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THE OVATION 1995 COLLECTORS’ EDITION 

IN ADDITION TO GIVING YOU 

FLEXISLE EQ, THE NEW OPTIMAX 

SYSTEM LETS YOU DIAL IN JUST 

THE RIGHT BALANCE BETWEEN 

PICKUP AND MICROPHONE. 

AN ULTRA-MINI ATURE 

TELEX MIKE IS BUILT 

INTO THE BRIDGE 

WHERE IT PICKS UP 

THE TRUE AMBIENCE 

OF THE GUITAR. 

Together with the engineers at Telex, we 
designed an ultra-miniature microphone that 
mounts to the front of the bridge between the 
guitar top and strings. From there it picks up 
all the high end ambience that makes an 
amplified acoustic sound truly acoustic. 

of the instrument. With a custom blend 
control, the OptiMax varies the balance and 
the crossover between the microphone and 
Ovation bridge pickup - automatically. 

There's even a special output that takes the 
mike out of the monitor mix, so you can fight 
feedback on stage and still 
deliver a rich, full sound to 
the audience. 

The whole point is to sound more acoustic, 
isn’t it? That’s what the new 1995 Ovation 
Collectors’ Edition is all about. And it starts 
with a new concept in acoustic guitar miking -
the OptiMax system. 

The 1995 Collectors’ 
Edition will be at 
your Authorized 
Ovation Dealer for 
only a short time. 
Head down there today 
and see how you can get 
a more acoustic sound 

wherever you play. 

But the OptiMax is more than just an add-on 
mike. It’s a whole electronics system 

designed to maximize 
the acoustic 
sound 

More acoustic on stage. 
More acoustic on tape. 

The Ovation 1995 Collectors’ Edition 

Ovation* 
Ovation Instruments, PO Box 507, Bloomfield, CT 06002 
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If liiere was a rule about how to get ahead in 

this business, it would say something about using 

the right tools for the job. 

And as far as references go. no tool is more 

important than your near-field studio monitors. And the 

hands-down favorite happens to be the Yamaha NS10MS. 

The NS10MS has become a standout in the studio 

monitor field because of its uncanny ability to take a 

studio mix and seamlessly translate it to millions of 

living rooms and cars with the desired result. 

HO OTHER 
STUDIO MONITOR 
COMES WITH SOMOHY 
GREAT REFEREHCES. 

YAMAHA 

1-8OO-937-7I7I 

Call fur mure information. 

you'll ever make. And if you 

don't believe us. you can 

always check our references. 

We call it reality-based monitoring. Your assurance 

that whatever you hear in lhe studio holds up in the 

real world. Which is precisely why so many engineers 

prefer Yamaha NS10MS monitors. 

How many is so many? Al last count there were 

more NS10MS monitors in studios than all our 

competitors combined. 

Or to pul it another way, any time you hear a great 

recording, our legendary NS10MS was probably involved. 

Making sure you always have them in the studio is 

probably the smartest career move 

P.)94 Yamaha Corporation of America. Pro Audio Products. P.O. Box (WO. Buena Park. C\ 171P522-90I I. Yamaha Canada Music MIS IKI < 11«>> J98-I3II "YimhIoo b-uiigf" C I) reproduced by |iermission ol Promotone BA. 
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product manager said we could graphically represent 

re Ari-Power sound anyway we wanted provided we told you 

it provides 'more gain before feedback without requiring 

EQ or displaying funky off-axis honk." 

Tri-Power. It cuts through the Music. 

H A Harman International Company 

Yoh want live sound that grabs the audience? Just grab a Tri-Power mic and 
cut loose. Tri-Power gives you incredible vocal presence and punch, without 
feedback. So even when you crank it up. you never lose your edge. The 
Tri-Power sound is always crisp, clean and natural. With more cut-through 
than any other performance mic. I lands down. 

\KG. x5oo Balboa Blvd.. Northridge. GA 91329 I SA Phone I4ÍIK.K93.K41 1 l ax I.X1K.7K7.O7KK Mash lax I.KIK.909.4576 ID--964 



FRONTMAN 
Your relatively short career has been remarkably successful. There are 

eminent musicians who have never received a fraction of this attention. 

Have you experienced any backlash? 

I’m sure it’s out there, but 1 haven’t encountered much of it face to face. 
Of the older musicians that I’ve met, most of them have been very sup¬ 
portive and I haven’t gotten a bad vibe c 
directly. That might just be that they’r 
around there are probably complaints. 
And there should be; if I were an older 
musician who had been playing music 
for 25 years and some little upstart 
comes along and immediately gets the 
attention of the press and the industry, 
I’d be bitter too. But I didn’t create my 
own success. I didn’t sign myself, I 
didn’t promote myself, I didn’t decide 
to market myself or try to make myself 
successful. All 1 can do is play music 
and take the opportunities that are giv¬ 
en to me. And 1 think that I kind of go 
out of my way, not only to pay my 
respects to older musicians, but to let 
them know that I realize that my suc-

a feeling of bitterness from them 
being nice to me; when I’m not 

“If everyone 
liked what 

I did, I 
probably 

wouldn’t be 
playing 

anything of 
any depth.” 

cess is, in a lot of ways, based on things 
other than music. 

What things? 

I don’t think there had been too 
many young tenor players who were 

JOSHUA REDMAN 
really getting a push from a record company. I came along at the end of a 
movement which I pretty much detest, which people call the young lions 
movement—basically, record companies signing musicians based on their 
age and nothing else. I won a major saxophone competition, which kind 
of put my name out there. I had an interesting story, I didn’t come to the 
music world through the traditional route, I wasn’t even planning to be a 
musician, there was that “overnight success” hook because I planned to be 
a lawyer and then I moved to New York and started playing music and 
things really happened. I was a new face; I think there’s something about 
my personality which appealed to people, I do good interviews— 

You write good liner notes— 

Whatever. Musically, I think there’s an honesty in my music, and hope¬ 
fully a soulfulness. I really try to communicate when I play, and I think 
people can tap into that, whether it be jazz listeners or music listeners. 

You play a broad range of material—Charlie Parker, Stevie Wonder, 

James Brown, Monk, your compositions. I think that 's exciting and laud¬ 

able, but I find it a little disconcerting when, in the course of one tune, you 

veer from jazz phrasing into a Gamble and Huff mode. 

Well, that’s you. Not everyone is going to like what I do, and that’s 
something I can accept; if everyone liked what I did, I probably wouldn’t 
be playing anything of any depth. As far as a breadth of styles, I guess what 
you’re saying is that you hear things that can be pretty disconnected. I feel 
that when 1 play, at least when I’m playing well, there’s a thread that runs 
through everything I do that connects it, and makes it make sense to me. 
But I’m definitely searching, and right now what you’ll hear in my music is 
a wide variety of styles. I think that as time goes on, and I become more 
mature, my music will become more focused. I think that a lack of focus is 
a valid criticism of what I’m doing. 

You've written that you don't want people to feel that they "don’t get 

it" when it comes to jazz. 

What I wrote is what I think about when I’m not playing music. When 
I’m playing music, any of that kind of theorizing, what I believe that jazz 
should be or could be, goes out the window. When I stand up to play, I try 
to clear my mind and play what I’m feeling at the moment, and because of 
that there may be a diversity of moods within one solo or one composition. 
People also mistake something: I’m not crusading to make jazz more 
accessible. What I’m saying is that if people drop their misconceptions 
about jazz, they would be able to really be emotionally moved. 

Are you happy with your sound? 

I like my sound. I think my sound is the core of what I do. I think I’ve 
been able to develop my sound to a point where it’s very expressive of 
what’s inside of me. But I’m definitely not satisfied; there’s a lot of room for 
improvement. As I have a wider range of experiences and become a deeper 
human being that will naturally add more depth and soul to my sound. 

You've had a rigorous performance schedule and you've been on the 

road a lot. You've said before that this interfered with the need to practice. 

If that keeps up, what will you do in order to sustain your growth? 

I do have control over what I do and where I go and how much I play. At 
this point it’s very important for me to be out there on the road performing, 
night after night. Because I’m young and I have the energy and I need this 
experience. So I don’t really foresee my schedule changing that dramatically 
over the next few years, unless of course people get sick of hearing me play 
and I don’t have any more gigs! What I have to do is change my internal 
schedule; I have to find the time to ensure my musical growth. And there’s a 
lot of time in the day that’s wasted stressing over things which are pointless 
to stress over. So the time definitelv is there. KAREN BENNETT 

PHOTOGRAPH BY NATHANIEL WELCH MUS C A N 



PM THE NEXT WIR J 
The new album 

featuring 

's A River 

Produced by Keith Forsey 

& Simple Minds 

©1995 Virgin Racordi LU. 

AND MORE! 

dates subject to change 

2/10 

2/11 

2/13 

2/15 

2/16 

2/18 

2/19 

2/22 

2/23 

2/25 

2/26 

2/27 

LOS ANGELES CA 

SAN DIEGO CA 

SAN JOSE CA 

SEATTLE WA 

SALT LAKE CITY UT 

DENVER CO 

MINNEAPOLIS MN 

CHICAGO IL 

DETROIT Ml 

CLEVELAND OH 

TORONTO ONT 

BOSTON MA 

NEW YORK CITY NY 

WASHINGTON DC 

ATLANTA GA 

HOUSTON TX 

MUSICIAN 
PAUL SACKSMAN 

general manager 

BILL FLANAGAN 

editor 

MARK ROWLAND 

executive editor 

MIRIAM C A M P I Z 

art director 

KEITH POWERS 

managing editor 

ted Greenwald 
ie n i or editor 

NATHAN BRACKETT 

associate editor 

ROBIN LEE MALIK 

anociate art director 

RUTH MAASSEN 

typesetter 

|ock Baird • | D Considine 

peter cronin • Dave Dimartino 

VIC GARBARINI • SCOTT ISLER • |IM MACNIE 

MATT RESNICOFF • CHIP STERN 

TIMOTHY WHITE • |ON YOUNG 

contributing editors 

t« 
Gary krasner 
executive publisher 

ANDY MYERS 

national advertising manager 

DEVLIN SHERLOCK 

promotion director 

JEFF SERRETTE 

(800) 223-7524 

classified 

|OAN MASEL LA 

circulation director 

I AMI E ROBERTS 

circulation assistant 

RECORD R I V I [ W S 

SOSS WILSHIRE BOULEVARD 

LOS ANGELES. CA 9003 6 (2 I 3 > 525-2300 

BILLBOARD MUSIC GROUP 

HOWARD LANDER 

president 

GORDON BAIRD 

SAM HOLDSWORTH 

MUSICIAN (USPS 431-910) is published monthly bv BPI COM¬ 
MUNICATIONS, INC., 1515 Broadway, New York, NY I0036. 
© I995 by BPI COMMUNICATIONS, INC., all rights reserved. 
Second-class postage paid at NEW YORK, NY and additional mail¬ 
ing offices. POSTMASTER: Send address changes to MUSICIAN, 
PO BOX 1923, MARION, OH 43305. Subscriptions are $19.97 per 
year, $34.97 for two years, $52.97 for three years. Canada and foreign 
add $12 per year, U.S. funds only. Subscription orders can be sent to 
MUSICIAN, PO BOX 1923, MARION, OH 43305. l or subscriber 
services and information call 1 -800-745-8922 in the continental U.S. 
and 614-382-3322 elsewhere. Current and back issues are available 
on microfilm from University Microfilms Inti., 300 N. Zccb Road, 
Ann Arbor, MI 48106. BPI Communications Chief Executive Offi¬ 
cer: Gerald S. Hobbs; President & Chief Operating Officer: Arthur 
F. Kingsbury; Executive Vice Presidents: John Babcock Jr., Robert J. 
Dowling, Martin R. Feely, Howard Lander; Senior Vice Presidents: 
Paul Curran, Ann Haire, Rosalee Lovett; Vice Presidents: Georgina 
Challis, Glenn Heffernan. All titles, logos, trademarks, service 
marks, copyrights and other intellectual property rights are used 
under license from VNU Business Press Syndication Internation¬ 
al BV. Attention Retailers: To carry Musician in your store, call East¬ 
ern News Distributors Customer Service at 1 -800-221-3148, or 
write: Musician Dealer Dept., c/o Eastern News Distributors, 2020 
Superior St., Sandusky, OH 44870. 

MEMBER: AUDIT BUREAU OF CIRCULATION 
PRINTED IN U.S.A. 



Only a Gibson is Good Enough! 
Gibson Guitars are played by some of the most creative people in the world. Gibson recently asked these players to 
"Show us their Gibsons" and the response was fantastic! Gibson thanks all of our loyal customers for their support. 
It is because of you that Gibson will maintain its position as the premier guitar manufacturer in the next century. 

Don't wait another 100 years! 
Buy Gibson today! 

Gibson Guitar Corporation »641 .Massman Drive • Nashville. TN 37210-3781 • i XOO4-GIBS0N 



EIERS 
E-MAIL 

Your articles on how information technology 
will reshape the record industry (Jan./Feb. ’95) 
seem to share the megacorporate/millionaire 
assumption that there will continue to be just as 
much money in the industry as there is today. 
Savvy music consumers expect ways to get a lot 
more for a lot less. No matter what schemes are 
developed to ensure compensation for down¬ 
loads of music, the fact will remain that quality 
music takes just a fixed amount of storage per 
minute. Meanwhile, storage costs continue to 
go down exponentially. 

the very same issue of your magazine: “ He could 
play it all. Now all we can do is listen.” 

Martin Secrest 

Washington, DC 

There’s a much simpler explanation than lack of 
critic loyalty or record company racism for the 
failure of Arrested Development and Public 
Enemy (“Slap at Rap,” Jan./Feb. ’95) to sell well 
with their ’94 releases. They were bad records. 

I agree with Chuck D about the Stones, 
though. I can’t describe the sadness that I felt 
when I walked into a record store and the front-

JONI 

I hank you, Chip Stern, for your piece on Joni. 
Finally an interview by someone who respects 
and appreciates her for the major talent (hell, 
genius) that she is. 

James Lake 

Joppa, MD 

It’s refreshing to know that there are still artists 
out there who don’t sell their souls for some 
commercial success. Whenever I hear Aimee 
Mann, I’m reminded of Joni Mitchell. Aimee— 
take a lesson from Joni: Remain true to your art, 

Right now I can buy a four-giga¬ 
byte DAT drive for about SI000 
and blank tapes for $20. That tape 
will hold seven CDs’ worth of 
music without compression! With a 
multitasking operating system, a 
little software and a quad-speed 
CD-ROM I could record to that 
tape at four albums per hour with a 
minimum of fuss. Having that set¬ 
up, all I would have to do is post 
my album collection online, find 
others doing the same and arrange 
to trade tapes via snail-mail. 

Then there’s talk of recordable 
CD-ROM drives for under $300 
within 18 months. Blanks are as 
low as $10 already. In ten years 
there will be some media that will 
hold hundreds or even thousands 
of albums and cost less than $50. If 
you think piracy would be control¬ 
lable under those conditions, then 
think again. Listeners will probably 
come to expect the access to music 
for private use for free as a personal 
right. Collecting gratuities will be a 
matter of artists making the dona-

and you too may become legend! 

Joni Mitchell continues to suffer the Catch-22 dilemma of 

no airplay and public indifference (Jan./Feb. ’95). This is 

particularly baffling in view of her Geffen recordings, 

which I feel to be among the very best of her long and rich¬ 

ly rewarding career. 

Joni spoke of not wanting to 

give Turbulent Indigo to Gef¬ 

fen for fear that it would not 

be heard by anyone. As of 

this writing, Turbulent Indigo 

is number 155 and drop¬ 

ping, there is no single be¬ 

ing played anywhere, and a 

promised video (“How Do 

You Stop”) featuring Seal 

has yet to surface. It would 

appear that the people at 

Warner Bros, are no more 

adept at “selling’’ Joni 

Mitchell than the people at 

Geffen. Someone should

tell the people at Warner Bros, to get serious about pro¬ 

moting Joni Mitchell and to do it soon. 

James White 

New York, NY 

John Poole 

Norton, MA 

DON’T TRUST ANYONE OVER... 

From articles in your magazine 
about the music industry 
I have deduced the fol¬ 
lowing about an artist’s 
chances of getting signed: 

• If you’re over 40 and 
not already established, 
forget it. 

• If you don’t build a 
following by playing the 
club (saloon) circuit, you 
greatly reduce the chance 
that an A&R person will be¬ 
come aware of your work. 

• If you don’t have the 
money to produce a CD of 
yourself you will not likely 
get a fair listen at a record 
company, or anywhere else. 

• If you’re over 30 forget it. 
• If your audience is not easily 

targetable through advertising, you 
won’t get airplay, there will be no 

tion process convenient—and most 
of all, writing songs that leave the listeners 
“grateful.” The way it ought to be? 

Michael Tesvich 

In your December “Rough Mix,” I found it 
curious that you afforded to Collective Soul’s Ed 
Roland at least twice as much space to explain 
how he wrote forgettable songs such as “Shine” 
as you allowed for the recent passing of Danny 
Gatton. Because it was Gatton’s desire neither to 
tour endlessly nor make mass-appeal music, he 
was known to few outside of Washington, D.C. 
Nevertheless, Danny Gatton’s death was touch¬ 
ingly acknowledged by the Fender company, 
which took out a full-page memorial to him in 

of-store new-releases section was entirely filled 
with Eagles and Zep reunion CDs. 

