonic 

punch—there’s plenty of it—comes from the 

angry, warbling vocals of Peter Garrett and the 

guitars of Martin Rotsey and Jim Moginie. Cer¬ 

tainly the band shows no signs of going soft after 

nearly 20 years together. Midnight Oil have been 

called the “Australian Clash,” but the Rumour 

and E Street Band are more accurate reference 

points. Like those groups, Midnight Oil have al¬ 

ways had a way of combining hook-laden chorus¬ 

es with vital rock, and here they achieve an espe¬ 

cially potent mix of guitars, acoustic and electric, 

over brooding organ and pumping rhythm tracks. 

Earth and Sun and Moon marks a reunion 

with English producer Nick Launay {Red Sails 

in the Sunset, 10,9,8... ), though the band’s over¬ 

all sound here seems less clearly defined; traces of 

the Beatles, U2, Magazine and the Clash rever¬ 

berate through this recording. The ’60s are pre¬ 

sent on “Renaissance Man,” from its Fab har¬ 

monies to the George Harrison-style lead, and 

on “Feeding Frenzy,” featuring boss Hammond 

organ. An insistent single-note piano motif kicks 

off “My Country,” strongly reminiscent of U2, 

while the title track, with its lush, sweet-voiced 

chorus, is as pop as anything the Oils have done. 

Midnight Oil’s blend of angry personal and 

political songs is familiar enough, though ab¬ 

stract lyrics often defy a search for simple mean¬ 

ing. Against densely layered guitar, “My Coun¬ 

try” hints at catastrophe, perhaps America’s 

destruction of an Iraqi bomb shelter full of 

women and children; “Truganini,” which fea¬ 

tures slamming acoustic and electric guitars and 

a backward-tracked lead, describes the last full-

blooded Tasmanian aborigine and her unsuc¬ 

cessful fight for the survival of her people. Se¬ 

ducing your attention with beautiful melodies 

and catchy choruses, Peter Garrett remains one 

engagingly angry Aussie. —Chris Rubin 

Midnight Dil 

Earth and Sun and Moon 
(Columbia) 

The occasional strings and horns 
of past efforts are nowhere to be found on 

Aerdsmith 

Get a Grip 
(Geffen) 

N ot to belabor the af.rosmith-
came-back-from-drug-induced-hell 
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angle, but their career does fall into two neat 

halves: Before Sobriety (BS) and After Sobriety 

(AS). BS, they proved you could create great 

music while all messed up, and were to rock ’n’ 

roll what John Wayne was to acting—very 

good at being Aerosmith, but you didn’t want 

to see them trying to play Hamlet. And eventu¬ 

ally they failed at being Aerosmith. AS, they’ve 

become more like Robert De Niro—still great 

at the male strut, but they can take on a variety 

of roles and make them work. On Pump in 

1989, they added interludes of weirdness with 

exotic instruments that lifted the album into the 

rarefied realm of “complete listening experi¬ 

ence,” and Steven Tyler pulled off one of his 

most successful attempts at not singing about 

sex, “Janie’s Got a Gun,” which explored the 

topic of child abuse for an audience that needed 

to hear it on MTV. 

In the intervening years, Aerosmith has 

become a model for endorsing good causes 

(free speech, voting, feeding the homeless) 

while avoiding any aura of PC. This is because 

what Aerosmith is really selling—on top of 

great guitar riffs, ringing production (by Bruce 

Fairbairn) and the inevitable heaping dollops of 

sex—is exuberance. Steven Tyler acts like 

every one who’s stuck in a desk at school or the 

office imagines it would be fun to act like: Stick 

out your tongue and sneer and say exactly 

what you think. On Get a Grip, Tyler is still 

thinking a lot about sex, as he has for the two 

decades of Aerosmith’s recorded existence, but 

he is also thinking about wealth in “Eat the 

Rich” (perhaps inspired by their megamillions 

deal with Sony) and he doesn’t like the damage 

that large amounts of it can wreak on the per¬ 

sonality. There are times when Tyler throws so 

many words at a situation that you wish he had 

an editor—on “Livin’ on the Edge” Tyler goes 

for grand overview and can’t philosophize any 

better than quoting old Yardbirds lyrics. But 

you’re also glad he doesn’t have an editor, lest 

some of his exuberance be trimmed as well. Joe 

Perry remains one of the great riff meisters 

(most brutal cut is probably “Fever”), so you 

got exuberance, riffs and all the production 

money can buy. And you got interludes of 

weirdness that are psychedelic this time, not 

exotic. Sounds like the complete Aerosmith lis¬ 

tening experience to me. 

—Charles M. Young 

Arthur Alexander 

Lonely Just Like Me 
(Elektra/Nonesuch) 

The story goes like this: in 1991 
disc jockey Vin Scelsa put together a 

showcase for a few exemplary songwriters to 

play their material and discuss its development 

at the New York club, the Bottom Line. Among 

the participants was Arthur Alexander, who’d 

been more or less forgotten since the early-to-

mid-’60s when his mix of “country soul” 

inspired the Beatles and Stones to cover his 

songs (“Anna” and “You Better Move On” 

respectively) and John Lennon to declare 

Alexander his favorite songwriter. Alexander 

promptly stole the show. 

Amidst the excitement of a renewed creative 

force comes Lonely Just Like Me; 12 songs—a 

handful of remakes peppered with striking new 

originals—that, with a minimum of fanfare and 

solid, unpretentious production values (Reggie 

Young’s clean Stratocaster tone is enviable), pre¬ 

sent Arthur Alexander as a man who has lost 

neither his knack for concise, to-the-heart song¬ 

writing nor his wonderfully sorrowful baritone. 

Joined by his old Muscle Shoals compatriots 

Spooner Oldham, Donnie Fritts and Dan 

Penn, Alexander starts things in peak form 

with the new-but-soon-to-be-classic “If It’s 

Really Got to Be This Way.” Reggie Young 

rings out the stately riff and Alexander follows, 

recounting the simple R&B trial of a woman 

who has decided to live without him. “I’ll 

cry/But I’ll get by/And I’ll forget you some¬ 

day, girl/If it’s really got to be this way,” sings 

Alexander, the jilted lover who, though racked 

with emotion, keeps his perspective and his 

dignity. That’s Arthur Alexander. He turns 

down the love of his best friend’s girlfriend 

because “I know it would hurt him so,” in “Go 

Home Girl.” Admitting what it means to hurt, 

by album’s end he’s found a spiritual resting 

place in “I Believe in Miracles.” 