BUTLAND@NBNET.NB. CA 

Thanks, Bill Flanagan, for “Maternal Life" 
(Jan./Feb. ’95). As a mother with a full-time 
day job and a nighttime original band, it was in¬ 
spiring to read this dead-on-target article. After 
I drop my baby off at daycare and begin my 
trip to work as a librarian, the car stereo gets 
cranked to “ 11 ” listening to women like I lynde, 
Phair, old Martha and the Muffins and Sheila 
Chandra. Hopefully, I’m doing my bit too by 
not only sharing the music but making it. 

Avril Mclnally 

demand for your stuff, and nobody 
will be interested in distributing it. 

• If you’re over 25 the door is closing fast, 
baby. 

Stephen Chandler 

Shullsburg, Wl 

ERRRATA 

Two photographs on page 41 and one on page 
44 of our December '94 issue should have been 
credited to Bettman Archives. 

Send letters to: Musician, 1515 Broadway, New 
York, NY 10036. E-mail letters to the editor, 

subscription inquiries and other messages can 

be sent to: musician.mag@sonicnet.com. 
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TRANSPON 

Spectrum™ Analog Filter is a true programmable analog 
filter system which can be used to process any sound. It offers a 3-channel 
input mixer followed by a classic voltage controlled resonant 4-pole filter and 
voltage controlled amplifier. The filter circuit includes an ADSR envelope, 
velocity and key track amounts, and is MIDI controllable. The amplifier circuit 
also offers an ADSR envelope and master volume. 100 program locations 
allow settings to be stored in memory. 

1 Mb 16-bit Classic Bass Sample Wavetable 
200 Presets 

• 8 Oscillators 
• 8 Voice Polyphonic 

8 Dynamic Resonant Filters and LFO's 
4 Part Multi-timbral 
Poly and Legato Receive Modes 

• Stereo Audio Outputs 

12 Dynamic Resonant Filters and 24 LFO's 
Poly and Legato Receive Modes 
Hard Sync and Pulse Width Modulation 
Stereo Audio Outputs 

Spectrum™ Organ contains 128 presets including classic rock, 
jazz, gospel and pipe organ sounds. Each preset includes individual vibrato, 
distortion, reverb.key click and release click settings. These settings can be 
globally altered from the front panel, or using MIDI controller messages. In 
addition, each preset contains four drawbar waves which can be accessed in 
real time using the PC '-1600 MIDI Controller. 

Classic Analog 4-Pole Filter Circuit 
100 Programmable Locations 
3 Audio Inputs 
MIDI Note Triggering 

Audio Trigger and Envelope Follower 
Filter Frequency Velocity and Key Tracking 
MIDI Controllable 
Mono Audio Output 

Spectrum™ Synth contains 256 (64RAM/192ROM) classic 
synthesizer presets including analog, digital and hybrid sounds With 24 
dynamic resonant filters, hard sync and pulse width modulation, the Spectrum 
Synth emulates classic analog synthesizers better than any other digital 
instrument. Presets can be edited and saved to RAM locations using the 
PC-1600 MIDI Controller 

• 16 Programmable 60mm Sliders 
• 16 Programmable Buttons 
• 2 Programmable CV Pedal Inputs 
• Multi-function Data Wheel 
• 50 Programmable Memory Locations 
• 100 ‘Scene" Memory Locations 
• Setup String Send on Patch Recall 
• MIDI Dump/Load Capability 

PC™ 1600 MIDI Controller This general purpose MIDI controller 
offers 16 sliders and 16 buttons that can be programmed to send system common 
or system exclusive MIDI messages In addition. 2 CV pedals and the data wheel 
can be used as alternate controllers. The PC-1600 has many uses including 
programming and controlling any of the Spectrum series sound modules. The PC-
1600 comes with 50 presets offering a variety of synth editors, sequence 
controllers, lighting system controllers, etc. All presets are fully programmable, so 
as other needs develop, they can be programmed by the user very easily. 

2 Mb 16-bit Classic Synthesizer Sample 
Wavetable 

256 Presets (64 RAM/192 ROM) 
24 Oscillators 
12 Voice Polyphonic 

Spectrum™ Bass contains 200 presets including classic analog 
and digital synthesized basses, as well as electric, acoustic, fretless and 
slapped sounds. The Spectrum Bass includes sustained and legato versions of 
most presets sounds. Up to 4 presets can be layered on separate MIDI 
channels to create incredibly fat combination sounds. Individual presets can be 
edited using the PC-1600 MIDI controller 

1 Mb 16-bit Classic Organ Sample Wavetable • 4 Part Multi-timbral 
128 Presets • Voice Pedal Input 
32 Oscillators • Leslie Speed Pedal Input 
32 Voice Polyphonic Stereo Audio Outputs 

Gi i yvNai vol 
AINU WANT. . . AT AN AÎfoRchblE pR¡CE¡ 

In a world of keyboards and sound modules which claim to offer “every instrument sound known to man,” Peavey 
realizes that you probably don t want, or need, all of that! The Peavey Spectrum Series sound modules are each designed to 
do one thing-offer specific instrument sounds you do want. The Spectrum Organ, Synth, and Bass units offer unique 
features and capabilities needed to produce the most realistic reproduction of its particular instrument family. 

Complementing the Peavey Spectrum Series sound modules are the Spectrum Analog Filter and the PC-1600 
MIDI controller-offered to make the Spectrum Series modules even more powerful. The Spectrum Analog Filter will add 
that fat, classic and true analog sound to whatever you plug into it. And the Peavey PC-1600 MIDI controller allows 
programming and controlling of any Spectrum module. 

Amazing sounds, amazing simplicity, amazing flexibility, and truly amazing prices! The only thing about the 
Spectrum Series that is not amazing is it’s from Peavey...the company dedicated to giving musicians everything they 
need...and want! 

’ U.S. Suggested Retail Prices 
For complete Peavey keyboard information, pick up the latest edition of KEY ISSUES at your local Peavey dealer. 
Peavey Electronics Corporation • 711A Street • Meridian. MS 39301 • Phone: (601)483-5365 • Fax: 486-1278 





PORTABLE DAT RECORDERS 

t 
YOUR MUSIC IS 

EVERYTHING 

YOU SEE AND FEEL 

AND HATE AND LISTEN 

TO AND STRIVE FOR 

AND TRY TO FORGET IT 

AND LEARN TO IGNORE 

HR SERIES 
SIGNAL PROCESSORS 

AND BREATHE AND HOLD AND TOUCH AND CRY OVER AND LAUGH ABOUT AND 

TURN AWAY AND LET IN AND TRY AND FAIL AND WANT TO BE AND EVOLVE 

INTO AND INHALE OR IN SOME PEOPLE'S CASE CLAIM 

OF AND ARE FRIGHTENED OF AND CALL YOUR OWN 

AND REJOICE IN AND 

HIDE FROM AT NIGHT 

AND PITY AND SMELL 

ARE AND LOVE AND 
CD PLAYERS 

SONY 

Let your music be all it 

can. For information about 

Sony Pro Audio products 

call 1-800-635-SONY, ext. MI 

S-TRACK RECORDER 

THEY DIDN'T AND DREAM 

AND REFUSE TO ADMIT 



MIDI AT GROUND ZERO 

Microsoft will integrate Opcode’s Open 
Music System (OMS) into the Windows 

95 operating system for IBM-compatible 
computers. OMS manages the comput¬ 
er's internal MIDI functions at the system 
level. Incorporating OMS into Windows is 
expected to stimulate the development of 
music software for the IBM, which has 
always lagged behind the Apple Macin¬ 

tosh. Indeed, Opcode plans to have ver¬ 
sions of Vision and Galaxy, their flagship 

sequencer and universal patch editor/ 
librarian, running on the IBM any day now. 

The first OMS/Windows implementation 
will be an extension of Windows 95 (that 
is, a separate file that resides in the sys¬ 
tem folder). Subsequent versions of 

Microsoft’s operating system will incorpo¬ 
rate OMS as an integral feature.-TG. 

JOBIM AND HAWKINS, R.I.P. 

Of the many prominent musi¬ 
cians who have passed away 
these past few months, no two 
would seem to have less in com¬ 
mon than Antonio Carlos Jobim 
and Ted Hawkins. Worldly and 
elegant, Brazilian composer 
Jobim penned melodies of 
surpassing sophistication that 
suggested the effervescence of 
fine champagne; Mississippi-
born Hawkins, no stranger to 
poverty, homelessness or 
prison, strummed a guitar and 
sang country and blues with the 
elemental passion of a man 
clinging to a life raft. Jobim’s dry 
vocals had their charm, but his 
songs—instant standards like 
"One Note Samba” and “The Girl 
from Ipanema”—were designed 
to soar on the wings of jazz solos 
by Stan Getz or Charlie Byrd. 

Hawkins' voice was all he had, 
and it was enough, riveting 
strollers on the Venice, California 
boardwalk with his ability to dis¬ 
till a lifetime of hard experience 
into ballads sung with strange, 
heartrending tenderness. 

Jobim recorded numberless 
albums in his 30-year career; 
Hawkins somehow managed 
six. His most recent was enti¬ 
tled The Next Hundred Years, 

with the faith that one's musi¬ 
cal spirit might outlive mortal 
flesh. Perhaps that’s what 

Hawkins and Jobim shared at 
last: the ability, possessed by 
few musicians, to touch the 
human heart in ways unstuck 
by time.-M.R. 



Be Careful What You Wish For... 
by Gilby Clarke 

S
o here I am halfway through my set, as an alcohol-
absorbed crowd is singing the words along with me to 
“Can’t Always Get What You Want” in a local rock club 

in Vancouver which holds about 500 people. Any musician 
might think that’s great—playing music for a living, sold-out 
show—not everybody gets to do what they 
really want in life, you know. 

I, on the other hand, used to do this a year 
ago in front of 50,000 to 80,000 people a night. 
So you want to know what I think of being 
back in the bars? I think it’s the greatest feeling 
in the world. You see, 1 just recorded and 
released my first solo album. I’ve always want¬ 
ed to make my own record. I’ve made albums 
where I was the songwriter, lead vocalist and 
guitarist, but it was with a band. When you’re 
in a band you must respect others’ opinions 
and judgments—otherwise why not just make 
a solo album? So that’s what I did. 

I started my solo world tour this past sum¬ 
mer and, to my surprise, it’s been going very 
well and I’m having the time of my life. For 
the last three years I was the rhythm guitarist 
with Guns N’ Roses on the Use Your Illusion 
World Tour. We toured the whole world 
twice and I’ve been through things most 
musicians would dream about—and night¬ 
mares only Freddy Krueger could think of. 

In South America we had thousands of 

kids at the airport and outside our hotels 
screaming our names out—just like Beatle-
mania. It’s very hard to keep your cool when 
thousands of fans are screaming for you all 
night long. In Canada and Colombia we had 
riots that police and the army couldn’t con¬ 
trol. In Germany we played while the worst 
rainstorm in years hit—which added a senti¬ 
mental touch to “November Rain.” Even 
Dizzy and Matt, who are covered by the stage 
and usually stay dry when it rains, joined in to 
get wet. The tour was so long that seven 
babies were born to band members and crew 
and five were conceived before it was over. 
Izzy, who left the band at the beginning of the 
tour, came back to replace me for five shows 
when 1 broke my wrist in a motorcycle acci¬ 
dent. I still can’t believe we ever finished. 

What’s really strange is when you work so 
hard all those years playing clubs for no 
money, dealing with record companies, man¬ 
agers, agents, etc...you would think you’d 
know it all by the time you get a shot. But 
every artist is different [cont’d on page 79] 

RECENT SIGNINGS 

Cold Water Flat Boston-based 
indie-rock band now on semi¬ 
indie label (Fort Apache/MCA) 
Specula Chicago duo, “like Urge 
Overkill if they were still good” 
(Scat) 
The David S. Ware Quartet NY 
avant tenor sax man finds a 
home (Homestead) 
Tucka Da Huntaman Ragga-
style MC straight outta Browns¬ 

ville, NY (Profile) 

WALK WHICH WAY? 

TV Etc., newsletter of the right-wing Media Research 
Center, describes a fundraising party for Ted Ken¬ 

nedy hosted by Aerosmith at the home of Brad Whit¬ 

ford. Asked to name his favorite Aerosmith song, the 
Senator looked befuddled until an aide yelled, ‘"Walk 

This Way’!” At that, Kennedy ambled off in the direc¬ 

tion of the helpful assistant- T.G. 



ROUGH MIX 

Discovering Hank Williams 
by Matt Johnson (the The) 

W
hat the hell am I doing recording an entire 
album of Hank Williams songs? I’m not really a 
country music fan, I’ve never been to Nashville. I’m 

a couple of generations younger than Hank and, though I hate 
categories, I guess I’m what you might loosely term “alterna¬ 
tive.” And finally (and worst of all). I’m 
English! I’ll try to explain... 

To me, Hank Williams was to country 
music what Bob Marley was to reggae and, to 
stretch the analogy a bit, what Muhammad 
Ali was to boxing. That is, bigger than the 
genre that spawned him. Williams was Amer¬ 
ican music’s first great “pop culture” icon. 
Before Presley, Hendrix, Morrison, etc., there 
was Hank Williams, dying young before it 
was fashionable to die young—at 29, in fact. 

By drawing upon the universal human 
themes of longing, love, loss and loneliness, 
Williams’ songs transcended time and space, 
crossing national and cultural borders in the 
process. He was one of the first great confes¬ 
sional singer/songwriters in a lineage that I 
feel also includes Robert Johnson, Neil 
Young and John Lennon. 

It’s difficult from our viewpoint to appre¬ 
ciate the impact he must have had in an age 
when singers tended to sing other people’s 

songs and songwriters tended to write songs 
for other people to sing. Here was an intense 
young outsider who not only brilliantly per¬ 
formed his own songs to huge and mesmer¬ 
ized audiences, but also turned them into 
classics that hundreds of other singers would 
be performing for decades to come. In fact, 
he was the first country artist whose songs 
consistently “crossed over” into the parallel 
universe of pop. 

Like most people of my generation, I was 
aware of such songs as “Hey, Good Look¬ 
in’,” “Your Cheatin’ Heart,” “Jambalaya” 
and “I’m So Lonesome I Could Cry,” but it 
was only in the last four or five years that I 
really began listening to them in earnest with 
a view to covering them. I can’t remember 
how the initial idea appeared in my head, but 
I think it probably had something to do with 
my wanting to simplify my own writing 
after our Mind Bomb album. 

I decided to trace back [cont’d on page 79] 

NO MATCH FOR JAX 

Over 15 million copies of Boston’s 
1976 debut album have been sold 
according to the Recording Indus¬ 
try Association of America (RIAA). 
This makes Boston the second 
best-selling album in history after 
Michael Jackson’s Thriller, which 
stands at 24 million and counting. 
The Eagles’ Greatest Hits and 
Fleetwood Mac’s Rumours previ¬ 
ously were tied for #2.-T.G. 

KEEPER OF THE FLAME 

Promoter Richie Suraci is organizing 
future Woodstock festivals at the site 
of the original 1969 concert, tenta¬ 
tively entitled "Back to the Garden 
at Bethel ’95” and “Funstock ’96” 
(no, this is not an April Fool's joke). 
On the bill are "major '60s spirit 
musical groups and attractions, 
camping, bonfire and drumming, 
paint your vehicle contest, alterna¬ 
tive lifestyles workshops, ethnic 

food booths" and more. Bands in¬ 
terested in performing may send 

a demo tape, bio and SASE to: 

Fine Art Productions, 67 Maple St., 
Newburgh, NY 12550-4034.-T.G. 



24»E Expander 32«8 Console 
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1 September 1994 issue, page 64. in a 

sidebar to an article on The British Invasion 

(of consoles) We urge you to read the whole 

thing so that we don't get in trouble for 

quoting stuff out of context. 

high midrange EQ. Conventional 
sweepable midrange has a fixed 
bandwidth of about 2 octaves. No 
matter how high or low in frequency 
you sweep it (or how much you 
boost or cut it), 2-octave EQ's 
contour stays the same. Sort of tike 
being asked to paint a picture with 
only a bucket of bright yellow paint. 

By letting you vary the 

d-band EQ section includes two 
shelving controls fixed at 12kHz 
and SOdZ: parametric high-
midrange EQ with a 500Hz to 
18kHz sweep and a bandwidth j 
that can be adjusted Z 

graphic 
equalizer! It’s 
like having a 
delicate 
artist's brush 
for erasing or 
enhancing tiny 

Comprehensive equalization 
for creativity and 

f problem-solving. 
LB Í To quote Electronic 

Musician magazine1. "It's 
no secret that the versatility and pristine 
sonics of the Mus EQ have astonished 
jaded pros and home hobbyists alike. The 

EQ sound 
quality. 

The biggest 
gun in the 
8»Bus' EQ 
arsenal is its 
true parametric 

midrange EQ with a i5Hz 
to 3kHz sweep, k full 15 dB of boost or 
cut is provided for each band. In addition, 
an 1B db/octave low-cut filter is set at 
75 Hz. That 's a heck of a lot of 
firepower!" 

No kidding. But we also like that 
part about pristine sonics. One of 
the reasons that the 8»Bus Series 
took so long to ship was that Greg 
was determined not to compromise 

4444 4 ,4 4 4 : 

bandwidth, the 8»Bus' parametric 
EQ gives you the equivalent of a full 
rainbow of tonal "colors” in your 
artistic pallet. Spreading midrange 
EQ over three full octaves 
transforms it into an extremely 
subtle — yet extremely dramatic 
— effect. Sweet and natural-

w sounding, it can ■ ! 
y unobtrusively change ■ 1 
/ the character of a track ■ A 
r without noticeable tonal ■ ■ 
intrusion. And. for those times when 
you want what can only be called 
surgical EQ. our hi mid can be dialed 
to as narrow as ’/12-octave — four 
times as precise as a ’/srd-octave 

to better enable Very Low 
Impedance (VLZ) circuitry in 
critical places tike our mic 
preamps. 