After years of misfortune, the 53-year-old 

Alexander shows no trace of old bitterness (for 

that, check out 1972’s exploitation tale “Rain¬ 

bow Road”). Instead, he sounds relaxed and 

confident, an elder statesman turning to his 

muse with affection and for the same reason he 

began: to give a sympathetic voice to things that 

deserve our sympathies. —Rob O’Connor 

Guru 

] azzmatazz Volume One 
(Chrysalis) 

IT WAS INDEED A PRIVILEGE AND A blessing to have worked on this project with 

such amazing people.” East- [cont’d on page 95] 

Only a Gibson Is Good 
Enough! 1:» 
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WYNONNA JUDD 
Tell Me Why 

( C U R B/ M C A ) 

A country crossover in the truest sense, Tell 
Me Why skews pop the old-fashioned way, with 
soulful singing, funky rhythm work and conven¬ 
tionally catchy melodies. Listen to the way Wynon¬ 
na powers through “Tell Me Why” or growls over 
the gospel groove of “Let’s Make a Baby King,” and 
there’s no doubt she belongs alongside Mariah 
Carey or Vanessa Williams. Yet her pop appeal does 
nothing to undercut the down-home delivery on 
“Girls with Guitars” or the mournful murmur she 
applies to “I Just Drove By.” 

A PA CHE INDIAN 
No Reservations 

(MANGO) 

IT’s hard to say which is goofier—that dance¬ 
hall’s first Asian-Indian star straight-facedly calls 
himself Apache Indian, or that the stone-Jamaican 
groove of “Chok There” is fleshed out with perco¬ 
lating tablas. As silly as his shtick seems on paper, 
Apache Indian is wholly convincing on record, 
whether working with reggae greats like Maxi 
Priest or playing off his Indian roots in bhangra-

flavored tunes like “Arranged Marriage.” 

WARREN ZEVON 
Learning to Flinch 

(GIANT) 

IF the truest test of a song is how good it 
sounds with just an acoustic guitar or piano, this is 
where Warren Zevon shows what his hits are made 
of. Working live and without a band, he ranges 
from oldies to his current stuff, and it all holds up 
nicely, from the acoustic quaver of “I lasten Down 
the Wind” to the slash-and-churn of “Jungle 

Work.” And he’s not averse to instrumental elabo¬ 
ration, as the boogie piano of “Excitable Boy” or 

the slide guitar on “Worrier King” make plain. 

DAVI D B D W I E 
Black Tie White Noise 

( S AVAG E) 

with its emphasis on instrumental improvisa¬ 
tion and personal circumstances, you wouldn’t 
expect this to be a very commercial offering. Yet its 

REVIEWS 

RELEASE 

primus, por k Soda (Intersco i» e) 

so the songwriting sucks. So what? Primus’s strength is playing—Les Claypool's 

slap-happy bass, Larry Lalonde's note-splattering guitar, Tim Alexander’s slow-churn¬ 

ing drums—and that's what this album emphasizes, from the string-popping “The Ol' 

Diamond Back Sturgeon ” to the bristling throb of “Hamburger Train. " They do make 

an occasional attempt at melody (as with the semi-catchy “Welcome to This World”), 

but if it’s pure pop you thirst for, you'll have a hard time swallowing Pork Soda. 

hooks effortlessly snare the listener—in part 

because they’re so offhand, mostly because they so 
gracefully avoid the obvious. And isn’t that what 

Bowie always did best? 

WENDY JAMES 
Now Ain’t the Time for Your Tears 

(GEFFEN) 

absolutely right, Wendy. Laughter would be 
more fitting. 

THE POSIES 
Frosting on the Beater 

( D G C ) 

Tired of the way “ Beatlesesque” too often 
translates as “wimpy guitar pop”? Frosting doesn’t 

waste time on pointlessly pretty sounds, nor does it 
indulge the self-consciousness that usually mars 
power pop. Rather, it backs bittersweet vocal har¬ 
monies with full-on drumming and grungy, 
garage-schooled guitar work that keep the focus on 

the Posies’ intricate, idiosyncratic tunes. 

SUGAR 
Beaster 

( R Y K O I 

bob mould describes this as Sugar’s dark side, 
and it’s true that the six songs collected here are less 
upbeat and accessible than the group’s debut. But 
because Beaster is more demanding than Copper 

Blue doesn’t mean it isn’t as much fun; anyone who 
doesn’t get off on the vertiginous tumble of “Tilt¬ 
ed” or the howling rage of “Judas Cradle” takes the 

band’s name far too seriously. 

RAGING SLAB 
Dynamite Monster Boogie Concert 

(DEF AMERICAN) 

what marks raging Slab as a genuine boogie 
band isn’t the omnipresent slide guitar or the drawl¬ 
ing, shit-kicker vocals; it’s the way this crew slam¬ 
dunks every riff it gets ahold of, from the semi¬ 
acoustic stomp of “Weatherman” to the steamroller 

groove of “National Dust.” And while that doesn’t 
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INTRODUCING 
SMALL 

DCC 
The new cassette 

that plays and 

records digital 

sound without 

making your 

existing cassette 

collection 

obsolete! 

PRESENTING everything you've ever 
wanted in a music medium. Digital Compact 
Cassette is the long-awaited recordable 
digital medium from Philips, the company 
that invented both the cassette and the 
compact disc. 

FLAWLESS DIGITAL SOUND 
DCC uses the latest digital technology to 
record and play back up to 1 20 minutes 
of full-range music on a standard-sized 
cassette. DCC features the sound 
you're used to hearing from a digital 
source...crystal clear, without a trace 
of hiss or distortion. 

PORTABILITY 
DCC is the most rugged portable medium 
yet. It's the only way to enjoy true digital 
sound without wobble, distortion or 
mistracking as you jog, run or ski to your 
heart's content. It's also the only way to 
experience pothole-proof digital sound in 
your car. Portable DCC players will be 
available this summer. 

PLAYS ALL CASSETTES 
Stepping up to DCC will not mean shelving 
your entire collection of conventional 
cassettes. In addition to playing and 
recording digital sound, all DCC players 
are designed to play standard cassettes, 
chrome cassettes, metal cassettes, and 
cassettes recorded with Dolby B and C 
noise reduction. A new state-of-the-art 
medium that doesn't make everything else 
obsolete...now that's a miracle! 

THE DCC EVOLUTION BEGINS! 
All of these artists and hundreds more 
are now available on prerecorded DCC: 

Bryan Adams, Bartoli-Rossini Heroines, 
Bon Jovi, Boyz II Men, Robert Cray, 
Billy Ray Cyrus, Drivin-N-Cryin, Extreme, 
Shirley Horn, Horowitz the Poet, 
The King and I, Bob Marley, Kathy Mattea, 
John Mellencamp, Van Morrison, 
P.M. Dawn, Shakespear's Sister, Sting, 
U2, Suzanne Vega, Vanessa Williams. 

DCC. HOW TO HEAR THE FUTURE 
WITHOUT GIVING UP THE PAST. 



SHORT TAKES 

stop the Slab from including a pretty tune or two 
(“Take a Hold” suggests the sort of sentimental bal¬ 
lad the new Skynyrd can’t seem to write), it never 
lets those gentle moments get in the way. 

BY CHIP STERN 

JOSHUA REDMAN 

Joshua Redman 
(WARNER BROS.) 

From the opening notes of “Blues on Sunday” 
to the byways and myways of Monk’s “Trinkle 
Tinkle,” it’s clear that tenor saxophonist Joshua 
Redman has the harmonic conception and class 
timbre to travel in whatever circles his muse moves 
him. Redman’s tone is intoxicating, recalling the 
burnished machismo of Ben Webster and Eddie 
“Lockjaw” Davis (and father Dewey Redman), 
while his rhythmic command is such that he 
sounds relaxed and in control on jumping features 
like “Echoes,” and positively Ellingtonian on test-
of-manhood ballads like “Body & Soul.” Melodic 
ideas and blues cries inhabit each phrase. And as 
good as Joshua Redman gets, surely the best is yet 
to come. A major new force. 

AHMAD JAMAL 

Chicago Revisited/Live at Joe Segal's 

Jazz Showcase 
(TE L A R C ) 

Jamal’s way of approaching an improvisation 
turns standards like “All the Things You Are” into a 
series of graceful variations, distinguished by sly 
melodic asides, dynamic understatement and meta¬ 
morphoses of orchestral colors and themes. John 

Heard and Yoron Israel offer strength and sensitivity 
as the moment demands, which is good, because 
while Jamal can bring plenty of heat to bear on a tune 
such as “Bellows,” with its long flowing runs and 

gospelish interludes, he is really a virtuoso of space 
and dynamic contrast. Thanks to Telare ’s 20-bit digi¬ 
tal technology, this is as fine a piano recording as I’ve 
heard in this chilly digital age. 

THE THELONIOUS MONK QUARTET 

Live at the Five Spot—Discovery! 
(BLUE N OTE) 

JOHN CO LT RANE 

Dear Old Stockholm 
(IMPULSE l/G R P) 

man, IT’S like they discovered a couple of extra 
chapters from Ulysses. The 1957 Five Spot date is a 

tactile experience; you can practically smell the 
bathroom through the smoky low-fi gloom, as 
Coltrane plays the edges off of Monk’s composi¬ 
tions in triplicate, finding a way out of his chordal 

labyrinth in Monk’s crisscrossing thematic har¬ 
monics. Monk’s sense of space is so sublime, you 
can feel him dancing even when he lays out, espe¬ 
cially in Roy Haynes’ exuberant, triplet-happy 
solo variations to “In Walked Bud” and “I Mean 
You.” Dear Old Stockholm generates a unified 
portrait of Coltrane in the spring of ’63 and ’65, 
collecting Haynes’ studio excursions with Garri¬ 
son and Tyner on one disc, and does it swing. 
Where Elvin Jones has a long legato gait and 
orchestrates the rhythm with tumbling prome¬ 
nades of rolling thunder, Haynes has Sugar Ray’s 
footwork, and his staccato syncopations shatter 
and regroup like bursts of firecrackers. You’ve 
probably heard “After the Rain” and “Dear Lord” 
on some other compilations, but with the title tune 
(from ’63) “One Down, One Up” and “After the 
Crescent” (’65) you get a good idea about how 
inside Trane’s outside really was. 

CHICO HAMILTON 

Trio! 
(SOUL NOTE) 

somehow when they get around to talking 
about the great jazz drummers, Chico Hamilton is 
an afterthought. Perhaps because of his identifica¬ 
tion with the early West Coast jazz scene or his 
late-’50s chamber jazz ensembles, people lump 
him with a lot of odorless-colorless timekeepers. 
Wrong. Hamilton is a superb stylist, with a tem¬ 
pered ear for color and contrast, and on this bass¬ 
less trio with saxophonist Eric Person and guitarist 
Cary DeNigris, he takes a page out of Paul Mo-
tian’s book and exposes the drums as a melodic 
force. Few drummers would have the panache to 
take on a distorted guitar in a free dialogue with 
brushes as he does on “Sound Rising” or bring out 
the swing in a funk beat as on “C & C.” That ten¬ 
sion between force and delicacy makes Trio! work. 

JOHN SURMAN 

Adventure Playground 
( E C M ) 

british reedman Surman finds himself in 
heady company: drum innovator Tony Oxley, a 
polyrhythmic juggler who has helped liberate the 
trap set from the snare-kick cadence; bass virtuoso 
Gary Peacock, who has played with everyone 
from Albert Ayler to Keith Jarrett; and pianist Paul 
Bley, who was a major influence on Jarrett and an 

early collaborator of Ornette Coleman’s in Los 
Angeles. Bley’s moody, minor modes and probing 
voicings set the tone here, and Surman responds 

with rich lyricism on baritone, soprano and bass 
clarinet. Oxley’s tempest-in-a-teapot accents and 
Peacock’s springy, resilient lines elicit more vigor 
from this fine reedman than on previous ECM 

dates, making for varied moods, from the sunny 
pseudo-funk of “Figfoot” and the brash exchanges 
on “Just for Now,” to the shifting emotional can¬ 
vas of “Quadrophonic Question.” 

JOHN SCOFIELD QUARTET 

What We Do 
(BLUE NOTE) 

HO-HUM, ANOTHER FIRST-RATE modem jaZZ 

album from guitarist Scofield. His latest rhythm 
section of Dennis Irwin and Bill Stewart plays with 
taut, uncluttered urgency, and Joe Lovano is an ele¬ 
gant tenor master, with wonderful control of tim¬ 
bre and a fresh ear for harmonic displacements. 
Scofield’s writing seems to feed off of his uncanny 
ear for boppish lines and curlicue melodic twists, 
and the echoes of Charlie Parker peek out of many 
a tune. Still, I find myself wishing he’d turn off his 
effects on a few tunes so we could hear more of his 
touch and picking dynamics. Just a thought. 

FREDDIE HUBBARD 

Live at Fat Tuesday's 
(MUSICMASTERS/BMG) 

STANLEY TURRENTINE 

More Than a Mood 
(MUSICMASTERS/BMG) 

so often criticized for emphasizing the bra¬ 
vura aspects of his commanding technique at the 
expense of harmonic and melodic invention (i.e., I 
wish 1 could play like that), Hubbard’s mature 
vigor and brash authority (plus the superb support 
of his youthful collaborators Tony Reedus, Benny 
Green, Javon Jackson and Christian McBride) 
pleases like a brass tonic in an era when so many 
tadpoles sound like carbons of Miles. As for Mr. T, 
having suckled so many quiet-storm saxophonists 
on the mother’s milk of his soulful romanticism, 
Turrentine journeys where they cannot follow, 
delineating his magisterial jazz roots and bluesy 
ballad mastery in the company of rhythm titans 

Cedar Walton, Ron Carter and Billy Higgins. 