At room temperature, all 
electronic components create 
thermal noise that can cumula¬ 
tively become audible and 
objectionable. We design around 
thermal noise by making internal 
circuit impedances as low as 
possible everywhere possible. For 
example, resistor values in our 
mix bus are ’M the value of those 
typically used — hence thermal 
noise is proportionally lower. 
Another VLZ advantage is that 
low-impedance circuitry is more 
immune to crosstalk problems. 

Achieving VLZ requires 
thoroughly buffered circuitry and 
creates high current consumption. 
That's one more reason that the 
8«Bus console comes with a 
massive. 31-pound, 
power supply. 

details. Between three octaves and 
’/iz-octave is a vast range of tonal 
colorations, nearly all possible only 
with parametric equalization. And. 
since our "HI” mid's sweep range 
extends from 18kHz all the way 
down to 580Hz. your creative palate 
extends over six octaves - to our 
knowledge the widest midrange 
sweep currently available in a 
comparably priced console. 

VLZ Circuitry for very low 
® noise. 

Why ship 8«Bus 
consoles with 

monster 220-Watt 
Power Supplies? Partially because 
we love to over-engineer things 
for added performance. But also 
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HI SHELF 

HI MID PARAMETRIC 

LO MID SWEEP 

LO SHELF 

Lately, several big pro 
audio companies have gone 
out of their way to "mention” 
us in their own 8-bus 
console ads. Many satisfied 
Mackie owners have urged 
us to shoot back with 
hardball comparisons of our 
own. But that’s not our style. 

Greg believes that if a 
product is really good, it 
should speak for itself— 
without resorting to 
slagging the competition. 
First in a series, this ad 
details some of the features 
that we believe make our 
8»Bus the best recording or 
PA console values available 
today for under *20.000. 

Apparently we're not 
alone in our belief. In 
competition with several of 
the very consoles that keep 
"mentioning” us in their ads. 
we recently won a coveted 
MIX magazine TEC Award for 
Small-Format Consoles. 
As well as LIVE! Sound 
magazine's Best Small Club 
Front of House Mixer Award. 
Both awards were the result 
of pro audio industry 
balloting by folks like you. 
Not negative advertising. 

Learn more about the 
8*Bus Console. Call us 
toll-free for our detailed. 
24-page 8 • Bus brochure. 

16620 Wood-Red Rd. (new digs!) Woodinville WA 98072 800/898-3211 FAX 206/487-4337 
Internet: macliie.com Outside the US, call 206/487-4333 Represented in Canada by S.F. Mktg. 800/363-8855 



EPIC SOUNDTRACKS Call it Evan Dando’s revenge: Perennial¬ 

ly overmarketed since the modest Mrs. Robinson video hit 

MTV, currently avoiding the press, he’s engaged in a market¬ 
ing campaign on behalf of his musical idol and friend, Epic 
Soundtracks, formerly of Swell Maps. 

Evan ’n’ Epic on Conan O’Brien mid-November, Evan ’n’ 

has the ring of maturity. His debut may have been a long time 

coming, but the upbeat White has no desire to trade places 

with any young lions. “It made a difference to be thereto 
hear Coltrane, Monk, Bill Evans and Mingus. I'm proud of my 
age, and I hope to get much older. "-K.B. 

Epic touring with an acoustic set apiece, Evan ’n’ Epic writing 
songs together. "It was only a matter of time,” smiles Epic, 

ROBERT EARL KEEN He's appeared onstage in his boxers, 
sung about starting the day with the wild thing and urged his 

who came up with his 
moniker as a teenager 
(“It's the sort of thing 
you do when you’re 
17”). "We have a simi¬ 
lar sense of dry humor, 

finding life humorous 
in its small details." 

Epic’s latest CD, the 

one likely to break him 
in America (though his 
solo debut Rise Above 
made some ’93 year¬ 
end lists), is called 
Sleeping Star, perhaps because it reminds Epic of his 
faves, Big Star. But while Evan plays all of the key¬ 
boards, drums and pianos on the record, as well as gui¬ 
tar and bass, he’s not out to lead a pop revolution; the 
effect is more quiet, personal. “Don’t Go to School,” a 
song about playing hooky with your significant other, 

would be a raucous teen anthem coming from most 
rockers. Epic calls it "a subtle form of teen rebellion. To 
get something over like that,” he says, "it doesn’t have 
to be an incredibly loud piece of music. 

CHIP WHITE Drummer/composer Chip White has been 
on the jazz scene long enough to rack up a range of career 
milestones. Born in 1946, White studied drums with his 
father and at Berklee "in the '60s, before it became a fac¬ 
tory.” After a stint in the Army, he spent s 
two years with Tom Waits, gigged with ‘ 
Frank Wess, James Moody, Carmen 

McRae, John Abercrombie, Enrico Rava, °" 
Jimmy McGriff and Jaki Byard. He also 

collaborated on a jazz musical with 
choreographer Kathy Sanson. 

Now White, who has spent the last 
two years playing with the Houston 
Person/Etta Jones quintet, has his 
first record as a leader on the new 
Postcards label. “Harlem Sunset” 
boasts the refreshing configuration of 
Robin Eubanks, Claudio Roditi, Gary 
Bartz, Steve Nelson and Buster 
Williams, and it showcases White’s 
compositional skill. The drumming, 
powerful without being bombastic, 

pal Lyle Lovett to put the moves on a record 
store clerk. But after listening to his evocative 
narratives—which range from outlaw tales to 
the foibles of small-town citizenry—you really 

wouldn't deem Robert Earl Keen sex-
obsessed. "Well...I don’t know,” counters the 
Texas singer/songwriter with a chuckle, 
"aren’t we all?” 
On Gringo Honeymoon, Keen’s fifth and 

best record, there are other subjects 

essayed, many as common as coitus, but 
each depicted in a distinctly candid manner. 
Keen’s one of our best detail men, instilling 

yarns with you-are-there acu¬ 
ity. He doesn’t turn his head 
from the hard truths. 

"I try to put action and 
punch in the narrative, and 

sometimes maybe a little 
moral, too,” he says. With the 
sharp eye that paints such 
vivid imagery in his music, 
Keen can’t help but notice 
that he’s been drawing bigger 
crowds lately. “The reason I 
put a band together was 
because the crowds were 
becoming too loud for just a 

guitar,” he confesses. “It was 
a defense of sorts. 

TALENT 
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: P® Martin Strings 
_| A Necessity. Not An Accessory. 

C. /. Muri in's 

Siring liis/nilnr. 

Hum/ Hn>ini>sini 

For More Information Call Us Toll Fm: 1-IHIH» 633-2060. 
© 1994 C. I . Martin & Co., Inc. Nazareth, l’A. 

No matter how innovative its design or how 
meticulously it is crafted, a guitar is only as good 
as the strings that power it. 

Strings are critical to a guitar's tone. 
They literally "drive" the soundboard, working 
together with the bridge and the delicately 
shaved braces. They also greatly affect 
playability. A carefully gauged and balanced set 

of strings greatly enhances the player's style 
and technique. Because they are so 

important, we make all Martin and 
Martin Marquis strings ourselves, in 
the very same facility where we build 
Martin guitars. And like our guitars, 
each string is made slowly, carefully, 
using only premium materials. 

strings. Don't settle for less. 

We don't. 

Why We Put More Care Into Our Strings 
Than Many Companies 

Put Into Their Guitars. 



ROUGH MIX 
CRIME AND PUNISHMENT 

The Pennsylvania legislature closed in November 
'94 without passing HB 2982, a censorship bill 
that would have criminalized the sale to minors of 
records labeled with the ubiquitous "parental advi¬ 
sory” sticker. It is expected to be reintroduced in 

UHM 
EXPLICIT LYRICS 

1995. In a gesture 
that sheds light 
on the shadowy 
relationships be¬ 
tween art, censor¬ 
ship and com¬ 
merce, the bill 
condemns a 
minor convicted 
of purchasing 
labeled mer¬ 

chandise to 100 
hours of community service at a domestic vio¬ 
lence or rape crisis center. The retailer who sold it 
is out only $25.-T.G. 

Ihis month’s Rough Mix was written by Karen Bennett, 

Jill Blardinelli, Nathan Brackett, Ted Greenwald, Jim 

Mamie, Mac Randall and Mark Rowland. 
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scale, which gets your fingers used to both whole¬ 
step and half-step bends.” (Ex. 1) 

Another way Levine achieves a steel-ish sound is 
through hammer-ons, as Ex. 2 demonstrates. “Some¬ 
times steel players bend really fast, and it sounds 
more like a hammer-on,” he says. “Also, when you’re 
changing more than one note at a time on guitar, it 
can be hard to bend them all, so this is an easier way 
to do it. What's great about these techniques is that 
they're not just for country-type songs; you can use 
them for anything. 

DUKE LEVINE 

On his latest release Country Soul Guitar (Daring/ 
Rounder), ace picker Duke Levine cooks up a hearty 
roots stew, mixing the sophisticated line-rendering of 
jazz with the primal wail of the blues and the down¬ 
home twang of rockabilly. Among Levine’s niftiest 
tricks is the way he approximates the sound of pedal¬ 
steel bends, raising or lowering the pitch of one or 
more notes while keeping others stationary. Levine 
advises, "One way to get comfortable with bends is 
to apply them to a chord and play them all the way 
through a scale. Take G7; that uses a mixolydian 

8 10 8 6 8 6 
9 10 9 7 8 

10 i 137 V 15/ 
10 (10)12 (12)13 (13)15 (15) 

let ring throughout 

full 1/ 

3 ■ V-5/ 
(3) 5 

What they mean when they say, 
"Rockn Roll will never die'' 
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Every musician who has been playing for a while—those who have made it big as well as those who think 

they should have—feels that he has figured out how this business/art form/lifestyle works, and if he could 

go back in time and start over again with that knowledge life would be a bed of roses. It’s not just older 

musicians who bend your ear in bars with stories about the traps and pitfalls waiting for new talent; plenty 

of players in their 20s will spin tales of the troubles they’ve seen and how they were suckered. 
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After years of hearing these hard luck (and sometimes good luck) stories Musician decided to perform a pub¬ 

lic service by assembling as many as we could and running them all in one place. Every musician is different, 

but there's probably not one alive who could not benefit from thinking about some of the advice offered 

here. After all. it was the Faces—maybe the most glorious should-have-beens of all—who concluded the 

last song on their last album with the words, “I wish that I knew what I know now when I was younger...” 



I think with the first ; 
album I realized that the : 
record company doesn’t just ; 
put an album out and then ; 

because it makes people talk about you. It’s 
only when they don’t write about you at all 
that you’re doing something wrong. 

Never let a photographer take you out¬ 
side. That just means he has a tree he wants to 
take a picture of and he needs someone to 
stand in front of it. You don’t see Madonna 
out in fuckin’ cornfields! 

Lastly, always let them see you sweat. 

The be-all and end-all of music is that it's got to come 
from you. You get pushed and pulled in various ways but at the 

end of the day you can't really fake it. The media gets hold of you 
and tugs you about and after a while the media turns you into 

something you're not. I think the only mistake I've made is not 
being wary enough of that. I'd also say, on a lighter note, never to 
pull stupid faces in photographs 'cause they always come back to 

haunt you. Always! Every single bloody time I've done that it’s 
appeared in something with someone taking the piss. So that's 
my new rule. Don't take yourself too seriously, that's incredibly 

important. Don't start believing what everyone else is saying 
about you—good or bad. Keep a grip on reality. Don't take too 

much influence from outside yourself. You've got your own 
vision—always believe in that. We went through some real shit 
times early on in our career; people told us we couldn't play, we 

were useless, and we didn't have anything to offer. It's really 
demoralizing for a band when you first start off, 'cause you're up 

against all these people telling you you're no good. To get through 

it you have to believe in yourself. The most important thing is to 
keep at it, to be persistent, to be strong about it. You've got to 

believe that what you're doing is worthwhile. Suede once played a 
gig in London with two people there—one of which was our drum¬ 

mer’s cousin—and then had to come back onstage afterwards 
and take the amps off in front of those two people. Music can be 

a very humiliating business, but it’s worth it in the end. 

BONNIE RAITT 

Melissa Etheridge 
I’M ACTU ALLY really glad that I didn’t ; know then what I know now, because I : 
might not have been willing to do as much. ; 
The thing that I didn’t know then was how ; 
much work it all is, how much constant giv- ; 
ing of energy it was, it is. Then it was all writ- : 
ing and dreams. And there was a great energy ; 
that went into that. But it is the music busi- ! 
ness. As an adult I have been willing to say, i 
“Okay, I’m gonna do the business, because ; 
because of that business I get to do the art, 1 
get to do the music.” But back then it might ; 
have seemed very unromantic. 

Paul Westerberg 
IF AN YON E gives you criticism that starts ; off “you should” or “you shouldn’t,” walk ; 
away immediately. 

Anyone who tells you nothing is impossi- ; 
ble is a liar. It’s either impossible or it’s simple ; 
and if it’s not simple you’re doing it wrong. : 
Whether it’s lyrics or drumming or ward- ; 
robe: Keep it simple. 

Here’s the one I should have followed: If ; 
you’re pretty much the same as everyone, if : 
you’re normal, don’t try to be different! And 
if you are different please don’t try to be nor- i 
mal. It takes a lot of courage to be different ; 
but it takes a great deal of hard work to be the : 
same. 1 think in the end you get the same : 
result but you’ve got to be what you arc. A lot : 
of people try to be different and it just rings ; 
hollow. 

If you need your family and friends to ! 
come down and sec you perform you’re no ! 
performer. 

Never underestimate the value of bad : 
press; in the end it’s about the same as good • 

production. It’s 
about the 

immediacy of the 
music and lyrics.” 

“It’s not about 

E R S 



LOREN HAYNES 

people like it and they go buy it. It’s so much 
more complicated; there’s record stores, 
there’s radio stations. If I had known that, I 
just might have approached it differently. I 
would say to love what you do. On any level, 
love it, do it because you have to do it, 
because you want to do it. Do it for whomev¬ 
er you can, wherever you can, and what hap¬ 
pens beyond that is just icing on the cake. 

Jimmy Heath 
IF 1 KNEW THEN what I know now I would have started out playing both the 
piano and the drums. 1 he source of all the har¬ 
mony is at the piano, and everything rhythmi¬ 
cally comes from studying something about 
drums. As a composer I’d be better at it if I 
had gone deeper into composition and har¬ 
mony, through the piano, at an earlier age. 

Billy Joel 
IB E FO R E S1G N IN G any documents, I would have sought the counsel of an attor¬ 
ney of my own choosing independent of 
business managers, record companies or any¬ 
one else with a vested interest in my financial 
future. I would have interviewed numerous 
attorneys and would have worked out a pay¬ 
ment situation best suited for that time. 

2. I would have had an audit done at least 
once every two years of my business manag¬ 
er’s books and a professional review of 
investments made by that business manager. 
I would have had direct contact with the 
record company and monitored a manager’s 
dealings with that company. 

3. I would have interviewed several ac¬ 
counting firms independent of managers, 
attorneys, record companies and anyone else 
with a vested interest in my financial future. 1 
would have chosen an accounting firm to 
represent my financial interests on the basis 
of their reputation and my understanding of 
how business was being done on my behalf. I 
would have close and constant communica¬ 
tion with a key person in that firm who 
would keep me notified of all transactions 
and clarify any confusion I might have 
regarding the music business itself. 

4. 1 would not have automatically as¬ 
sumed that 1 needed to sign a contract with a 
personal manager. I have since found that the 
so-called services of a personal manager can 
be contracted through various ancillary 
agencies in the music business. Most of these 
agencies don’t take a percentage of an artist’s 

I WOULD HAVE SWITCHED 

to margarine years ago. 
You’re 31 and you look down 
below that bikini line... 

But seriously, I had some 
lost years musically. Mainly 
because I stopped writing 
music to challenge myself. 
It became about chasing 
somebody's idea of what 
was valid. After seven years 
of getting my tapes reject¬ 
ed, I started to question 
whether my stuff was effec¬ 
tive. A lot of people make 
choices of what's hot 
because they're chasing 
some silly little demograph¬ 
ic somewhere. And that's 
ridiculous, because people 
respond to what moves 
them. It took me years to 
understand that I had to 
make music that moved me. 

As a musician and as a 
songwriter, you're going to 
have to find some way to 
deal with rejection. Some¬ 
times you can turn it into 
"God. make my stuff better. 

Maybe they said something 
I can use here." Or maybe 

they just don't get it. There 

are very few visionaries. Most people are looking for what’s already happened. 

You have to kind of weigh it. You can’t have a craft when you're completely 
closed, either. If you love everything you do, something’s wrong, and if you hate 
everything you do, something's wrong. 

When you go to church, you're going to get something out of it, but you're 
going to probably get 20 years of guilt, too. The music business is like that. 
Nobody wants a dumb musician. We don't have to be stupid, we don't have to not 
know what goes on, and yet we still can be committed to our work. 

I would love to make a harpsichord record. But sometimes I make certain deci¬ 
sions because I go, “You know, if I do this, then I might be touring tiny little 50-
seaters in Germany." And to be quite honest, I don't really like the food in Ger¬ 

many. So the harpsichord record has to be just a fragment of the next record. You 
have to make your choices knowing that there are going to be consequences. Just 
say, “I can't get fucked off if KROQ doesn't want to play my harpsichord record." If 
you want to do that 12-tone album, then do it, but take responsibility for it. 

There's nothing worse than a whiny musician. Make your work, stay committed 
to your work, stand by your work and shut up. Just don't feel sorry for yourself. 
And don't be precious. I don't find it romantic to say, “Oh, it was so much purer 
when the music was not involved in the music business." Then guess what, 
honey, don't make records. 'Cause there's thousands of other kids whose space 
you're taking up with your fucking tape. And you're wasting a tree to fucking 
write your lyrics on. So stay at home. That's my advice. 
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earnings or sign them to long-term contracts. 
In many instances, the artist docs most of the 
work and the personal manager sits in an 
office and collects commissions—in some 
cases up to 50 percent of the artist’s gross 
income. The assumption that artists need a 
“personal manager” is a persistent myth 
based on misinformation handed down by 
generations of naive, exploited musicians. 
Suffice to say, I would not trust any one per¬ 
son to make decisions on my behalf without 
first consulting an independent source for 
the proverbial “second opinion.” Sad to say, I 

would not trust anyone in the music busi¬ 
ness, especially personal managers. 

5. As far as musical and career decisions 
are concerned, no one knows better than the 
artist what he or she should be doing cre¬ 
atively. I would never let anyone dictate the 
direction, timing or nature of my art. The 
moment someone on the business end starts 
to make those decisions for an artist, their art 
starts to take on the aroma of a dead horse. 

6. Finally, rather than staving on a contin¬ 
ual treadmill of writing, recording and tour¬ 
ing, I would have spent more time develop-

The first contract 
that the Cranberries 
signed we didn't have a 
lawyer, and we spent two 
and a half or three years 
trying to get out of it. We 
did all the stupid things, 
really. We got screwed 
right, left and center. It's 
all kind of strange because 
the lawyers don't only 
work for bands—they also 
work for the record compa¬ 
nies. So you can have a 
lawyer who you don't know 
is also working for your 
record company. It’s pretty 
crooked. 

For the first eight 
months of the band I was 
very quiet around manage¬ 
ment. I never really said 
what I thought. I was the 
first one to say something 
to the boys [in the band] 
and then they'd think 

about it. I'd say I didn't like a situation and the guys might think about it but then go, 
“Yeah but what can we do about it? We're just the band." You learn over time that it’s 
your band and you hire everybody that's around you. And the record company aren't 
nice people; everything they do for you they later take back. They aren't there to be 
your buddy, it’s all business. You can think that people are your friends and they're 

not. 
One of the challenges and one of the drawbacks of becoming famous is that you 

become aware of the fact that everybody’s going to hear what you're singing, so you 
become a little bit more cagey. You've got to overcome that, you’ve got to say what 

you’ve got to say. Nobody knows exactly who you write a song about unless you use 
their names, so you’ve got to fight that fear of What will they say? 

It's difficult to have time to rehearse when you get busy with promotion and stuff. 
The best stage set is not worth a shit if you're not performing well. You can spend a for¬ 
tune on lights but if the band don't sound great, if the passion isn't there, if the songs 
aren’t there you're only wasting your time. You have to remember that the music comes 
first. That's why you got into this. 

“Major labels 
are the poison 
in hip-hop. 

You can make 
more money 
selling your 
own tapes.” 

K RS - ON E 

ing the quality of my relationships and per¬ 
sonal life. Everyone deserves time together 
with loved ones and away from the demands 
of industry. The music business with its con¬ 
stant emphasis on commercial success and 
endless productivity is particularly stressful. 
Artists need to have genuine human experi¬ 
ences before they can effectively express 
human emotions. 

Ray Davies 
KEEP YOUR NOSE clean and your chin up, even if it requires surgery. 

Steven Tyler (AEROSMITH) 
ROCK ’n’ ROLL is about freedom, so let your thoughts flow and let your true 
insides come forth. If it’s the right beat, you 
can really have fun with it. And you can 
make it work for you. On the other hand, 
there are lots of pitfalls out there that’ll get 
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“Because of 
the business 

I get to 
do the music.” 

MELISSA ETHERIDGE 

you down. Like the prerequisites of man¬ 
agers and lawyers and record companies. 1 
would say, don’t ever sell your publishing. 
And if you’re gonna sign with a manager, 
then nothing more than two years. 

But one of the things that freaks me out 
about where we are in the rock ’n’ roll circle 
today is that 1 can’t be definitive anymore 
with some of my thoughts, because there 
are two sides to everything. If you go down 
to tour South America, for instance, it’s a 
case of “Well, we’ll blow off Christmas and 
it’s the end of the tour and 1 may get malaria 
and there’s a lot of cocaine down there. And 
dysentery.” Then I think, “Fuck it. Just fake 
it, just go. Don’t even think about it and just 
go.” And you know, we’ve gotten more 
success from that old thought of “Let’s just 
get on the bus and go—and we’ll worry 
about what we’re gonna wear when we get 
there.” 

Coolio 
IWOULD HAVE taken more time in learning how to be a producer and a manag¬ 
er. And 1 would have been more serious in 
school and went to college...been more stu¬ 
dious in my studies. 

Jim Hall Bonnie Raitt 
IMADE ONE decision when I was a kid that I’d actually stick to. I decided to go to 
music school. It helped me to get a different 
perspective on music. It exposed me to Gre¬ 
gorian chants and electronic music and 
Stravinsky, which has helped me stay open-
minded. It helped me read and I could write 
and after I graduated, I took a job with Chico 
Hamilton, I think because I could do those 
things pretty well. But there’s something else: 
Musicians should enjoy music. You already 
have a big payoff by being able to play, and I 
think we all forget that sometimes. 

I’M THE RECIPIENT of hundreds of [songwriter] tapes—and many of them 
come with letters apologizing for the quality 
of the demos. But for me as a musician, the 
quality of the tape isn’t as important as 
whether it’s a heartfelt performance. What I 
tell people is “Don’t worry if you don’t have 
a big budget. Just work on the song.” And if a 
song is good enough, you’ll be able to get it 
heard by someone. There are A&R people at 
record companies who have paid staffs to lis¬ 
ten to these things. I’d suggest looking on the 
back of a record by an artist that you like, 

Practice more than any 
band you know of. After 
that, practice some more. 
Don't be afraid to write a 
bunch of songs and throw 
them out. Do not be overly 
precious of every note you 
make. It’s not all going to 
be good. Even Hendrix and 
Coltrane had bad days (not 
many). Tape your jams and 
listen. Strive for excellence 
and originality over image, 
over acceptance, over 
everything. Play live every 
chance you get. House par¬ 
ties, whatever. All the great 
bands were great live 
bands. James Brown, ZZ 
Top, Led Zep, Jane's Addic¬ 

tion. The more you play live 
and learn the band’s chem¬ 
istry, the better. Every band 
has a chemistry, good, bad 
or otherwise. Listen to the 
way Elvin Jones and 

Coltrane blended. Hendrix 
and Mitch Mitchell. Mick 
and Keith. Chemistry. 

Remember that your instrument accompanies another, the sum of the parts makes 
the whole. The best bands are tribes. 

On the business end: Never sign anything that binds you without an entertain¬ 
ment lawyer first looking over the document. Learn about your publishing and 

mechanical rights. Some of the mightiest bands on earth have been stung by con¬ 
tracts and bad deals. There are absolute horror stories out there. There is no need 
for this to happen to you. Never forget that the people who buy your records are 
paying your rent so respect them and don't ever think that they don't have brains 
and can’t go to someone else's show. Do what I do: Show up on time, play your 
guts out and don't write on the walls. 
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then sending your song with a note to the 
record label saying, “My music is like Bonnie 
Raitt’s” or “I’m a big fan of Otis Rush,” or 
whatever. Then again, it can work against 
you if the music is too similar. 

Also, I’d say to learn your instrument and 
be able to emotionally involve yourself in a 
song. It’s not about production. It’s about the 
immediacy of the music and how good your 
lyrics arc. This may seem like simple advice, 
but it’s what I say to people just breaking into 
the business. To everyone else I just say, 
“Good luck.” 

fuse to sign with anybody else. I can’t put my 
records out when I want to, I have to go ac¬ 
cording to some release schedule and all kinds 
of bullshit, which really deters my creativity. 

Also, I would have kept my friends friends 
and never brought them into business, and 
never brought family into business. A lot of 
artists get caught up in “Let me hook my boy 
up, I gotta look out for my man,” or “My girl 
been wit’ me from the beginning...” Your 
career is number one, before your mother, 
your kids, your family. Career is number 
one. And it’s very cruel thinking. But in the 
long run it all works out. 

Johnny Marr 
I WOULD GET so nervous before going onstage that I’d either get bombed or else my 
fingers would just freeze for most of the show. 
These days I just enjoy it and stay loose. 

KRS-One 
IF I KNEW THEN what I know now, I would have never signed to a major record 
company. Major labels are the poison in hip¬ 
hop. You could make more money selling your 
own tapes than you can at a major record com¬ 
pany. A lot of artists get 600, 400,350 on an al¬ 
bum. Mass produce your stuff at home and sell 
it on consignment, or sell it as a vendor. It takes 
a little longer, but you make a lot, lot more. 

This transcends all color and religion—we 
as artists get tricked into believing that we 
need to sign to a major record company in 
order to get our stuff out. For the record, 
when my contract is up with Jive Records I re-

“The 
assumption 

that artists need 
personal 

managers is a 
myth based 

on misinformation 
handed 

down by naive 

Teddy Riley 
WHAT I SHOULD have done was 

learned the business first, learned about 
contracts, known the language. Because cer¬ 
tain contracts can say one thing and mean 
another. The contract with my ex-manager, 
Gene Griffin, was the worst contract that I 
could ever have signed. I was basically being 
pimped. I ended up having to pay a lot. It’s the 
price you pay when you go through the busi¬ 
ness in the fast lane. You gotta slow down. 

Avoid the old pro managers that try to get 
over on people. When a person knows a lot 
of people in the business, they can do under¬ 
handed stuff. A lot of people say it’s no good 
to have your family in the business. I think it 
is, for the simple fact that you can trust your 
family. Nobody’s going to get over as much 
as a person who’s outside who really doesn’t 
care about you. 

musicians.” 
BILLY JOEL 

Peter Wolf My FIRST COMMENT would be: “Go into the shoe business because it has a lot 
more sole.” For the younger musicians, it’s 

I WOULD HAVE SIG N ED a much shorter-term recording contract when I was a kid. 
When I was 20 years old—now I’m 32—I signed my deal, and it was one record with 
eight options—all theirs. And you know, you're a kid, and so you walk around and go, 
“I got a nine-record deal!” That was bragging when you were 20 years old. But it was 
all their options. 

And get a management situation based on net, not gross, so you know that you 
guys are in it together. As opposed to having a guy who's taking it from the gross, and 

then after expenses, the band is in the red. That happened [to us] for years. 
I also wouldn't have been back on the road with New Jersey one year after the 

Slippery When Wet tour ended. By the end of the New Jersey tour, we had done 450 
shows and back-to-back albums. There wasn’t any time to enjoy it anymore. In retro¬ 
spect, I would have taken a year to just sit down and say, “Wasn't that nice?” 

V I 
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hard because the accent on commercialism 
has changed things. People are so focused on 
the box office, the gross, the merchandising, 
that it’s definitely different. There was a time 
when a record company would be fighting to 
have a Prince on their label because he was 
important, not necessarily because he sold a 
zillion records. Now, there’s no loyalty 
beyond the corporate profit margins. And I 
find that unfortunate. It’s like that in radio 
and it’s like that in the film industry. My 
advice would be to hold on and nurture what 
you have. 

Also, I’ve really tried to place myself back 
in the important clubs and venues, though 
the style of music I do is more roots music. 
It’s not coming from a neo-punk music, but I 
still feel there’s an energy in the new clubs 
that I respond to and always responded to. 
Even when I was starting in music, a lot of 
stuff was very Beatles-oriented or very pop 
and psychedelic. And the first bands I put 
together were always these tough lounge 
R&B bands, so I was always outside of that 
realm anyway. Then when the Geils Band 
became very big, we were sort of like a bar 

band playing arenas. We tried to maintain the 
spirit of a club bar band. 

Tom Scholz (BOSTON) 
IF YOU’RE A creative musician with ideas and you’re a nice person, don’t expect that 
other people in the world are going to treat 
you the same way that you would treat them. 
It’s sort of like a corollary to the Golden 
Rule. It isn’t “Screw them before they screw 
you,” because they’re going to screw you 
anyways. It’s just “Be aware that not every¬ 
body follows it.” 

Pharoah Sanders 
I’M NOT SURE I would hitchhike to New York City without any money. Yeah, 
I’d come with some money. 

Jimmy Buffett My FIRST COMMENT would be: Never take this seriously. We’re not the 
descendants of philosophers. We’re the chil¬ 
dren of court jesters. I see people out there 
with angst and all that guilt-ridden kind of 
stuff. To me, basically, I’m just so happy to 
still be here and have a career at 48,1 couldn’t 
tell you. I never thought I’d be here. I thought 
I’d have had a run and it would have been a 
good one and I’d be down in Florida fishing 
and reminiscing. So that’s the first thing I’m 
thankful for. We were somehow able to carve 
ourselves out a little following that became a 
big following. And the way you do that is 
through playing. It doesn’t have anything to 
do with video or managerial advice. All that 
stuff is important at certain times, but it all 
comes down to playing. The more that bands 
play, the more grounded they become. And 
that’s the way I try to run my little record 
label (Margaritaville Records). 

Also, today the technology affords every¬ 
body the ability to be either a musician or an 
engineer. We never had the tools at that level. 
It was just your amp and your guitar. Or you 
were a keyboard player or you were a bass 
player. But with the technology now, you can 
be your own orchestra. To me, that sort of 
isolates you a) from your audience, and b) 
from interacting with people in bands. All of a 
sudden, you see people six months into their 
careers with a little bit of success thinking 
they know it all from producing and writing 
to directing and managing their careers. It just 
doesn’t happen that easily. 

MUSICIAN 



“Remember that 
your instrument 
accompanies 

another. The best 
bands are tribes.” 

kept saying, “I want to sell more reeords.” 
And I said, “Just keep going back. They love 
it when you go back again.” If you play a 
market and they absolutely love you, make 
sure you are back in six months. That’s how 
you build your fan base. 

I’ve talked to so many bands who stay in 
the basement or garage. They say, “We’re 
playing a gig next month and we’re getting 
out then.” But that’s not the way to do it. 
You’re just fooling yourself—and a lot of 
young bands do that. You’ve just got to be 
honest with yourself and get out there. The 

audiences will tell you if you’re good or not. 

Clark Terry 
THE MOST IMPORTANT advicelcan give is that, whatever instrument a musician 
is playing, they should master the keyboard. It 
opens up the avenues to chords and chord pro¬ 
gressions, and they’re the key to understanding 
how the music works. It’s difficult to get that 
sort of information by playing a single-note 
instrument. That’s my advice and my regret. I 
wish I had studied piano when I was younger. 

HENRY ROLLINS 

The thing the kids don’t understand is that 
record companies really don’t give a shit. 
They’re just looking for the next piece of prod¬ 
uct to come along. Nobody cares about 
whether they have a long and successful career. 
So you have to plan it and care for it yourself. 
And like it or not, you have to be a bit of a 
businessman. I wish it wasn’t true, but it’s just 
the way things are these days. If you don’t, you 
get lost. The record companies don’t care. And 
if you become a pain in the ass, they’ll go look 
for the next band to milk until they become a 
pain in the ass. That’s their attitude. It really is. 
There’s not a lot of artist development out 
there these days. It’s unfortunate. But I think 
that the shining light is that you see a lot of kids 
who listen to anything from Led Zeppelin to 
Crosby, Stills & Nash to Dylan. People like 
that are still influential because they see that 
there’s something in there that’s unique. 

Bob Seger 
THE KEY IS to play in front of audiences as much as possible because audiences never 
lie. They will tell you if they think you’re any 
good or not. And you need to be really honest 
with yourself when you judge the audience’s 
reaction. That’s how we did it in the 12 years 
before we made it. It’s something a lot of 
young bands don’t like to do. They like to get 
on MTV or they like to stay in the basement 
and work things up and plan some elaborate 
stage show or whatever. But I’ve found that 
the best thing to do is forget all that. All that is 
fine, but the bottom line is playing. 

People ask me, “Well, how did you do it 
for that first 12 years?” I say, “Well, the audi¬ 
ences liked us. So I knew we had some¬ 
thing.” So that’s my main advice. I remem¬ 
ber when Don Henley early in his career 
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Mike Rutherford 
THE LONG TERM is more important than the short term. You’re asked to make 
decisions about things as you go along, but if 
you look at the big picture and imagine the 
growth of a group or an artist or a writer, it’s 
often better to take a certain road which 
seems harder now, but pavs off later. That 
could mean not cutting corners, touring for 
longer, whatever it takes. 

Another thing I’d say...is never be fright¬ 
ened to take enough time to write. I sec so 

many young bands get one album out and 
they’re up and happening, but then you can 
tell someone is rushing them on the second 
album and they haven’t had time to write the 
songs properly. 