■ w 

GRAM PARSONS 

Gram Parsons & the Fallen 

Angels—Live 1973 
(SIERRA) 

recorded for a New York radio broadcast, 

Parsons’ performance of heart-breaking originals 
and unusual covers demonstrates his rousing spon¬ 

taneity and emotional purity. “Drug Store Truck 
Drivin’ Man,” which he wrote while with the 
Byrds, is given a slower gospel-tinged rendition 

highlighted by Neil Flanz’s mournful steel guitar. 
Parsons wails on “Big Mouth Blues” as lead gui¬ 

taristjock Bartley weaves and twists some nasty 
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fills. Then-unknown Emmylou Harris offers 
strong vocal accompaniment, particularly on an 
unedited, digitally remastered recording of “Love 
Hurts,” as the classic duo’s quivering vocals blend 
and intertwine in forlorn romantic abandon. (Box 
5853, Pasadena, CA 91117-0853) —Rick Petreycik 

MIRANDA SEX GARDEN 

Suspiria 
( M UTE) 

bringing new meaning to the term “gothic 
rock,” Miranda Sex Garden has gone beyond the a 
cappella madrigals of its debut and added bass, 
drums, violins and acres of fuzzy guitar. The three 
vocalists weave spookily around the inventive 
instrumental support, while time shifts and tape 
loops create an edgy unpredictability. A rich, chal¬ 
lenging collection of polyrhythmic folk-rock 
dirges and off-the-wall ballads, including a rela¬ 
tively straight reading of “My Funny Valentine.” 

—Geoffrey Welchman 

STEVE FERGUSON & THE MID¬ 

WEST CREOLE ENSEMBLE 

Jack Salmon & Derby Sauce 
(SCHOOLKIDS' RECORDS) 

The "original- guitarist in the most obscure 
Best Band in the World—is that cult status or 

what? Most stunning about NRBQ’s long-lost 
axeman’s comeback is how complete a picture it 
paints: nine great songs snazzily arranged by Fer¬ 
gie, performed by an “ensemble” playing every 
instrument there is and some (“assimilated flute, 
chime & violin”) that aren’t. Ferguson hasn’t been 
totally MIA—he played a major role in Johnnie 
Johnson’s out-of-the-blue Johnnie B. Bad on Elek¬ 
tra in ’91—but considering the level of profession¬ 
alism, polish and skilled picking displayed here, 
that he even stepped away for a moment (let alone 
20 years) is a crime. You’ve got to hear this. (523 E. 
Liberty, Ann Arbor, MI 48104)—Dave DiMartino 

THOMAS ANDERSON 

Blues for the Flying Dutchman 
(BLUE MILLION MILES) 

Anderson’s second album—on a German 
label, no less—is earnest, literate and maybe even 
as namedroppy as Elliott Murphy's Aquashow was. 
Which is fine—I mean, if you’re a good songwriter, 
you write about things that mean a lot to you, 
right? And if you’ve been a rock critic—as Ander¬ 
son has been and still is—that means writing songs 
plugging ’70s stalwarts like Armand Schaubroeck 
and the New York Dolls that are called “Whatever 
Happened to Nash the Slash.” Answer: He’s doing 
film scores in Toronto under his real name, Jeff 
Plewman. And maybe his records sell in Germany, 

too.—Dave DiMartino 

VARIOUS ARTISTS 

Excursions in Ambience 
(CAROLINE) 

Technophobes, take note. This lite antholo¬ 
gy eases the stress of future shock by lending a 
warm, cuddly aura to machines that would ordi¬ 
narily frighten decent citizens. An anonymous 
gurgling ooze dominates the proceedings, 
although the flow isn’t entirely generic. 777’s 
“Mia,” co-produced by ancient hippie Steve 
Hillage, injects an unexpected note of tension. 
Meanwhile, Psychedelic Research Lab’s “Tarenah” 
blends enticing hints of African and Indian sounds 
to create something verging on an actual song. Or 
is that just the electronic pod people, seeking to 
enslave new subjects by pretending to be normal? 
Soothing and spooky at once.—Jon Young 

JOHN SEBASTIAN 

Tar Beach 
(SHANACHIE) 

yes, he’s back, and—no surprise—as winning as 
always. Low-key production puts Sebastian’s 

voice front and center, where it still works its 
magic. His songs acknowledge nostalgia (“Night 

Owl Cafe,” “Smokey Don’t Go”) without being 
trapped by it. But most of them are glad to be right 
here, right now.—Scott Isler 

SHEILA CHANDRA 

Weaving My Ancestors’ Voices 
(REALWORLD/CAROLINE) 

no ENYA comparisons, please. Chandra not 
only sings British and Irish folk tunes (one apiece) 
but also a Spanish lullaby and Indian vocalise, not 
to mention Gregorian and Hindi chant. Didactic, 
maybe, but soothing and smoothly produced. She 
also makes her point: A drone isn’t always a bore. 

—Scott Isler 

ORQUESTA ORIGINAL DE 

MANZANILLO 

Puros 
( Q B A D I S C ) 

most folks don't usually associate flutes and 
violins with hip dance music. Unless, of course, 
they have swung their hips to a great Cuban cha¬ 
ranga. Puros, one of the four initial offerings from 
Qbadisc (a new label specializing in Cuban 
tuneage), collects a dozen sons, congas, rumbas and 
other socialist-island sounds from the popular 

masters of this instrumental configuration, 
Orquesta Original de Manzanillo. The 30-year-

old, 13-piece band excels at the beautiful collision 
of second-line strings, lithe wind instruments, 
funky Latin-stride piano, chunky electric bass and 

mondo percussion. Lead singer Candido Fabré’s 
syncopated exhortations cheer on the communal 

efforts of his bandmates. Smooth and full-bodied, 
with a pleasantly lingering aftertaste, Manzanillo is 
one of the finest non-tobacco Cuban products, 
available for the first time to discerning Yanqui 
imperialists. (Box 1256, Old Chelsea Station, New 
York, NY 10011)—Tom Cheyney 

CALVIN RUSSELL 

Soldier 
(NEW ROSE) 

with his sweat-stained fedora, scarred mug 
and washed-out eyes, Calvin Russell looks like the 
guy down at the end of every bar, stirring his bones 
to hobble out at last call. Jim Dickinson produced 
this record, a bestseller in Europe; it’s electric 
blues-rock with an acoustic sparseness, the lead 
guitar and drums crunching against the silence. An 
unemployed plumber and ex-con from Austin, 
Russell contemplates heaven from Death Row, 
from a flophouse cot. He expects nothing and rec¬ 
ommends that you do the same. (25, rue du Gener¬ 
al Leclerc, 94270 Le Kremlin-Bicetre, France) 

—Tony Scherman 

MARTIN CARTHY & 

DAVE SWARBRICK 

Skin & Bone 
(GREEN LINNET) 

when these British folk-rock avatars deliver 

bare-bone readings of trad material, the results 
sound so timeless that you wonder if it’s because 
the artists sound as ancient as their centuries-old 
set list or that the songs somehow manage to be 
contemporary. Either way it’s a marvel, from the 
have and have-not tales of “The Poacher” and 
“The Sheep Stealer” to the sunny hedonism of 
“The New Mown Hay.”—Thomas Anderson 

TH E SO FT BOYS 

A Can of Bees 

Underwater Moonlight 

Invisible Hits 
( R Y K □ D I S C ) 

before Robyn Hitchcock became Robyn 
Hitchcock, he was leader of the Soft Boys. These 
three albums, recorded between 1978 and 1980, con¬ 
stitute the Boys’ entire official recorded legacy; 
together they make a serious claim for the band as 

one of the most inspired of that era. Many of the 
Hitchcock trademarks are already on display—the 
delirious lyrical imagery, the repeated references to 

fish, crabs, prawns and other underwater inhabi¬ 
tants, the musical tips of the hat to Lennon, Barrett 
and McGuinn. Yet the Soft Boys rocked harder than 

the Egyptians ever have; though Hitchcock’s style 
has grown subtler over the years, it’s also lost much 
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of the savage abandon (and gorgeously sinewy gui¬ 
tar tone) that’s so evident here.—Mac Randall 

DAVE BARTHOLOMEW 
Spirit of New Orleans 

(EMI) 

as imperial records’ producer/A&R man in 
New Orleans throughout the 1950s, Bartholomew 
pretty much was the sound of the city to rock ’n’ 
roll fans. His hand-picked backing musicians are 
commonly associated with Fats Domino but 
imparted the same elegant swing to a number of 
singers—even, rarely, Bartholomew himself. This 
double CD (50 tracks) is a long-overdue tribute to 
his expertise. Caveat: It also provides the genealo¬ 
gy to Chuck Berry’s “My Ding-a-Ling.” 