I’d also say to never go to court about any¬ 
thing. It’s not worth it. It produces so much 
negativity and your energies arc siphoned into 
other things. I never have gone to court, but I 
could have a few times. I think I was right to 
compromise, to take a loss, a cut, whatever. It’s 
just not worth it. It fills your mind with things 
you don’t want to fill it with. 
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Harry Connick Jr. 
IE YOU WANT to play jazz, I’d say prac¬ tice as hard as you possibly can. If you want 
to play rock ’n’ roll, just get a band and play 
for as many people as you can, because for 
certain kinds of music you really have to be 
out playing music. 

And if you’re like me, I went to record 
companies knocking on the door. I did the 
whole thing—the begging for a contract kind 
of thing. I’m very ambitious. I probably have 
more of that than any kind of musical talent. 
I want people to know who I am. 

Jon Pousette-Dart 
II YOU E EE L strongly that music is an essential part of you, then you have to 
make a lifelong commitment. The notion that 
you can put together a band, be discovered 

“Be honest with 
yourself and 
get out there. 

The audience will 
tell you if you’re 
good or not.” 
BOB SEGER 

and wind up on MTV with a nice fat bank 
account is a pipe dream. While every once in 
a while this happens, it is a fluke. Your love of 
music must be your motivation. Nothing else 
will substitute for that. Music is the expres¬ 
sion of virtually everything that happens in 
your life. If you are honest, caring, persever¬ 
ing and faithful to music, music will find a 
place for you. If you want to write a bunch of 
songs, make a million and be a star, you’d be 
better off buying lottery tickets. 

Record companies arc there to exploit an 
artist as much as is humanly possible. The 
minute you do not conform to their expecta¬ 
tions of profitability you will be out the door. 
Record companies don’t know what good 



“If you need 
your family 

and friends to 
come see 

you perform 
you’re 

no performer." 
PAUL WESTERBERG 

music is; they only know what sells and they 
are for the most pan inept at promoting that. 
A standard recording contract makes you 
something not far from an indentured ser¬ 
vant. All monies advanced to you and spent 
on your behalf must be recouped by the label 
before you see a nickel, and that can take 
many years. It is a disheartening process to 
watch young musicians learn this hard truth: 
Companies have no conscience. Realizing 
that is the first step in taking your future into 
your own hands. My partners and I negotiat¬ 
ed a licensing agreement with Capitol Rec¬ 
ords to put out a Best of Pousette-Dart Band 
CI) on our own label, which we intend to 
develop into a full-service record company 
for ourselves and other artists. If you wait for 
a record label to give you the permission to 
record and distribute vour material you 
could wait a lifetime. Empower yourself— 
no one else can do it for you. 

Mick Goodrich, a wonderful musician 
with whom I studied early on in Boston, 
said, “With a guitar, a metronome and a tape 
recorder you can conquer the world.” While 
that might seem ridiculous, the essence of 
what he was saying still rings true to me 
today. There are no limits except the ones 
you place on yourself. You don’t need a lot 
of money or equipment to make good mu¬ 
sic. If you believe in what you are doing and 
you stick with it you will carve out a place 
for yourself. Don’t let rejection stand in 
your way. I lie easiest thing for record com¬ 
panies to say is no. Learn to be your own 
judge. 

Make a point of going back and making a 
study of early blues. It doesn’t matter where 
you start. Early rural blues is the foundation 
of all popular music as we know it. This is 
true no matter what instrument you play. We 
are blessed with having one of the richest 
musical traditions in the world. No amount 
of musical technique can make up tor not 
making yourself aware of it. It is the best edu¬ 
cation you can ever get and it is free. 

You cannot be everything to everybody. 
In order to find out who you are and what 
you have to offer the world musically you 

must come to terms with what you are and 
what you are not. Everybody has a special 
voice that is theirs alone. Find that voice. Dis¬ 
cover who you arc by backing up and identi¬ 
fying what you arc not. If you do this it will 
help you immensely in finding a musical 
voice that is yours alone. Once you find that 
voice, you will have found the key to a joy 
that will be with you the rest of vour life. 
Music can lift you up through the most diffi¬ 
cult periods of your life. If you let making 
music be its own reward, you will be repaid a 
thousand times. 

Van Morrison appeal's courtesy of Exile Productions Limited © 1995 Virgin Records. Ltd. 

featuring Van Morrison, Carlos Santana, Charles Brown, BookerT Jones. 
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“If you’re gonna 
sign with a manag¬ 
er, nothing more 
than two years 
STEVE TYLER 

Mick Jones (BIC AUDIO) 
YOU CAN’T CHANGE the past. But you can change what you do and how you 
behave in the future. And so I chalk up most 
of my experiences and what they cost me to 
the price of learning. Sometimes it’s a heavy 
price, sometimes it ain’t. But you know, I 
never stopped learning—and I’m still in 
development—so I’ll get back to you in a 
couple of years’ time if you like and let you 
know how I’m doing. One thing I reckon, 

though, is that life can be really great—if 
you’re not enjoying it, you just may as well 
check out now. 1 appreciate things more now 
than I did before. If I knew then what I know 
now, I wouldn’t let anybody under 35 in! 

Marty Stuart 
IF I H AD TO do it again, I would not have said “old fart” onstage on the night I was 
inducted into the Grand Ole Opry. I was 
referring to the older country music audience. 
It was the night after Roy Acuff had been 
buried. I’d been praising all the new converts 
that country music has, but then I played an 
old traditional song, I think it was “Long 
Black Veil.” And I said, “I’d like to sing you 
old farts a song.” Right there in church. 

Iris Dement 
I SPENT SO many years saying I couldn’t sing, I couldn’t write, I could never get up 
on a stage. I wish I’d have just known I could 
do it. Just believing in myself and having the 
courage to follow the dream. I would also say 

watch out for losing your vision, and don’t 
listen to other people too much. Try to fol¬ 
low what was there in your mind and in your 
heart when you started. If it changes in your 
mind and in your heart, then follow that, but 
make sure that what you’re following is 
what’s inside of you. I don’t know how I’ve 
done that, but I know I’ve tried. 

Jim Kerr (SIMPLE MINDS) 
IF I KNEW THEN that our band would last for more than a month, as opposed to 
17 years to date, I think probably the first 
thing would have been to get much more 
advice on the publishing. Being a Scotsman, 
the money is very important to me. This 
thing of getting an advance to make your 
records, and you make the records, you pay 
them back, and yet they still own them seems 
kinda weird to me. If I’d known then that 
that doesn’t have to be the case, I’d have 
sought other advice. I know a lot of artists are 
doing that now, trying to get their work 
back. Once you pay back the record compa¬ 
ny I think the work should be yours. 

Produced by 
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But, to be honest, if you had come to me 20 
years ago and told me, “Here’s the deal: You’re 
going to have a 20-year career,” and that we’d 
have everything that’s happened to us, “Take 
it or leave it,” I’d have jumped up then and 
said, “Give it to me right now!” Because I 
have very few regrets, very few complaints. 

I guess one thing we’d have done different¬ 
ly as a band is, as much as we like touring, we 
toured too much in the ’80s. The consequence 
of touring for us was that we could never 
write great songs on the road. When you’re 
writing songs you need to really concentrate. 
The longer we were out on the road—and it 
got longer and longer—we would drift away 
from songwriting. Everything comes from 
the songwriting: The road comes from the 
songwriting, the videos come from it, the rec¬ 
ords come from it. So I think we would have 
put more time into the songwriting and less 
into the live thing, because although it was 
great fun, after a few weeks on the road it’s 
not such a career thing, it’s more a thing of pas¬ 
sion, and intensity, and even a certain kind of... 
athleticism. It was almost as though the song¬ 
writing was like being in school and going 

on tour was like school being out for summer. 
Otherwise I’d have someone to explain 

how it worked in America. A lot of British 
bands—even currently—find America very 
hard to understand. Remember, where we 
came up there’s only one radio station, really, 
which sucks! We didn’t know how it worked 
here—AM, FM, college stations, Canada, all 
different things. Pop charts, R&B charts, 
dance charts—we don’t have that. I think 
everyone’s too embarrassed to say, “I don’t 
understand what’s going on.” So bands tend to 
cop an attitude, which doesn’t work for them 
in the long run. I think they should send us to 
college for a couple of months before we come 
here so that we understand how it works! 

When you’re young, your attitude is “Hey, 
we’ll pay you to let us play!” You’d do it for 
nothing! Between you and I, we would still 
do it for nothing! If it was all to stop tomor¬ 
row, we’d be playing in bars. Because this is 
what we do, record deal or not, hits or not, 
we’d play. That idea of art meeting business, 
when you’re young, is anathema. “No, it’s 
completely art! ” which is ironic, because your 
first gig is business. We had to hire a PA which 

cost £20, we had to hire a van which cost £25, 
a couple of guys to help us which was £10, 
which made it £55 [total] and we got paid £40. 
So already we were in the business of losing 
money. You’re having such a whale of a time, 
you say, “Who cares?” But it is business. 

The music’s taken us around the world 
many times, it’s given us friendships we’d 
never have had, it’s even infiltrated our politics: 
The fact that we’ve traveled so much has forced 
us to see things from a different perspective. It’s 
influenced our lifestyles—our children have 
come as a result of people we’ve met through 
the band. How could we complain ? 

We keep thinking that someday they’re 
gonna come and take it all back from us. The 
thing I would be most afraid of would be for 
this thing to pass you by and think, “God, 
what a ball—and I bitched or I complained.” 
Because you meet a lot of artists who get jaded 
very early—they don’t fit the mold, they like 
playing but they hate the business, they hate 
the touring, they hate all that stuff—it seems 
so miserable to them. Well, stay home then! 
And make cassettes and give them to your 
friends—no one makes you do this. '3' 

Jusr turn c 
the radio 

Drum Workshop, Inc. • 1O1 Bernoulli Circle • Oxnard, CA 93030 • USA 

Clockwise, From Top Left. 
Tris Imboden (Chicago • 
Cecilia Noel & The Wild 
Clams • Steve Vai • Johnny 
Clegg & Savuka • Richard 
Marx • Crosby, Stills & 
Nash) Curt Bisouera (Mick 
Jagger • Tina Turner • 
Bonnie Raitt • John Fogerty 
• Jeff Lorber • Expose) Mike 
Baird (Manhattan Transfer 
• Bei iE Midler • Celine Dion 
• Barbra Streisand • The 
Nelsons - The Wilsons) 
Carlos Vega (James Taylor 
. Reba McEntire • Joni 
Mitchell • Vince Gill 
Randy Newman • Burning 
Water) Denny Fongheiser 
(Peter Frampton • Elton 
John • Counting Crows • 
Heart • Shawn Colvin • 
Jimmie Dale Gilmore) 

3 B MUSICIAN 



Brian Moore 
Custom Guitars 

Gruhn Guitars • Nashville, TN 

House of Guitars • Rochester, NY 

Manny’s Music • New York, NY 

Music Arts Entpr. • Ft. Lauderdale, FL 

Music Enterprises • Brandon, MS 

Russo Music • Trenton, NJ 

Veneman Music • Rockville, MD 

York Music • Montreal, Quebec 

Experience the MC /I today at an 
Exclusive Showroom near you: 

American Music • Seattle, WA 

Apple Music • Portland, OR 

Dr. Eddies Music • Streamwood, IL 

Eastcoast Music • Danbury, CT 

Electric City Music • Kaukana, WI 

Gelb Music • Redwood City, CA 

Guitars Plus • Winter Park, FL 

, Guitar Resurrection • Austin, TX 

Worldwide: 
Australia • Moore Music 
Canada • Wes-Can Music 

Holland • Henny van Ochten 
Italy • Musik Pool 

Japan • Okada Int’L 
Switzerland • Musik Olar Ltd. 

Thailand • Kit Chaeron Music Ltd. 
United Kingdom • Cranes Music 

Rt. 22, Brewster, NY 10509 914-279-4142 FAX 914-279-5477 

Innovative Guitars 
with 

Vintage Values 



“I’d like to get 

that choir to 

sing my stuff, ” 

TINY CHOIR IN THE 

WINDOW OF A NEW 

York bakery 



Henry Threadgill had flown in from a West Coast gig and was in the show¬ 

er, relaxing a traveler’s bones and cleaning up for an evening show. I was 

fixing some tea for us, and since the kitchen was next to the bathroom, 

could hear Henry singing to himself, wordless swirls that couldn’t be mis¬ 

taken for what usually passes as melody. Certainly not the gleeful ditties 

most of us render when bathing, these things had a darker edge: two omi¬ 

nous themes that reemphasized their melancholy with each go-round. At 

that point Threadgill had written extended symphonic works and spent the 

entire ’80s receiving accolades for the complex pieces brought to life by his 

acclaimed Sextett. No longer a mere instrumentalist, his jazz persona had 

widened to the designation “contemporary composer. ” The two themes 

that he hummed. ..and hummed. ..and hummed stuck with me all week. 

PHOTOGRAPHS BY ERIC JOHNSON 
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A couple of years later Threadgill shifted the person¬ 
nel and instrumentation of the Sextett, creating the larg¬ 
er-sounding Very Very Circus. When their debut disc 
Spirit of N uff ..Nuff hit the CD player, there in the 
middle of the program was the eerie tune from the 
shower. It was unmistakable, even though the strains 
were webbed in a thicket of percussion and guitars. The 
title, as usual, gave little clue to its inspiration: “Bee Dee 
Aff.” The guy who received commissions from all over 
the world had created one of his pieces bare-assed, with 
a wet head and a bar of Irish Spring in his hand. 

“Yeah, yeah, I think you’re right,” concurs Threadg¬ 
ill as he recalls the scene from a six-year perspective. “ I 
write a lot of music that way—waiting on a subway or 
something. ‘Bee Dee Aff’ was written right around that 
time, so it could have been it. Or...” he adds with the 
cagy grin and twinkling eye that are a usual part of his 
countenance, “maybe that shower song was ‘Danger¬ 
ously Slippery.’” 

Sly humor, like innovative music, comes quickly to 
the 51-year-old. Out in front of De Robertis Bakery in 
the East Village (“one of the oldest coffee shops in New 
York,” he assures, “Spike Lee and Woody Allen have 
both used the inside to shoot parts of their movies”), 
Threadgill is mugging for a photographer, swearing— 

“I’m 

interested 

in things 

that are a 

long way 

from 

reality. ” 

absolutely testifying, in fact—that for a week or so he’d 
like to live inside the snow-laden wonderland that 
graces the patisserie’s front window. “I’d get that choir 
to sing my stuff,” he says, pointing to a gaggle of 
cherubs with sheet music in their hands, “and maybe 
get those guys over there with the sled to play a bit of 
something. Yeah, I could do that for a week or so; it’d 
give me a new perspective.” 

Plumbing a variety of vistas has been the modus 
operandi of Threadgill’s distinguished career. He’s a 
diverse composer and the makeup of each of his many 
ensembles has been specifically geared toward the 
demeanor of his latest music. In the late ’70s, the trio Air 
was quixotic, treating their notes as wholly malleable 
suggestions. The short-lived octet that made X-T) Vol¬ 
ume I was a stringcentric band made up of basses and 
reeds; it applied classical motifs to African pulses. The 
massive Society Situation was euphonious and phunky, 
and the celebrated, seven-piece Sextett was a porto-
orchestra whose book gave mysterious laments and 
glorious fanfares equal play. 

Recording-wise, the latest addition to the canon is 
Carry the Day, featuring a heavily augmented version 
of Very Very Circus. It’s Threadgill’s debut on 
Columbia, the second major domestic label to offer him 
a home. Though promiscuous in its use of global influ¬ 
ences, it’s also pure Henry, utterly convincing in its dis¬ 
tillation of far-flung styles. Past turns have demonstrat¬ 
ed that he sounds just as natural reworking Kurt Weill’s 
“The Great Hall” as he does honking bawdy R&B licks 
with elemental bluesman Left Hand Frank. Like its pre¬ 
decessor, Too Much Sugar for a Dime, the new album’s 
expansive view is subordinate to the emotional essence 
that defines the composer’s distinct character. 

“The latest stuff is geared toward the current reality 
of American life,” he says definitively inside the coffee 
shop, “especially urban American life. Everything’s 
constantly changing and I’ve always wanted my music 
to reflect that. I turned down Second Avenue last week, 
heading toward Hester Street—I used to drive by there 
all the time—and the Vietnamese shops that lined the 
row are all Chinese now. The whole block has been re¬ 
vamped. It goes to show that constant cultural shifts arc 
unstoppable. People all over the world are in motion, 
and I definitely consider that when I’m writing.” 

Threadgill, too, is on the move. A little over a year 
ago he established residence in India, ostensibly to have 
a new set of societal vibes infiltrate his psyche. Today 
he’s packing his instruments, sheet music and personal 
effects, getting ready to head back for a spell. But given 
the amount of European work he’s been doing, the gur¬ 
gle of the Ganges has been seldom in his ear. He’s 
always on the move, traversing the borders of countries 
as often as he strolls through musical styles. Threadgill 
has spent years practicing multicultural integration. The 
desire to be inclusive is part of his attempt to employ a 
comprehensive world view and to concoct a music of 
what he fervently calls “fantasy.” 
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“I like cartoons,” he bursts. “I watch them and get 
ideas. I’m interested in things that are a long way from 
reality. It’s nothing to reproduce what’s around you. Go 
see a love story and make a song out of it; what the hell’s 
that? I got that in my house. No imagination there. Is 
that the best they can do? Replicate life as they see it? 
That’s mundane shit. I don’t want to thumb my way 
through an encyclopedia of life in the name of art. It’s 
already been done.” 