—Scott Isler 

CURTIS MAYFIELD & THE 
IMPRESSIONS 

The Anthology 1961-1977 
(MCA) 

apart from James Brown, the great Curtis 
Mayfield may have exerted the broadest influence 
of any R&B auteur. Consider: Young Bob Marley 

paid close heed to his elegant Impressions, whose 

sweet Chicago vocals built a bridge between doo¬ 
wop and soul in the early ’60s, while Mayfield’s 
stunning ’72 soundtrack for Superfly charted the 
urban war zone now being revisited by countless 
rappers. Even if you already know the big hits, this 
deeply satisfying two-CD feast holds wondrous 
delights, from the gorgeous “Sad Sad Girl and Boy” 
to the future-shock funk of “(Don’t Worry) If 
There’s a Hell Below, We’re All Going to Go.” 

Mayfield has recently reissued many of his solo 
works; now it’s time for MCA to do the same with 
those classic Impressions albums. Please! 

—Jon Young 

VARIOUS ARTISTS 
Capricorn Presents the Cobra 

Records Story 
(CAPRICORN) 

Cobra, founded in Chicago in 1956 by entre¬ 
preneur/gambler Eli Toscano (who, legend has it, 
was fitted with a pair of cement Oxfords after pil¬ 
ing up some mob debts), was the crucible of the 
high-burning West Side guitar style. Otis Rush, 
Magic Sam and Buddy Guy did their earliest, and 
some believe best, work there, and much of it is 
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included on this two-CD, 54-track compilation. 
Beyond the blazing excitement of numbers like 
Rush’s “Double Trouble,” Sam’s “All Your Love” 
and Guy’s “You Sure Can’t Do,” there are excel¬ 
lent entries by such stablemates as harp master 
“Shakey” Walter Horton, R&B singer Harold 
Burrage, soulstress Betty Everett and Ike Turner’s 
churning band the Kings of Rhythm. Another 
very welcome boxed set in Capricorn’s continuing 
look at important postwar independent labels. 

—Chris Morris 

LOWELL FULSON 
One More Blues 

{EVIDENCE) 

LARRY DAVIS 
I Ain’t Beggin’ Nobody 

(EVIDENCE) 

The evidence label, which has been conscien¬ 
tiously reissuing Sun Ra’s great Saturn recordings, 
has also picked up a few blues gems originally 
issued only in Europe. The Fulson set, from 1984, 
is a hot affair, with the L.A. singer/guitarist receiv¬ 
ing hard-hitting support on a selection of originals 
and sturdy covers by guitarist Philip Walker and 
his band. Singer/guitarist Davis, best known for 
his 1958 Duke classic “Texas Flood,” is paired 
with saxophonist/keyboardist Oliver Sain, who 
also contributes songs well-suited to Davis’s sensi¬ 
tive vocal style. Both albums are pleasing works 
by still-effective veteran performers. 

—Chris Morris 

MILES DAVIS 
Kind of Blue 
(COLUMBIA) 

DAVE BRUBECK 
Time Out 
(COLUMBIA) 

Sony chose to introduce their 20-bit “Super Bit 

Mapping” process with a series of limited-edition, 
gold-foil compact discs, including these two clas¬ 

sics. I cannot comment about whose competing 
20-bit technology is the best, but using my LPs and 
30 years of listening as a reference point, I can 
report that I’m hearing many palpable subtleties in 
these newly remastered masterpieces I never sus¬ 
pected were there. For instance, cymbals come out 
remarkably transparent and clear—you can hear 
Jimmy Cobb and Joe Morello adjust their touch, 
and it’s all airy and open. Also, the bass is chewy 
and warm, without that hyped-up, in-your-face 
boom of many early CDs. Mostly, I’m impressed 

by a sense of space and imaging—an enhanced 
room environment—so that each bell tone by 
Miles and Paul Desmond has depth and warmth. 

Now please go back and do this to the entire Miles 
and Ellington catalogs.—Chip Stem 
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[cont’d from page 89] wood at the Oscars? 
Clapton on Grammy night? Nope, it’s Gang 

Starr’s Guru, kicking off Jazzmatazz by prais¬ 
ing his collaborators. Billed as an experimental 

fusion of live jazz and hip-hop, this all-star 

schmoozefest doesn’t make the groundbreak¬ 

ing strides he envisioned. (Digable Planets did 

more to evoke a hipster vibe on their debut.) 

But that doesn’t stop the ace MC from devising 

sharp rhymes or keep his pals from uncorking 

tasty riffs. 

Guru clarifies his priorities up front, looking to 

“mellow out,” of all things, as Donald Byrd blows 

pretty trumpet on “Loungin’.” In fact, rap’s famil¬ 

iar function as a vehicle for lethal putdowns gets 

only passing attention, and the slams seem half¬ 

hearted at that. Instead, Guru celebrates a happier, 

opposing tradition, offering respect to elders and 

peers. Despite his somber voice—one of the most 

striking instruments in hip-hop—he’s obviously 

delighted to share space with worthy vets like 

vibeman Roy Ayers and pianist Lonnie Liston 

Smith. Whatever else it accomplishes,Jazzmatazz 
offers his audience a chance to hear some talented 

players as artists in their own right, not just fodder 

for somebody else s samples. 

Displaying serious ingenuity, Guru scores with 

topics already done to death, namely, love and the 

urban jungle. Blowing kisses to singer N’Dea 

Davenport on "When You’re Near” and “Trust 

Me,” he plays the tender suitor without a hint of 

misogyny, refreshing the hoariest romantic 

cliches. Elsewhere, Branford Marsalis adds mus¬ 

cular sax to the loping beat of “Transit Ride,” an 

alarming guide to subway etiquette (“Don’t smile 

at anyone/’Cause people out here, they like to 

travel with handguns”). Even this spirited inter¬ 

lude, however, doesn’t suggest a new frontier; if 

anything, Guru's willingness to accommodate the 

melodic gifts of his mates brings him closer to 

conventional pop music than Gang Starr ever did. 