At the same time he’s sure that the seeds of composi¬ 
tion can flower at the most mundane moments. “Hey,” 
he says, harking back to the shower inspiration,»“ ideas 
can come at any time. I wrote a tune on the bus and fin¬ 
ished it walking the two blocks from Third Street over 
here.” Threadgill points back to his apartment while 
lighting a Commodore on the corner of First and Tenth. 
“Went right into the house, sat down at the piano and 
played it out.” The multireedist admits that his key¬ 
board prowess is meager, promising that he would 
never try to play the piano in public. “No, no, no. Real 
pianists would cut me up and down. I’d be nothing but 
bones when they were through.” 

Threadgill doesn’t live or die on his 
soloing abilities. It’s one of the things that accentu¬ 
ates the breach between the musicians that came out 

of the imaginative environs of the ’60s Chicago scene 
(Braxton, Abrams, the Art Ensemble, et al.) and those 

talented acolytes of hard bop who have prevailed over 
jazz for the last decade. The cream of the younger dudes 
can blow—that’s certain—but in general (Wynton 
Marsalis being the notable exception) their writing skills 
have yet to mature. 

In a nondivisive tone, Henry elliptically shares his 
thoughts on today’s history-smitten jazz scene. “New 
Yorkers had Coney Island; in Chicago we had 
Riverview. I loved to go out there on the rides, that 
ghost house always did scare me.” He smiles. “I wish I 
could applaud the young guys, but how can I when 
they don’t take risks. I don’t have to like the music. If 
they did something different that I hated it would be 
fine, because it would still be an attempt to get past what 
we already know. But damn, this vibe today feels like 
death. Get the flowers ready I ” 

Dissatisfied with the conventions of bop and resolute 
in his trek toward tomorrow, Threadgill marches on, 
forging what’s long been assumed to be a correlation 
between Crescent City polyphony and free jazz collec¬ 
tivism. But as the topic shifts to the duties of journalists, 
he makes a puss and straightens out a dominant critical 
consensus. “They used to say that my stuff was born 
from New Orleans dirges,” he says while an incredu¬ 
lous look slowly blossoms on his face. “Brass bands are 
fine with me, but they certainly had nothing to do with 
what I put together structurally. I’ve never been to 
Louisiana in my life. And dirges? I don’t know nothing 
about dirges. If music of a sad nature is automatically 
called a dirge, well... that’s not even close. In Chicago I 
played in polka bands, blues bands, marching bands and 
Mexican bands and lots of bop. But New Orleans—I 
don’t think so. The closest I got to any music down 
there was Kansas, the boogie-woogie and ragtime piano 
players out of Kansas City like Jay McShann. That’s the 
stuff. As far as today goes, well, there’s almost no West¬ 
ern music I pay attention to.” 

Carry the Day is a testament to that. The title cut’s a 
rave, full of the enthusiasm found in Colombian 
cumbias or Kenyan benga tunes, teeming with bravado. 
Chanting, accordion, rhythmic grids, at least two 
entwined melodies, implications of a third theme dart¬ 
ing from the leader’s acerbic alto—uniting disparate 
pools of music, Threadgill’s literally resourceful on the 
new record. He says that he named the band Very Very 
Circus not because of allusions to the big top, but 
because his music has so many things going on at once. 
A prayer here, a party there, and you’ve got a complex 
opus by a guy who holds dear all things kaleidoscopic. 

“Purism and fundamentalism,” he says with a pained 
look, “is a death wish. That type of thinking is incestu¬ 
ous, dangerous even. When things get that way, they start 
to regress, but deform. It’s one of the negative manifesta¬ 
tions of orthodoxy.” 

This makes sense coming from the man who once 
described one of his tunes as being “designed as a chal¬ 
lenge, the way an air show should be. You don’t want to 
see the planes do rehearsed stunts, you want to see them 
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take risks.” Over the last few years, Thread¬ 
gill’s music has been getting riskier and riski¬ 
er, dense with the maneuvers of an oddly 
configured medium-sized group: two tubas, 
two guitars, a French horn, reeds and trap 
set. Carry the Day amplifies the action, even 
as it simplifies the sound. If there’s any such 
thing as measured mania, it’s found a home; 
the record is as thick as any Public Enemy 
disc. On a stormy frolic like the new record’s 
closing “Jenkins Boys, Again, Wish Some¬ 
body Die, It’s Hot,” the structure taps the 
brakes so that playing-wise the ensemble can 

veer as deep into the danger zone as it feels 
necessary. Like the commas that separate the 
individual notions in the title, Threadgill’s 
score preserves the logic that might other¬ 
wise crumble into cacophony. 

S
OME OF THAT stability has to do 
with the knowing ear of Bill Laswell. He 
produced Too Much Sugar for a Dime 

and Carry the Day as well. A vet at making 
thick records boast a fierce eloquence, his 
insightful take on Threadgill’s music nudges 
it into a heretofore unreachable zone of clari-
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ty. “Bill has definitely helped piece it togeth¬ 
er,” Henry assures. “There’s a bit more order 
to everything.” 

“ I think recording-wise some people aren’t 
versed in the sounds, extremes and dynamics 
that Henry is going for,” explains Laswell at 
his Williamsburg studio. “This music needs to 
have a genuine impact. Clarity and separation 
must be there, but retaining the punch is just 
as crucial. Most rock stuff lacks a bottom or 
top—it’s all midrange. Here, the low end has 
to be a real bottom, and we caught it. You 
hear phrasing the way it’s phrased, not just 
notes thrown together. Henry’s work takes 
conventional instruments and reverses their 
roles or mixes their characteristics. Maybe a 
horn plays something a string usually plays. It 
lets an instrument establish new areas. 

“We did both records fairly slowly, so that 
there’s not a lot of that overcooked feel. 
Sometimes people can get tired of playing, 
and you can hear that vibe on the tape. Any¬ 
body can tell it’s not happening if they’re 
focused, and honest. You roll the tape when 
you know exactly what the story is. Some 
have lost the ability to listen, because the 
brain is working too hard.” 

“The problem was that we used to go in 
and make these records in one day,” explains 
Threadgill, “and that’s a lot of pressure to be 
under, frankly. There’s no consideration of 
the human element. When a brass player’s 
chops get tired, they get tired. If you want to 
get the best out of people, you’ve got to take 
your time. This new record got a bit closer to 
the way it should be. It let us relax a bit more, 
figure things out while we were there.” 

One assumes that most of the music is 
sculpted and buffed before the tapes start 
rolling, but the bandleader assures that 
there’s a seat-of-the-pants quality to almost 
any performance. “I’ve got an open-ended 
way of dealing with the group. If we’ve got 
our sights set on interpreting a piece one way, 
and we go in to record and it’s not happening, 
well, it’s time to change that initial point of 
view. Or choke someone,” he laughs. 

“Everything’s actually shifting all the time, 
which is also true for a stage performance. 
Directions are established that aren’t antici¬ 
pated, and to be honest, I like it more that 
way. That’s when music is really living.” 

The ability to deal with contingencies are 
what he brought to the usually fastidious 
realm of classical music back in the spring of 
’93. With Dennis Russell Davies conducting, 
the Brooklyn Academy of Music debuted 
Threadgill’s Mix for Orchestra, an extended 
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work that featured Max Roach. The program 
never mentioned anything about jazz, citing 
Henry as a “seminal figure in the vanguard of 
contemporary instrumental music since the 
early 1970s.” One gets the feeling that the “J” 
word is to Threadgill what garlic and cruci¬ 
fixes are to Dracula. 

Davies recalls his collaboration with 
Threadgill: “It was unique because as Henry 
finished parts of the piece, he’d come in and 
go over the way it played out. He also did 
some improvising with the musicians in the 
style they were going to use. We were break¬ 
ing new ground and we all wanted to know 
what we were getting into. Improvising 
doesn’t mean just doing whatever the hell you 
want to. He had many cogent comments on 
their procedure. It was beneficial for both 
sides. 

“What was ultimately memorable about 
the piece was the textures. A lot of avant-garde 
classical music starts out with certain givens, 
meaning the orchestra sounds best doing a 
certain thing. An example would be that most 
composers use the cellos, basses and the lower 
woodwinds like bassoons in a unison situa¬ 
tion. Well, Henry wasn’t particularly interest¬ 
ed in that. The cellos had an independent line 
from the basses most of the way through. 
There was sort of an octave separation of the 
sound structure, which can actually be some¬ 
thing beautiful, but surely isn’t standard prac¬ 
tice in orchestration. Following his own ear, 
following his own inclinations, he gave the 
orchestra a fresh approach.” 

Years ago, Threadgill had lamented that 
transcending the persona of a jazz player was 
almost impossible. Recent works with the¬ 
ater and dance—disciplines he’s fascinated 
with—have been part of his global schedule 
for the past few years. Threadgill says it’s still 
hard for some listeners, especially “in the 
States,” to dissolve such designations. “If 
they say you’re a donut,” he frowns with a 
nod toward the dessert display, “then you’re 
not a jelly roll or a bismarck, you’re just a 
donut.” 

Ä
T A GIG at New York’s Knitting Facto¬ 
ry Threadgill does a little conducting of 
his own. The sound of his six-piece 

group centers around the Hammond organ 
of his longtime associate Amina Myers. It is 
the kickoff week of the club’s semi-posh new 
location and there is a buzz in the air. The 
band slips and slides a bit at first, but catches 
the groove as Myers’ B-3 does the leader’s 
bidding on a theatrical piece that, to para¬ 

phrase another Threadgill tune, drives the 
audience slow and crazy. 

Myers’ two-fisted approach follows 
Threadgill’s coaxing; the body language of the 
boss helps conjure an aural scenario equiva¬ 
lent of Black Bart strapping Sweet Nell to the 
railroad tracks with a locomotive barreling 
down. The room doesn’t breathe until the 
band, with Henry’s horn at the helm, swoops 
in to save the day. It doesn’t sound like any 
other music—jazz or otherwise. It doesn’t 
even sound like any other Threadgill group— 
part church service, part veil dance. 

“People aren’t used to the breadth of in¬ 
struments,” he says, explaining the organ’s 
effect. “Someone says we’ve got a jazz quar¬ 
tet coming in and their precepts are formed 
immediately. We got an organ, but we don’t 
sound nothing like Jimmy McGriff, right? 
That’s why I like playing to people who have 
never seen us before. When the Circus 
toured the heartland a couple years ago, most 
audiences hadn’t a clue as to what we were 
about, yet they dug it.” 

The band at the Factory was rounded out 
by Ted Daniel on brass, Ed Cherry on guitar, 
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it's 
déjà vu 

ail over again 

DAVID CROSBY 
IT'S ALL COMING BACK TO ME NOW... 
his new live album featuring 2 new songs and 8 Crosby classics 
including Almost Cut My Hair-(duet with Chris Robinson) 

Reggie Nicholson on trap set and Wu Man on 
a Chinese stringed instrument called a pipa. 
Threadgill hasn’t named the group yet, but a 
variation of it recorded part of last summer’s 
iconoclastic Song Out of My Trees. When 
they performed the title track on the Knitting 
Factory stage, he was bouncing from toe to 
heel. With every splash of Nicholson’s cym¬ 
bals, Threadgill would laugh harder. 

“The groups I build don’t do shows,” he 
states flatly. “We try to stay away from that. 
In other words I don’t try to play something 
because it worked the night before. That’s 
not me. I want it to unfold differently every 
time out.” 

Toward that goal he has zigzagged from 
ensemble to ensemble. It’s not unusual for him 
to sustain two bands at once because of the 
bounty of tunes in his head. “I can feel when a 
band is coming to the end, man; it’s putt, putt, 
putt. You can wait for the damn thing to stop 
on you, or you can get off. It’s always better to 
pull over than have it shut down. 

“And anyway, people deserve the variety. 
Life is full of it, so why shouldn’t it be repre¬ 
sented in music? All we’ve got is our imagi¬ 
nation; that’s the one thing they can’t throw a 
net over.” 

He’s just returned from Amsterdam, where 
he was a featured guest on a tour of the Octo¬ 
ber Orchestra, a subset of the Instant Com¬ 
poser’s Pool. Critic Kevin Whitehead took in 
all of the performances, and says that Thread¬ 
gill’s piece “The 100 Year Old Game” was a 
pinnacle. “It was the most memorable, and in 
many ways the simplest piece of the pro¬ 
gram,” he recalls. “It was kind of an oompah 
tango with two themes working at once, and 
the audience really dug it. He rearranged little 
parts of it every night; Henry’s real astute at 
knowing what will work and what won’t.” 

Threadgill reports that the tour was cool, 
but he had a far more interesting time “out in 
the country.” 

“Have you ever been there?” he asks excit¬ 
edly. “Man, they got some light in that sky. 
Strange shit. I was by myself, split from the 
band for a while. The whole sky’s dark and 
the light is below the darkness. Light below 
darkness—the effect is incredible. It really 
stays with you.” 

Cartoons and beguiling bits of nature 
aren’t the only inspirations in his life. “I never 
get ideas from music,” he scoffs. “These days 
it’s dance, film and medical research.” 

Whoa. Medical research? 
“Yeah,” he says like it happens every day, 

“right now I’m interested in prosthetics: 
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phantom pain and its other side, phantom 
joy. I’m kind of a synaptic, electrical thinker, 
and the way that info gets carried is appeal¬ 
ing. 1 wonder if I can translate that into what 
I’m doing with music?” 

Maybe that’s how the guv “riding a legless 
horse” gets to “the fountain up ahead” in 
Carry the Day's “Vivjanrondirkski.” Now 
and again, Threadgill injects lyrics into his 
pieces. As he recites them at the table— 
“death tree standing tall, horseless body 
moves...send all the mirrors to the zoo”— 
they are as vivid as they are opaque. 

While in New York he’s trying to take in 
as much music as possible. He’s pissed that 
he has to miss Marty Ehrlich’s Dark Woods 
Ensemble (“Marty’s on the right track; I’d 
like to see him"), but promises that a com¬ 
mitment to check out Roscoe Mitchell’s local 
stop won’t be broken. The evening before, he 
tried to decipher Robert Ashley’s latest con¬ 
coction. “Robert’s doing some very difficult 
stuff. He’s deep, but he’s funny, too. At one 
point I almost had to run out of the theater, 
’cause he made my sides split.” 

That mix of severity and elation is not un¬ 
usual in Henry'’s work. Depth, he repeats two 
or three times during the conversation, is 
what’s missing in music these days. Art of in¬ 
consequence is his enemy. “When I was eight 
years old my mother bought me Treasure 
Island. I never forgot a bit of it. These days I 
go to see a film or hear music and a day later 
there’s nothing, a week later nothing and a 
year later nothing—no impression. It hasn’t 
changed your diet, or made you like your 
girlfriend better or worse. Throwaway art 
ain’t for me.” 

As he nudges the music in unforeseen 
directions, his expectations grow to meet his 
ever-galloping muse. 

“You know Butch Morris? We were talk¬ 
ing the other day' about...well, I don’t know 
if I should say...okay', tabloid music—that’s 
the next phase for us. Short form with the full 
thrust. Can’t sav too much about it. Tabloid 
music.” 

Many would say that Threadgill has 
always accessed the full thrust. I lis music is 
never tentative. That wouldn’t do for a guy 
determined to heave todav into tomorrow. 

“I don’t want the music to come up and 
stop right in front of you,” he concludes 
before getting back to his packing chores. 
“Getting a full hit isn’t enough. I want it to 
go right through you, leave some of itself 
inside you and take some of you with it when 
it leaves.” 'S’ 
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like he has it all figured out. Where most jazz artists live one year to the next, 

handing in their annual project and hoping that someone at the label will 

treat it gingerly, the stocky tenorman, who has been called a visionary more 

than once, operates like a free agent. He records as often as necessary—about 

four albums a year feels right, he 
says—then targets the results to 
labels in specific geographic areas. 
He does not need the major-label 
system; the global market more than 
covers his costs. He is not bothered 
by the marketing campaigns and the 
hoopla that are a fact of life for many 
in the business. 

Of course there’s the inevitable 
Faustian downside: He makes the 
music, yet he has no assurance it’ll 
ever be available here. Right now, 
he’s troubled because he’s learned 
that Picasso—the most recent re¬ 
cording of Murray’s octet, which has 

I been hailed in Japan—will not be 
I released in the U.S. And there’s not 
much he can do about it. 

“Somebody told me it won some 
awards in Japan, was named the 
number-three record of the year by 
Swing journal [the Japanese music maga¬ 
zine],” Murray says with some amazement in his 
voice. “Now I don’t care about fame—I’m already 
famous—but it does get to you when the stuff that 
people are responding to doesn’t even appear in your 
own country.” 

Picasso was done for DIW, the Japanese specialty 
label with U.S. distribution through Columbia. The 
glitch: Columbia doesn’t pick up everything DIW 
issues, and Murray has no say in the matter. 
Columbia takes what it wants, and the rest simply 
doesn’t exist in the U.S. As Kazunori Sugiyama, the 
U.S. liaison for DIW, explains: “Schedule-wise, 
Columbia is really backed up. There are a number of 
titles they may not take.” 

It’s impossible to estimate how much improvised 

music fails to reach record stores in the U.S., but the 
list of titles is growing, and so is the irony: The birth¬ 
place ot jazz, the place that most of its noted practi¬ 
tioners call home, may no longer be the best place to 
shop for it. There are titles like Picasso, tied up in dis¬ 
tribution agreements. Reissues that are only licensed 
in certain territories—including, until recently, huge 
chunks of the Miles Davis catalog. Products by well-
known musicians recorded for small labels in Europe 
and Japan, and available to the American jazz audi¬ 
ence only as imports, if at all. 

For years, jazz musicians have relied on Europe 
and Japan for a good bit of their live-performance 
income. Increasingly, both young unknowns and 
top-shelf artists like Murray, Roy Haynes and others 
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arc turning to Europe and Japan for recording 
opportunities. It might add up to a messy cata¬ 
log—filled with titles recorded for a variety of 
small labels with little financial stability—but 
from the artist’s perspective, at least the work 
is getting out there. 

“I never let record companies get in the way 
of creativity,” Murray asserts. “It’s nice when 
companies give you freedom, but it’s not 
essential. You can work around it. In Europe, 
they want the thing that’s the furthest out you 
have. In Japan, they’re a little more conserva¬ 
tive. In America, they’re stuck a little bit. So 
you find the right place for the project.” 

That “right place” may not be one of the 
huge multinational corporations, which seem 
stubbornly devoted to neotraditional post-bop 
and rely on licensing arrangements for the 
more adventurous realms of improvised music. 
Most label executives agree that demand for 
jazz has increased on a worldwide basis—at 
least half of the total sales of Joe Henderson’s 
Verve albums have come from outside the U.S., 
while some artists sell two-thirds of their 
records elsewhere. As demand acceler¬ 
ates, new entrepreneurs, often driven 
by a genuine respect for the music as 
much as the busi¬ 
ness opportunity, 
find their way in¬ 
to the game, signing un¬ 
proven talent and grab¬ 
bing established names for 
one-off projects. l or years
before he was signed to Verve, Henderson’s 
only recording activity was for independent 
European labels, on a project-by-project basis. 

Many of those 1 lenderson titles were simple 
live recordings—examples of what Patrick 
Rains of the French Dreyfus Jazz label calls 
“short-term” thinking. “Nobody approaches 
this music with a long-term view,” he says. 
“That includes the artists. If somebody can 
make two or three records in the course of a 
year, he’s got an income on what arc really small 
advances. And whether this is the best thing for 
a career or not is never addressed.” 

Indeed, independent labels with indepen¬ 
dent distribution can be a mixed blessing. As 
one major-label A&R executive says: “It’s 
great to get the music out there, but what 
about getting paid? Those labels are not 
always accountable.” In addition, the retail 
business in the U.S. tends to punish the little 
guy, for whom a success can be sales of 
5000-10,000 pieces rather than 100,000. 
“Nobody wants to take onesies and twosies,” 
says Rains, noting that Dreyfus artists like 

Steve Grossman and Roy I layncs fit that 
description. “The distributors don’t know 
what to do with records like this.” 

But smaller-scale operations can be more 
effective for improvising artists. Donald Elf¬ 
man, jazz director for Koch International, 
which distributes the German independent 
Enja and other labels, says, “I worked at a 
major, I know what those guys do when they 
get a jazz record—they stick it in the back of 
the book and that’s it. Here, it’s a better situa¬ 
tion for the musician. No one has massive 
expectations for a record, but the people are 
knowledgeable when they go out to sell.” 

Then there arc independent labels who spe¬ 
cialize in taking products made in one territory 
and reissuing them in another—Evidence, 
which also does its own recordings, is perhaps 
the most effective clearinghouse for the works 
of Japanese labels like King in the U.S. Accord¬ 
ing to co-owner Jerry Gordon, Evidence 
works to secure international rights, or the 
world minus Japan rights, for many titles. “We 

look for pieces from artists who already have a 
reputation, their own section in record stores.” 

Most visible are independent labels affiliated 
with the various majors—DIW with Columbia, 
Somethin’ Else/Toshiba with Blue Note, JMT 
with PolyGram. Such partnerships enable the 
majors to issue what they consider “riskier” 
music with less financial risk, and to test-market 
artists before signing them to U.S. contracts: 
Both Geri Allen and Joe Lovano were signed to 
Blue Note’s Japanese label before landing their 
deals with Blue Note proper. JMT, which releas¬ 
es its titles first in Japan, has been home to some 
of the most provocative improvised music of the 
last decade, including drummer Paul Motian’s 
acclaimed trio recordings with Lovano and Bill 
Frisell. As Columbia’s Kevin Gore says, these 
licensing arrangements are “almost a free sneak 
preview of how things will do. You can get a 
sense of how a particular album will be received 
in the marketplace just by looking at how it did 
in Japan.” 

Having world-class artists like Murray (who 
has recorded for DIW) and others on the roster 

without having to spend the big bucks to keep 
them is what the big guys call a “win-win” situa¬ 
tion. “We saw an opportunity to reach a certain 
segment of the audience we were not reaching 
before,” Gore says of the DIW deal. “People 
who want artists who lean a little bit on the out¬ 
side.” Murray, naturally, sees it differently: “It 
always seems like the DIW stuff gets pushed out 
of the way whenever there’s a Columbia artist. 
Sometimes it’s like we don’t exist.” 

As Murray has discovered, not everything gets 
grabbed. Chuck Mitchell, VP and general manag¬ 
er of Verve Records, says that though most of the 
artists are from the U.S., nearly half of Verve’s 
projected 50 releases for 1995 will come from 
outside the roster of artists signed to Verve. While 
PolyGram in the U.S. has cherry-picked from the 
global offerings in the past, Mitchell says one goal 
for 1995 is to see that the important records from 
sources like JMT are released on a timely basis in 
the U.S. “We’ve been really behind on some 
things. I always try to keep in mind that it’s not 
just our internal schedule; often if a record is 

delayed we’re mess¬ 
ing with an artist’s 
livelihood. For many 
of these artists, the 

records are the way they can generate work, so 
we’re try-ing to be sensitive to that.” 

One of the areas overseas labels have been 
most ag¬ 
gressive 
is the de-
V c 1 o p -

ment of catalog titles. Where the U.S. compa¬ 
nies offer single pieces—best-of collections— 
their foreign counterparts look to issue every¬ 
thing. The audience, in Japan particularly, 
demands it: For years, it’s been possible to get 
Miles Davis’ Pangaea via Sony Japan, which 
was only released stateside last year, as well as 
the complete seven-CD Live at the Plugged 
Nickel, a document of seven nights at the 
Chicago jazz club recorded in 1965, which was 
issued in its entirety this February. 

Sometimes it’s out of the hands of the com¬ 
pany. Columbia’s Gore says his label is embark¬ 
ing on a massive overhaul of the Davis catalog. 
“The delays had to do with getting clearances 
from the estate. Sometimes there are deals in 
place for one territory and not another. In 
Japan, the demands are a little bit different. But 
you will see Columbia addressing his musical 
legacy. We’re going to make available records 
people have never heard before.” 

While upstart ventures create opportunities 
for artists, those opportunities may cancel each 
other out when there’s too [cont’d on page 64] 
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affiliations, musicians, technicians and listeners are bound together by two sim¬ 

ple things: a left and right speaker. In a recording studio, living room or car, from 

the snazziest audiophile system to the lowliest boom box, amplified music is 

almost always recorded and played back in stereo. It's as basic as two ears. 

▼ But while our ears don't change, technology and the applications for it do. 

Stereo is already over three decades old, quite a long run in the high-tech world of 

hi fi. Just as CDs edged out vinyl ten years ago, technologies developed for home 

pears to be inevitable. The technology is already here in a primitive form, and it's 

about to get better. Undeniably, it offers exciting possibilities. But fitting more than 

JORDIN I S I P 

boneyard. At this moment, the advent of the multichannel surround album ap-

THE END DF STEREO 
audio onto discs and tapes designed for only two 
doesn’t come without a price. Unfortunately, the price 
of taking the next step beyond stereo is the sound qual¬ 
ity of the music itself, by way of digital processing tech¬ 
niques that eliminate portions of the recorded signal. 

LONG LIVE Q. U A D 

he stereo LP itself was a spin-off from movie 
technology when it debuted in 1958. “Stereo” 
movies had arrived a few years earlier, but the}' 

used at least four channels: one for the rear effects 
(called the “surround” channel), one for the middle of 
the screen (the “center” channel) and the left and right 
with which we are now familiar. This was expensive 
technology, and for nearly 20 years it was limited to 
big-budget films and flagship theaters. But in the mid 
’70s, Dolby Laboratories developed an economical 
wav for movies to be encoded and projected with four-

channel audio. The system they created, introduced 
with Star Wars in 1977, was called Dolby Stereo. 

The Dolby method embedded—the technical term 
is “matrixed”—two extra channels (center and sur¬ 
round) into a standard stereo-compatible signal. Actu¬ 
al!}', this was an evolution of the notoriously unsuc¬ 
cessful quadraphonic music systems of the ’70s. 
Opinions vary regarding why quad failed to charm 
the ears of America’s music lovers. The playback tech¬ 
nolog}' was primitive; mixdown engineers never made 
it sound like a big improvement; nobody seemed to 
want four big speakers in their listening room. Either 
way, it was an undeniably promising technology that 
died at the hands of the almighty consumer. 

But Dolby Surround, the home video version of 
four-channel Dolby Stereo introduced in 1982, is catch¬ 
ing on. Small satellite speakers, large subwoofers and 
audio-video receivers arc in vogue. Prerecorded videos 
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are everywhere. And beside thousands of video titles, there are already 
hundreds of Dolby Surround-encoded classical CDs on the market. 

HEARING THINGS 

Because two channels are the norm for home music systems, a 
number of methods have been tried over the years to coax “three-
dimensional” audio—meaning sound that appears to emanate 

from locations not directly between the left and right speakers—from 
only two speakers. Some have even caught on, albeit in limited ways. 

Q-Sound, for example, a Canadian invention of the early ’90s, may 
have found a niche as a sonic enhancement for multimedia computers 
and video games. Roland’s RSS system, which uses a technique related 
to binaural recording (which boasts its own audiophile following) has 
made some inroads into recording studios, where it is applied as yet 
another digital effect. These systems, and others like them, use formu¬ 
las derived from psychoacoustic research for manipulating phase, 
timing and EQ. All are essentially aural illusions, a sort of perceptual 
trickery that fools the ears into hearing things that aren’t there. 

Dolby’s brand-new multichannel technology for the home market, 
Dolby AC3, also relies on psychoacoustics. Yet another offshoot of 
movie sound—this time a format known as Dolby Digital—AC3 is an 
impressive technical achievement. It provides five separate channels of 
full-bandwidth digital audio (unlike the older Dolby Surround formula, 
which deliberately chops off the extreme high and low frequencies from 
the surround channel). The new system also provides a sixth, low-fre¬ 
quency channel intended to feed a subwoofer. And so that consumers 

Consumers have already had two opportunities to pass judgment 
on data-reduced audio. Two years ago Philips introduced DCC, or 
digital compact cassette, a digital tape format based on a perceptual 
coding algorithm called PASC (Precision Adaptive Sub-band Cod¬ 
ing). PASC reduces the data rate of your garden-variety CD, 1.4112 
million bits per second (Mb/s) to 384 thousand bits per second 
(Kb/s)—a compression ratio of about 36:1. The other data-reduced 
format, Sony’s MiniDisc, uses a coding system called ATRAC (Adap¬ 
tive Transform Acoustic Coding). Sony hasn’t revealed ATRAC’s 
compression ratio, but a MiniDisc holds 72 minutes of two-channel 
audio on a disc only one-sixth the size of a CD. 

HOW GOOD IS GOOD ENOUGH? 

So far, the market has proven indifferent to both MD and DCC; it’s 
not clear that cither will survive. But among professional audio 
engineers and audiophile consumers—two communities that value 

sound quality more than convenience—the reaction to the first wave of 
coded music has been one of alarm. PASC and ATRAC effectively 
reproduce lead instruments and vocals, but what about the less obvious 
aspects of the sound? Nuances of texture, spectral interaction and ambi¬ 
ence that make up the “character” of a recording may be too subtle to 
encode accurately. The fact is, perceptual coding is an inexact science. A 
number of sonic variables affect the resulting audio quality, and the results 
heard so far have ranged from very good to quite a bit less good. 

How not good ? Ask the owner of the last pair of ears in the creative 
process and the first pair in the manufacturing one—the mastering 

THE PRUE FOR WHIG THE HEXT STEP MAT I! SOURD IULITYITSEEF. 
aren’t burdened with the prospect of 
buying a playback machine just for 
the new format, AC3-encoded music 
—available on laserdiscs now, CDs 
eventually—plays back in stereo on 
existing stereo systems. 

AC3 exploits psychoacoustics in a 
very different way than the other 
systems mentioned above. In order to squeeze six channels into the 
space previously allocated to two, AC3 employs data compression 
(or, more accurately, data reduction) to boil down the digital signal so 
that it requires less space on the disc. AC3’s application of psychoa¬ 
coustics arises from a data-reduction method called “perceptual cod¬ 
ing.” And that is a cause for concern. 

THE BIG SQUEEZE 

Perceptual coding works on the premise that you don’t hear 
everything that’s going on in a recording. For example, you can 
hear soft, low-level sounds when they’re isolated. But if they 

occur simultaneously with louder sounds, the softer ones aren’t audi¬ 
ble (an effect known as masking). Furthermore, your ears aren’t as 
sensitive to very high or very low frequencies as they are to midrange 
sounds, even if they occur at the same volume level. 

Perceptual coding applies these principles to identify sound com¬ 
ponents that aren’t likely to be heard. Musical information judged 
“unnecessary” is simply not recorded. This reduces the amount of 
data required to reproduce the music. 

engineer. Doug Sax, a veteran L.A. mas¬ 
tering maestro who also runs the audio¬ 
phile label Sheffield Labs, recently 
remastered eight Pink Floyd records for 
MiniDisc. Sax reports, “I’ve witnessed a 
desire to say that it’s just as good as CD, 
that nobody can hear the difference. But 
that’s absolutely untrue.” 

Of DCC, for which the data rate is comparable to that of Dolby 
AC3, Greg Calbi of Masterdisk asserts, “We were able to make a bet¬ 
ter-sounding analog cassette.” Bob Ludwig, whom many regard as 
the world’s top mastering professional, tried to use Dolby AC2 (a 
professional format similar to AC3) to transport music via phone 
lines from his Gateway Mastering studio in Maine. “For now,” he 
observes, “the data compression makes a joke of the expensive 20-bit 
equipment we’ve invested in.” 

THE NEXT BIG THING 

Given the company’s track record, Dolby would seem capable of 
concocting a killer delivery medium for music. And, in some 
ways, that’s what AC3 is. But it wasn’t necessarily developed 

with music in mind. In fact, AC3’s data rate was established not 
because it is optimal for sound reproduction, but because it fits within 
the bandwidth “left over” for audio by the upcoming high-definition 
television (HDTV) format. AC3 has been generally well received by 
mixdown engineers in the filmmaking community. But movie sound 
isn’t the same as music. Movie soundtracks are collages of digital sam-
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THE 
K/ilEnJUTHKin I 

D.C.'s hot urban con¬ 
temporary station WPGC 
got its current #1 market 
standing by doing risky, 
innovative things. Like 
hiring Charles “The 
Mixologist" Roane & his 
trusty CR-1604. Roane's 
remix of Whomp (There it 
is) " helped spur total 
sales of the single to over 
6 million — making it the 

all time best selling rap 
record. Now record 
labels seek out The 
Mixologist for his "flava 
and clean mixes. 

Though he recently 
bought a Mackie 32*8 
8*Bus console, Charles 
won't part with the 
CR-1604 that got him 
started. He calls ¡this 
"lucky mixer." 

Wife, 

close. The CR-1604is the 
only mixer that can 
handle really huge drum 
sounds, monstrously fat 
bass and a ton of synths 
simultaneously. " 

Recently, while 
mixing Crystal (Lo-Do-Di 
La-Di-Da) Waters at the 
Basement Boyz' Balti¬ 
more studio, the SSL 
console didn't have 
enough inputs. So Bonzai 
rented a CR-1604 to help 
mix two cuts, "Ghetto 
Days "and "What I Need." 
The studio was so 
impressed with the 
Mackie CR-1604 that they 
immediately bought two! 

Bonazi then used 
those two CR-1604S to 
mix Martha Wash's new 
remix album release 
"Leave A Lite On"— sans 
help from the SSL board. 

Ever since he engi¬ 
neered five remixes on 
Madonna 's smash 
"Erotica" album, Bonzai 
Jim Caruso's engineering 
career has been on fast 
forward. As he did on the 
Madonna sessions, he 
usually brings along his 
personal CR-1604 mixers. 

The rest ofBonazi's 
resume speaks for itself: 
top-charted dance re¬ 
mixes for George Michael, 
Luther Vandross, Jon 
Secada, Gloria Estefan, 
The Basement Boyz, 
Natalie Cole, Class-X 
with Michelle Weeks and 
Jose Feliciano. All mixed 
on two Mackie CR-1604s. 

Now let Bonazi speak: 
"I went through four other 
small mixers* before 
finding the Mackie. The 
others didn't even come 

MflCKIE 
All of our mixers are made at20205 144"'Ave NE, 

' Woodinville, WA, 98072, USA Formore info, call 
800/268-6883 M-F, 9 to 5 PM PT FAX206/487-4337 
Outside the US, call206/487-4333 Internet address: 

technical.support@mackie. wa.com On 
CompuServe: GO MACKIE Represented in 
Canada by S.F. Marketing 800/363-8855 

Although Bonzai specifically listed the other brands 
he'd tried and rejected, we don't mention direct 

competitor^jn our ads. If you want a hint, though, see 
who else isaovertising compact mixers in this issue. 



plcs and analog Foley effects, dubbed dialogue and prerecorded music; 
the goal is to produce an event—not reproduce one, as is required in 
most musical recording. 