Jazzmatazz contains genuine pleasures, but don’t 
junk those turntables yet. —Jon Young 

Janet Jackson 

Janet 
(Virgin) 

IF PEOPLE GET THE GOVERNMENTS THEY deserve, as the saying goes, they probably get 

the pop stars they deserve as well. It’s a hum¬ 

bling angle from which to observe the triumph 

of America’s most famous dysfunctional family, 

the Jacksons, who have not merely produced 

the erstwhile King of Pop but a sister whose lat¬ 

est opus, Janet, will almost certainly cement a 

claim to her being its queen. What puzzles me is 

that Michael Jackson, despite his obsession to 

out-sell every other artist on earth, manages 

records of surprising originality and quirky rev¬ 

elation, while the relatively “normal” Janet, 

who casts each album around a theme of per¬ 

sonal growth with all the subtlety of a 12-step 

program, makes dance-happy pop that rarely 

gives a sense of what’s really below either her 

surface or yours. 

Janet is the best/worst case in point, once 
more produced with that eminent duo Jimmy 

Jam and Terry Lewis. This is the marriage Berry 

Gordy only dreamed about—mating Janet’s 

sunny Motown melodies and entertainment 

ethic to the sleek, sophisticated Minneapolis 

sound as defined by Jam, Lewis and Prince. You 

can hear that mix to its best advantage on “That’s 

the Way Love Goes,” with Janet sounding not a 

little like her bro (and in one humorous aside, 

like Barry White) over a sinuous R&B groove 

performed by the Flow; on “Funky Big Band,” a 

Stevie Wonder-like tribute to Harlem nightlife 

enriched by Jimmy and Terry’s jazzy melange of 

saxophone, trumpet and piano solos; the mod¬ 

ern disco “Throb”; and the melodramatic “This 

Time,” replete with string orchestra and an 

“opera solo” by Kathleen Battle that would 

make Procol Harum drool. All help mitigate the 

numbing effects of a 70-minute CD that never 

met a drum it couldn’t program. But then 

records like this aren’t meant to be listened to: 

They are to be absorbed, video by video, for sev¬ 

eral years. Trust me, it’s better that way. 

As Control marked Janet’s declaration of 
womanly independence, and Rhythm Nation 
1814 her debut as a social idealist, Janet finds 
her four-square in favor of sensuous love-mak¬ 

ing (perhaps next time she’ll address the contro¬ 

versy surrounding apple pie). What this means 

is a sheaf of songs with lyrics to make Donna 

Summer blush, though Janet’s voice remains 

curiously entombed by the arrangements; on 

the faux-Caribbean ballad “The Body That 

Loves You” she sounds like she’s crooning from 

inside an aquarium. The contradiction arises, I 

suspect, from the contemporary need to 

earnestly proclaim something, while Janet’s nat¬ 
ural dignity holds her back from turning into 

the second coming of Cher. It’s also telling that 

“Whoops Now,” the terrific confection that 

closes her album, is not even credited, yet, like 

the rainbow at the end of a storm, joyfully 

eclipses much of the thundering pop which pre¬ 

cedes it. Guess that’s the problem with being 

royalty these days; you’re so busy justifying 

your status you forget it’s okay to have fun. 

—Mark Rowland 
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90.3 KCMU. Seattle 

90.7 WFUV, New York City 
90.5 WCBE, Columbus 

91.9 KUWR. Laramie/Cheyenne 
90.5 KCSU, Fort Collins, CO 
88.9 WLSU. Lacrosse. WI 

730 KBSU. Boise 
770 KCHU, Valdez. AK 

920 WBAA, West Lafayette, IN 
88.5 WXPN. Philadelphia 
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separately) Only $24.95 (includes shipping) 

Send check or money order to: RISING STAR PUBLISHERS, 710 
Lake View Ave . NE. Atlanta. GA 30308, (404) 872-1431 Mow three 

weeks for delivery 

500 CDs 
with 

B&W inserts 
in two piece 
jewel box 

only 5 1790 

HOTLinC 

ments, with vintage examples, plus overview of history and dynamics 
of market. $50 plus $2.75 shipping ($4.25 outside continental U.S.). 
Gruhn Guitars, 410 Broadway, Nashville TN 37203. (615) 256-2033. 

EVERT I HING YOU NEED to know about MIDI before 
you buv. Detailed publication. Write for more information or send 
$13.95 (check/MO) to: Midi wise, Box 962, Truro MA 02666. 

MUSICIANS—looking for the right band? Bands—are you one 
“special” musician awav from success? Call the Musician’s Connection 
at (513) 522-3639 or 1 (800) 743-3619,_ 

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

C O U P o 

HOW TO ORDER AN AD 
regular classified (ads without borders): 
20 word minimum. $2.90 per word, minimum 
$59 per insertion. 
classified display (all ads with borders): 
1 x/1 ” $163 per, 6x/1 ”$152 per, 12x/1 "$142 per. 
bold FACE CAPS: First line, additional $20. 
MUSICIAN BOX NUMBER: Add $4 per insertion 
for handling. 
PAYMENT MUST BE ENCLOSED with your ad. 
Send to Musician Classified, Jeff Serrette, 
1515 Broadway, NY, NY 10036. 
deadline: Two months prior to date of 
publication. 
ALL AD CANCELLATIONS MUST BE IN WRITING 
AND MAILED TO THE MUSICIAN CLASSIFIED 
DEPARTMENT. 

FAX YOUR AD TODAY (212) 536-5055 

INSTRUCTIONAL HOOKS, VIDEOS. CASSETTES, 
and much more. Free discount catalogs. ELDERLY INSTRU¬ 
MENTS, 1100 N. Washington, POB 142I0-CW5, Lansing MI 48901 
(517) 372-7890. 

IIOW TO BUY A VINTAGE GUITAR -taught by George 

A Mew Approach Recording brings kigk-guality 

demos direct to gour doorstep. Unique packaging 

draws attention to your material. 

Send a self-addressed stamped envelope 

• for info: 

A New Appr<xjcli Recording 

P.O. Box 86145 

Pkoenix, AZ 85080-6145 

PRO SING ALONG KARAOKE 
Equipment & LD/CD/CDG 

Dealer Direct Program - Guaranteed Lowest 
Prices on Pioneer, DKK, Peavey, Sony, JVC 

FREE CATALOG 1-800-568-2000 
Dealer Direct: 7401W. lOOthPL, #1106 

Bridgeview. IL60455_ 

FOR COMPLETE CASSETTE, C.D. 
RECORD MANUFACTURING & 
PACKAGING SERVICES CALL: 
Qga| (513)681-8400 

2832 SPRING GROVE AS ENLE • CINCINNATI, OHIO 45225 

Studio City. CA 
(818) 763-7400 

Call (ora Free lOSAIKSIUS 
Full-Color RECORDING Í 

WORKSHOP 



SERVICES 

CLUB BANDS: LOW, affordable prices for graphic design of your 
posters, flyers, monthly calendars, mailers, laminates, business cards, 
CD/cassette/vidco covers. Experienced SF poster artist. (415) 665-1829. 

PROMOTION & DISTRIBUTION for independent labels, 
major deals. (805) 685-5114. 

COMPACT DISC MANUFACTURING & 
HIGH QUALITY 

CASSETTE DUPLICATION 
We offer the most professional, friendly service in 

the industry for independent labels or individuals. 

Complete services include: 
DIGITAL MASTERING • TYPESETTING 

GRAPHIC DESIGN • PRINTING 
PACKAGING • SHIP ORDER FULFILLMENT 

Our prices, quality product and super service 
cannot be beat. All work guaranteed. 

8472 Brookville Road Indianapolis, Indiana 46239 

phone: (317) 353-1113 fax: (317) 353-0750 

COMPLETE CD AND CASSETTE 
PRODUCTION 

212-333-5950 
MASTERING REPLICATION 

PRINTING TOTAL PACKAGING 

POSTERS GRAPHIC DESIGN STUDIO 

PERSONALIZED EXPERT SERVICE 

330 WEST 58TH ST. NEW YORK, N.Y. 10019 

"FOR THOSE WHO HEAR THE 
DIFFERENCE" 

THE BEST CD MASTERING... 
Custom-designed hardware and software by Chief Engineer Bob 
Katz. 128x Oversampling 20-Bit Ato D. Unique Digital Processors. 
Hard Disk Editing.Tube and Solid State Analog Recorders. 
CD Mastering is an art. Levels, lades, equalization, 
spacing... everything is Important to you and to us. 

CD REPLICATION... 
1000 CD's at $1.55 ea. w/Jewel &Shrink. 2500 at 51.50 
ea. Glass Master Free with 2500+ CD's. 

CD BOOKLET PRINTING... 
1000 4-Panel Booklets at $.23 ea. Full-Color Outside. 
B&W Inside. Full-Color Tray Card. 
Let ourGraphlc Artist give yourpresentation the same 
attention you give your music 

...COSTS LESS! 
Djg/ta/ n Audio for the Golden Ear... 
Vomä/W™ New York, NY (212)369-2932 

Tired of looking for the Right Musicians 
At and Comprehensive Music Services? 

/rUDITIONLINE 
MUSICIANS NETWORKING INTERNATIONAL INC 

Does it forYou. 
TO FIND Musicians, Producers, Managers, Promoters 

Photographers, Studios, and Other Related Services Call: 

1 • 9 0 0 • 2 8 5 ■ 2 J A M 
(only $1 99 for rhe let mmute. 99C fot each odditionol minute) 

TO PLACE Your Own Ad Call: 

1-900-77-2LIST 
(only $4 99 loi o onemonth listing) 

(ollen musí be 18 yean or older Average (oil 3 Minutes Customer Services 516-229*3955 

SERVICES 

RECORD PROMOTION 
EXPERIENCE! EXCELLENCE! 25 YRS.! 

Working All Leading National Charts 
One Of The Foremost Names in Music Promotion" 

RCI Records Inc., 1-800-737-9752 
4815 Trousdale Dr.. Nashville. TN 37220 

615-833-2052 • FAX 615-833-2101 

SONGWRITERS 

SONGWRI1 ERS. I lave your lyrics (poems) professionally 
arranged and recorded on cassette in a 16-track studio. Demos $65 
and up. Inquiries? The Studio Works, 517 Lakeshore Ln., Chapel 
Hill NC 27514.(919)929-1060. 

TALENT 

RECORD COMPANY 
NATIONAL TALENT SEARCH 
Send Demo Tapes/CD’s Press Kits etc. 

MONUMENT RECORDS 
P.O. BOX 9599 

DENVER CO 80209-0599 

; NATIONWIDE TALENT SEARCH '93 
SEEKING: * BANDS * ARTISTS 

★ ACTS * SONGWRITERS 
* All types of original music considered. 
* FREE Promotion & exposure if you qualify. 
a NOE a contest! This is a career-launching opportunity. 

Send a cassette of your music with neme, 

address, phone & best time to context to: 

RODELL RECORDS 
P.O. Box 93457* • Holywood, CA 90093 

WANTED TO BUY 

WANTED TO BUY/SELL: GUITARS, BANJOS, Man-
dolins: Gibson, C F Martin, Gretsch, D’Angelico, D’Aquisto, 
Stromberg, Dobro, National, older Fender, Rickenbacker, Gibson, 
B&I), Epiphone, Paramount, Vega, Fairbanks, Stewart. MAN¬ 
DOLIN BROS., 629 FOREST, #MU, STATEN ISLAND, NY 
10310. FREE CATALOG. 718-981-3226. 

MISCELLANEOUS 

SKÏ NYRD & ROSSINGTON fans! Radio Tokyo (Band of 
Rossington co-guitahst Jay Johnson) T-shirts, cool logo—$15.00, 
bumper stickers—$1.50. $2 P&H. Radio, c/o P.O. Box 2409, Mus¬ 
cle Snoals AL 35662. 

SING WITH THE WORLD’S BEST BANDS! 
An Unlimited supply of Backgrounds from standard 

stereo records! Record with your voice or perform live 
with the backgrounds. Used in Professional Performance 
yet connects easily to a home component stereo. This 
unique product is manufactured and sold Exclusively by 
LT Sound - Not sold through dealers. Call or write for a 
Free Brochure and Demo Record. 

LT Sound, Dept. MU-7,7980 LT Parkway 
Lithonia, GA 30058 (404) 482-4724 
Manufactured and Sold Exclusively by LT Sound 
24 HOUR PHONE DEMO UNE: Í4Ò4Í482-248S 

SINGERS! 
REMOVE VOCALS 

FROM RECORDS AND CDs! 

TAPES 

MAXELL XLII BULK 
Custom Loaded Chrome Cassettes 

available ONLY from 

Quantity CIO C20 C30 C45 C60 C90 
100 .59 .63 .69 .81 .94 1.33 
500 .53 .57 .62 .73 .85 1.10 

GJ SONOCRAFT 
575 Eighth Ave., New York, NY 10018 
(212) 760-9300/Fax (212) 564-9488 

FREE SAMPLE CASSETTE 
Ask For Ed Stern 

1-800-274-7666 

The following companies are more than willing 
to fill you in on their products. Call or write 
them, and tell 'em you saw it in MUSICIAN. 

Anvil Cases—PO. Box 1202, La Puente, CA9I747 
(818) 968-4100.66 
Back Issues 33 Commercial St., Gloucester, MA 
01930.19 
Bose Express Music—The Mountain, Framingham, 
MA 01701 -9323 (800) 451 -BOSE.94 
CD Sampler -33 Commercial St., Gloucester, MA 
01930.86 
Celestion—89 Doug Brown Way, Holliston, MA 
01746(508)429-6706.37 
DOD Electronics—5639 South Riley Lane, Salt Lake 
City, UT 84107 (801 ) 268-8400.99 
Drum Workshop -2697 Lavery Ct. #16, Newbury 
Park, CA 91320 (805) 499-6863.59 
E-mu -1600 Green Hills Rd., Scotts Valley, CA 
95066(408) 438-1921.43 
Fender 7975 North Hayden Rd., Scottsdale, AZ 
85258 (602) 596-9690.2, 31 
GHS Strings—2813 Wilber Ave., Battle Creek, Ml 
49015(616) 968-3351 .48 
Gibson Guitar Corp.—641 Massman Drive, 
Nashville, TN 37210 (615) 871 -4500.29, 89 
JBL—8500 Balboa Blvd., Northridge, CA91329 
(818) 893-8411 .9 
Lexicon, Inc.—100 Beaver St., Waltham, MA 02154 
(617) 891-6790.44 
Musician Wear Mo'Money, Box 12591-Dept. 15, 
Pensacola, FL 32574-2591.77 
Pearl—549 Metroplex, Nashville, TN 37211 (615) 
833-4477.22 
Peavey- 711 A St., Meridian, MS 39301 (601)483-
5365.21 
Philips DCC 1 Philips Dr., PO. Box 14810, Knox¬ 
ville, TN 37914 (800) 223-7772.6 
Roland—7200 Dominion Circle, Los Angeles, CA 
90040 (213) 685-5141.4 
Sennheiser—6 Vista Drive, Box 987, Old Lyme, CT 
06371 (203)434-9190.35 
Shure Brothers Inc.—222 HartreyAve., Evanston, IL 
60202 (708) 866-2200.25 
Soundcraft—8500 Balboa Blvd., Northridge, CA 
91329 (818) 893-8411.37 
Tascam 7733 Telegraph Rd., Montebello, CA 
90640 (213) 726-0303.14-15 
Tech 21 -1600 Broadway, New York, NY (212) 315-
11 16.70 
Yamaha—6600 Orangethorpe Ave., Buena Park, CA 
90620(714)522-9011.100 
Yorkville Sound Inc.—4600 Witmer Industrial Estate, 
Niagara Falls, NY 14305 (716) 297-2920.38 
Zoom -100 Morine Pkwy. #435, Redwood City, CA 
94065(415)873-5885.17 

MUSICIAN Juni Iv v 3 97 



BACKSIDE 

Dear Mr. Turner, 

For 

Sincerely , 

1515 BROADWAY, HTH FLOOR 

corn. 
songs 

tage pictures 
All that 

us know if we 

Mr. Ted Turner 
Turner Broadcasting 
1000 Turner Boulevard 
Atlanta, GA 30319 
April 1, 1993 

pointed out. _ 
May we suggest to you a way 

today also expect a movie to have 
fectly good old films are ruine 
Kids feel that a movie without a 
long shot of a convertible racing 

NE W YORK, NY 10036 • 2 1 2-536-5236 

S. Glick Jr. 
Special Projects Coordinator 
Musician Magazine 

«e here at 

- nxx--

XX- X 

- k th. uXXXXXX — 

xxrx to o- XXXX—XX 
For the farewell scene tn ^Xíon Really "ant to Hurt »e- by Culture c 

Pot X — — 18

field" by Pat Benatar through the French Riviera in To^ât^ 
When Cary Grant and Grace ke y Meat

-paradise by ^ient mother on Christmas Eve in G_^ 
The old priest is 

• • „ a Praver" by Bon Jovi City" by Starship 
““ r—Xseene In X- * — - ^s . 

For the siege el Atlanta in would <a.> allo« you to get a 
Xliev. that such "‘X“ re. “X video rentals oi your 

— - — -»se let 

X" Z Z—« ,n this valuable enterprise. 
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Increased capabilities may also be 

■i 

Digilech 
M A Harman International Company © 1993 DOD Electronics 

& 

The New DigiTech TSR-24 True Stereo 
Reverb and Multi-Effects Processor features 
proprietary S-DISC technology which literally 
redefines digital processing. 

The S-DISC engine has a revolution¬ 
ary new operating system that allows 
the user to create in any combination 
and in any order custom effects 
arrays, breaking away from the 
limitations of conventional 
algorithms. 

The Dynamic Instruction Set 
Computer (S-DISC) provides 
unmatched memory and 
processing power, sur¬ 
passing products cost¬ 
ing many times the 
TSR-24's price. 

International Inquiries: Fax (603) 672-4246 
DigiTech™ is a registered trademark of the DOD Electronics Corp. 

5639 South Riley Lane • ■ ■ 
Salt Lake City, Utah 84107 • ■ ■ 

Tel (801 ) 268-8400 • Fax (801 ) 262-4966 • ■ ■ 

S-DISC 

obtained by adding the optional PPC-200 
expansion card which delivers 256k of addi¬ 

tional dynamic RAM. 
The PPC-200 unlocks the door to the 

TSR-24’s most sophisticated operational possi¬ 
bilities by doubling the memory and processing 

power. 
Experience the power of S-DISC technology with 

DigiTech's TSR-24 True Stereo Reverb and Multi¬ 
Effects Processor. 

TSR-24 
THE POWER Of 

S-DISC 



YOU WANT A LONG RELATIONSHIP? 

YOU’D BETTER LIKE THE SOUND OF 
HER VOICE. 

It's this kind of 

obsessive scrutiny and a 

devotion to long happy 

relationships that compel us to 

make every Yamaha acoustic 

guitar the way we do: To be 

an instrument of singular 

quality and durability. 

And why we 

trust them with a life¬ 

time warranty. (You 

1 can think of it as a 

prenuptial agreement 

that guarantees your 

future happiness.) 

Do you need more 

evidence of our virtue? Call 

us at 1-800-879-1131, extension 400. 

We'll send you information about 

Yamaha steel and nylon string acoustic gui¬ 

tars designed for every playing style and budget. 

dried, perfectly cut and perfectly crafted. 

The difference is, we also understand 

the advantage to doing it ourselves. 

That’s why every step of a 

Yamaha guitar's design and construc¬ 

tion is carefully performed by 

a Yamaha craftsman. 

There is one way to make sure that the next guitar you buy is 

indeed a fine one. Try this—pretend you’re getting married. 

This will help you make a wise choice. This 

will remind you to check out your significant 

/ lO'y other-to-be, carefully. Try this on the Yamaha 

11/ FG-470SA. The one leaning against the chair. 

(J Is it a guitar worthy of a commitment? Is it 

built to last? WiH k sound g°od for 

years to come? (Remember, you're getting 

married, you have the right to some 

real answers.) 

Yes, yes, yes. Like every 

acoustic guitar that earns 

the Yamaha name, it will 

play and sound beauti¬ 

fully for as long as you 

desire it to. How can 

you be sure? 

Go find one, get 

your hands on it and give 

it a strum. How does it 

sound? Is it warm and rich? 

Do you like it? A guitar worth 

spending any time with, a truly 

fine guitar, will produce a rich, full-

bodied tone with only a modest strum. 

This one will. Thanks, for the most part, to the 

wood we use and how we treat it. With respect. Then, if you promise to care for our guitar as we suggest, we 

Like other guitar makers, we understand the significant promise that you two will be together for a very long time, 

tonal advantages to the perfect piece of wood, perfectly Well, do you? 

YAMAHA’ 
- A COUdtied-

©1992 Yamaha Corporation of America, Guitars, P.O. Box 6600, Buena Park, California 90622-6600. (714) 522-9011. 