Another difference is in the venue. People sit still for movies. Like¬ 
wise, multichannel sound invites the listener to sit in a sweet spot 
where all channels can be heard in their proper relationship. But the 
music lover who sits in one place for the duration of a CI) is the 
exception, not the rule. 

At present, movies on laserdisc arc the only media encoded for 
AC3. But, as noted above, it dovetails neatly with the coming 11DTV 
standard. More important, it plays back transparently on stereo 
equipment, making it possible that you’ll buy it long before you have 
a playback system. Keep in mind that data-reduccd audio is a key 
technology for video delivered via the infotainment superhighway. If 
data-reduced multichannel sound becomes the standard for movies, 
TV and other services, whether delivered by cable, phone lines or 
satellite, how long before music follows suit? 

NO GAIN, NO PAIN 

Is the advantage of having more than two audio channels worth the possibility of 
compromised sound quality? It depends on 

who you ask. Numerous interests are at stake, 
and a fortune in potential sales. Manufacturers 
and retailers like the idea. After all, selling five 
speakers ought to generate more profit than 
selling two. Furthermore, AC3 will require 

release of Jurassic Park in 1993. Like Dolby AC3, the DTS system is a 
digital multichannel format. Among those who have been given an 
opportunity to hear it, the reaction to DTS has been favorable. 
According to Telare engineer Mike Bishop, a veteran of surround¬ 
sound CD production, “We haven’t heard the Dolby system here, but 
DTS is working remarkably well,” he reports. “We feed it a 20-bit 
source tape, and what comes out sounds very close. For a six-channel 
discrete format, that’s pretty remarkable.” 

But “better” technology is rarely the deciding factor in widespread 
consumer acceptance—just ask anyone who had to scrap their Beta 
VCR when VHS won the video wars. Whoever gets to the market 
first has a huge advantage. And Dolby is not only already on point— 
it has name recognition, a user base and a track record of market suc¬ 
cess. Dolby’s technical director Roger Dressier is confident that 
AC3’s alleged faults are largely overstated. 

“We haven’t heard from anyone who can hear the difference 
between the source and the decoder on movie 
material,” Dressier asserts. “We know that AC3 
isn’t completely transparent, but what is? We’ve 
designed the system to take advantage of smarter 
encoding techniques as they become available.” 

USE 

Undoubtedly, better techniques of all sorts 
will come along. And stereo CDs them¬ 
selves may change. Development is under 

way for new technologies such as quadruple-

O R LOSE 

NUMEROUS INTERESTS ARE AT STAKE, AND A FORTUNE IN POTENTIAL SALES. 
new electronics: disc players, decoders and the like. The expectation is 
that consumers will get excited about sound again, as they did when 
stereo was new. 

Pioneer USA, the primary force behind laserdisc, has already 
announced AC3 products due to hit the street by summer. According 
to senior VP Mike Fidler, Pioneer has high expectations for the for¬ 
mat. “Ninety-nine percent of consumers are going to find it an excep¬ 
tionally exciting format. It’ll drive people to get even better equip¬ 
ment. Isn’t that what CD has done?” 

Ninety-nine percent of all consumers is certainly an attractive tar¬ 
get. But AC3’s detractors fear that those with discriminating ears who 
will be shortchanged in the rush to new formats. Jim Thiel, designer 
ot the world-renowned loudspeakers that bear his name, wonders it 
his efforts will become superfluous. “I’m concerned that compromis¬ 
es will be made that arc acceptable to most people, but not acceptable 
to some people,” he says. Kathy Gomick, president of Thiel, concurs. 
“You can accept data compression if the audio signal isn’t degraded,” 
she adds. “But if the signal is degraded, then it’s just a technical exer¬ 
cise. If it doesn’t provide the performance, so what?” 

WINDS OF FORMAT WARS 

As if on cue, the perception of weakness in Dolby’s bid has 
spawned competing systems. All arc geared toward movies at 
the moment, but they’re poised for home video and eventually 

music as well. 1 he most visible so far comes from a company called 
DTS (Digital Theater Systems), whose wares were debuted with the 

density discs, which will hold four times as much data as today’s 
CDs. Such a development might head off the rush toward data re¬ 
duction. But it seems more likely that high-density CDs will evolve 
into super-fidelity CDs for a niche market, like the high-end CDs 
currently produced by Mobile Fidelity and Sony Mastersound. 
Meanwhile, mass-market consumer audio will be distributed via 
some new data-reduced, multichannel format. 

Some audio professionals are champing at the bit to get started with 
AC3. Ken Kantor, VP of technology for International Jensen and 
designer/co-founder of NHT loudspeakers, thinks multichannel 
audio will spur better recordings and better playback equipment. 

“With stereo,” Kantor notes, “we’re losing too much information 
in the process of capturing sound. You’ve got to get more of the origi¬ 
nal event. Multichannel is the logical next step. We’re not going to do 
it with better electronics; the refinements there are too subtle. If I 
want my system to sound better at home, I need more channels.” 

According to Stereo Review's executive editor Michael Riggs, 
“There are more creative possibilities. 1 can’t believe that producers 
and artists wouldn’t get excited about this. It’s like going from mono 
to stereo.” 

Like the ef fectiveness of perceptual coding, it really comes down to 
the listener. And, of course, on the people who make the records. It’s 
already hard work to come up with an hour’s worth of material wor¬ 
thy of releasing on a CD. Surely it will be even harder to come up 
with something compelling enough to make a listener sit in one spot 
for an hour. No matter what the audio quality is like. 'J' 
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ANNOUNCING THE GREATEST IDEA 
IN THE ART OF SINGING 

© ROBERT GANSERT 1980 

ROBERT GANSERT 
ILLUSTRATIONS by the AUTHOR 

ISBN 
0-939458-004 

Illustrated 
324 pages. 
Hard Cover. 
$38.50 
8V2" X IIV2' 

Why is the Gan-Tone Method described in SINGING 
ENERGY a great discovery? 

The Gan-Tone Method introduces BODY FUSION, the 
GAN-TONE BEAT and the unknown PELVIC-PERINEUM 
DIAPHRAGM at the bottom of the torso which produce the 
GAN-TONE VOCAL INSTRUMENT that creates a new sound by 
imposing a Beat Frequency on the singing voice! 

Outside U.S.A. 
Bank check S39.50 U.S. CURRENCY 
that can be cleared in a New York City bank. 
U.S. or Canadian Postal Money Order $39.50 U.S. Currency 

©1988 GAN-TONE PRODUCTIONS 

Introducing SINGING ENERGY, the book that 
presents the Gan-Tone Method, the state-of-the-art 
for producing the singing voice! 

Develop a beautiful singing voice for ROCK or 
OPERA! 

Professional singers! Retain your voice for many 
years — whether POPULAR or CLASSICAL — with 
the Gan-Tone Method! 

WORLDWIDE SALES 

About the Author: 
To hear Robert Gansert, or 

any of his students, produce 
the Gan-Tone sound, is to be 
thoroughly convinced that he 
is a pioneer in energizing the 
singing voice into a new 
dimension! 

SINGING ENERGY 
IN THE 

GAN-TONE METHOD of VOICE PRODUCTION 

How does the Gan-Tone Method create the GAN TONE 
VOCAL INSTRUMENT? 

Through Jaw, Larynx, Body Fusion, the singer imposes 
5 to 7 Gan-Tones (vibrations) per second on the natural 
singing voice. 

This frequency organizes body muscles into a piston action 
through the fused body to the Pelvic-Perineum Diaphragm at 
the bottom of the torso, causing vocal cords vibrations to be 
projected from this new diaphragm and resonated in the head 
cavities. 

Involvement of the entire body in projecting the singing 
voice results in: 

• More Power 
• More Range 
• More Control 
• More Brilliance 
• No stress on the vocal cords, preventing Hoarseness and 

Fatigue. 

GAN-TONE IS A REGISTERED TRADEMARK OF GAN-TONE PRODUCTIONS 

MAIL ORDER FORM 4/95 

Please send me_copies of SINGING ENERGY in the Gan-
Tone Method of Voice Production (« $38.50 each, which includes 
postage, handling and sales tax. (Outside U.S.A., $39.50 U.S. cur¬ 
rency.) Includes FREE audio cassette tape. 

NAME 

ADDRESS 

CITY_ STATE ZIP 

Send to: GAN-TONE PRODUCTIONS, Carnegie Hall, Studio 1105, 
881 7th Avenue, New York City, NY 10019. 
(Allow 3 to 5 weeks for delivery. 

GAN-TONE PUBLISHING CO. 



FO RW/ FAST 

Incorporating Lexicon's lat¬ 
est DSP chip in tandem with 

a general-purpose Motorola 
audio processor, the PCM 80 

($2500) picks up where the 
classic PCM 70 left off. 
Along with high-quality re J 

verb, delay and spatial ef¬ 
fects, the unit includes a “dy-

TRACE ELLIOT 
TRAMP COMBOS 

LEXICON PCM 80 
PROCESSOR 

I Carved from solid mahogany 
and topped with bookmatched 
spruce, the Multiac from Godin 
(from $1595) reportedly deliv¬ 

ers exceptional amplified acous¬ 
tic tone with minimal feedback. 
Neck width and string spacing 

conform to classical standards, 
but with a slightly longer scale. 

An individual gold-plated sensor 
is included for each string. The 
instrument is optimized for ac¬ 
curate MIDI tracking with Ro¬ 
land’s GR-1 synth interface, for 

which a multipinjack is built in. 
♦ Godin, 4240 Seré St., St-Lau¬ 
rent, Québec, Canada H4T 1A6; 
voice (514) 
343-5560, 

Trace Elliot's Tramp two-
channel guitar combo 
($699, pictured) hits a single 
12" Celestion Vintage 30 with 

40 Watts of solid-state power 
and a “gain mode” switch for 
rhythm and lead settings. The 
Supertramp ($799) doubles the 
Wattage, and the Supertramp 
Twin ($899) adds another Vin¬ 
tage 30. The Supertramp Twin 
Stereo Chorus ($1099) tops the 
line, with chorus and a pair of 40-
Watt output stages for patching in 

stereo effects. ♦ Trace Elliot c/o 
Kaman, P.O. Box 507, Bloom¬ 

field, CT 06002; voice (203) 243-
7941, fax (203) 243-7102. 

GODIN MULTIAC 
GUITAR 



FENDER 
AMERICAN 
STANDARD 
BASSES 

namic patching matrix" that 
maps any of 143 external 
control sources (MIDI and oth¬ 

erwise) to any effect parame¬ 
ter. Memory is expandable, 

and both digital and balanced 
analog outputs are included. 
♦ Lexicon, 100 Beaver St., 
Waltham, MA 02154-8425; 

voice (617) 891-0340, fax 
(617) 891-0340. 

Fender's American Standard 

series of basses (from $959) in¬ 
tegrates new technology into time-
tested designs. The new Jazz bass 

(pictured here) and Precision 
bass (available in left-handed 
and fretless variations) are fitted 
with vintage pickups and vintage¬ 
style bridges with strings running 
through the body. Two graphite re¬ 
inforcement bars run parallel to 
the truss rods. Fretboards, with 20 
frets, are available in rosewood 
or maple. ♦ Fender, 7975 N. Hay¬ 
den Rd., Suite C-100, Scottsdale, 
AZ 85258; voice (602) 596-9690, 
fax (602) 596-1386. 

When E-mu's Elll topped their 
sampler line, it represented a 
level of technology beyond the 
reach of most players. Today, 
the ESI-32 ($1495) provides 
much of the same power at a 
fraction of the price. The unit 
boasts 32 voices and two megs 
of RAM (32 maximum), and is 
compatible with E-mu and Akai 
S1000 sound libraries. SCSI and 
S/PDIF are available as options. 
♦ E-mu, 1600 Green Hills Rd., 
Box 660015, Scotts Valley, CA 
95067; voice (408) 438-1921, 
(408) 438-8612. 



FAST FORWARD Affordable 
monitor 

CLOSE-UP LISTENING Ä 
PEOPLE TEND to regard monitors for their home studios as 

though they all sounded alike. Yet a quiek trip to a pro audio store 
proves otherwise. Aetually, your choice of studio monitors is critical: 
The sound you hear is only as good as the speakers that reproduce it. 

Most monitors are either two-way or three-way designs, meaning 
that they incorporate either two or three speakers. A two-way system 
includes a woofer for low frequencies and a tweeter for highs, while a 
three-way system adds a midrange speaker. A crossover determines 
the frequency range to be passed along to each. Most two-way sys¬ 
tems incorporate either a 5”, 6" or 6.5" woofer and 1 " tweeter. In 
three-way cabinets, the woofer may be as large as 15". 

For home studio owners who face severe constraints of space, 
wattage and financial means, two-way systems are a good choice. 
Two-way designs are also common in pro studios, where they are 
used to provide comparison with larger and smaller monitors that are 
also on hand. (Whereas larger monitors tend to be mounted some dis¬ 
tance from the mixing console, smaller systems are placed within a few 
feet of the engineer’s head, earning them the title “near-field” moni¬ 
tors. But in technical contexts, near-field refers to a distance of only 
two inches, so a better phrase might be “close-range.”) The upshot is 
an abundance of pro-quality two-way monitors, many costing well 
under $700 per pair. 

Studio monitors are intended to 
establish a neutral sonic space in 
which a mix can be analyzed and 
evaluated. This distinguishes them 
from speakers sold for home enter¬ 
tainment, which are intentionally 
designed to color the sound to en¬ 
hance the listening experience. Mini¬ 
mum coloration is desirable for mix¬ 
ing because you want the most 
accurate possible impression of the 
mixes you commit to tape. 

Home entertainment speakers 
have another drawback: ear fatigue. 
This is the natural response of your ears to the hard work of listening 
intently for hours on end, which results in a decreased ability to hear 
clearly, or discriminate among components of the sound. Some ear 
fatigue is inevitable in studio work, but it is exacerbated by the higher 
distortion and noise characteristics associated with the coloration that 
consumer speakers tend to impart. 

Speaking of ear fatigue, Yamaha’s NSlOMs ($478) have become the 
industry standard for close-range monitoring, despite a super-bright 

for a home 
studio are 
plentiful— 
if you know 
what to look 

for. 
♦ 

BY BILL THRELKELD 

high end that is anything but easy on the ears. 
NSlOMs, which offer frequency response be¬ 
tween 60Hz and 20kHz. (+2dB), arc enormous¬ 
ly popular and can be found in just about any 
pro studio. This gives them special value if you 
tend to move your projects from home to other 
facilities for overdubbing or mixing, or if pro 
engineers work in your studio. But if you 
decide to go with NSlOMs, make sure vou also 
have another monitor system to switch to now 
and then. 

The Monitor One from Alesis ($399) is 
designed to compete with the NS10M and shares 
the latter’s 6.5" woofer and 1" tweeter. However, 
the Monitor One’s high end is a little less harsh, 
and its low end punchier. Boasting frequency 
response of 45Hz to 18kHz (±3dB), these speak¬ 
ers are a good value and well worth checking out. 

A unique shape sets apart JBL’s 4200 series, 
including the 4206 (6.5" woofer, $430) and 4208 
(8" woofer, $564). In a close-range situation, the 
pot-bellied cabinet causes sounds from the 
woofer and tweeter to reach the listener’s ears at 
precisely the same moment. The result is dis¬ 
tinctly audible: Of the monitors discussed in 
this article, we found 4206s to sound the most 
neutral. NS10M fans might find it dull and life¬ 
less, but purists will appreciate the 4206’s rela¬ 
tive accuracy. The 4206 delivers a frequency re¬ 
sponse of 65Hz to 20kHz [coat’d on page 64] 
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SR SERIES II, THINK OF IT 
AS FREEDOM OF CHOICE. 

Tlwre 's u little some!hin gf or 
everyone in SR Series II"'. From 
small combo vocal reinforcement Io 
large club systems, from mobile DJ 
and recorded music reproduction to 
stage monitoring, front fills and 
main PA stacks in concert 
applications. SR Series II has 
evolved to be the first choice of 
musicians and sound engineers 
world wide. Here's what this 
evolution has produced. 

MIIKE MODELS 
) ou have a greater number of 
configurations from which Io 
choose. With more systems 
containing large format 
compression drivers plus a dual 18-
inch subwoofer system. SR Series II 
is sure to have the loudspeaker 
systems to fit your needs. 

OPTIMIZED 
APERTURE 
TECHNOLOGY 
Our newest horn 
technology, available 
in five models, yields 

outstanding pattern control 
190° A' 5(1°) and exhibits the lowest 
midband distortion we have ever 
achieved in large format systems. 
Equally important. the 2447J 
compression driver extends high 
frequency response well above 
18 kHz, virtually eliminating the 
needfor a separate tweeter. 

INNOVATIVE COMPONENT 
DESIGNS 
Many of the models incorporate 
recent breakthroughs in component 
design. The 21 ¡9H has been 
engineeredf or extra output power 
capability in dedicated midrange 
applications. Our 2417H small 
format compression driver 
incorporates the lightest diaphragm 

we hare ever 
made, 
resulting in 
exceptional 
transient 
response, 
enhanced 
high 
frequency 

clarity and 
crisp, clear 

vocals. 

ROADWORTHY CONNECTORS 
à CROSSOVER NETWORKS 
You now have the choice ofS peak-
On'“ connectors or phone jacks. 
Speak-On 's permit the use of multi-
conductor cable for quick and 
reliable 
set-ups. 
Oryou 
can choose 
the 
simplicity 
and 
convenience of 
1/4-inch phone jacks. 
The input terminal cup is made of 
heavy gauge steel to endure years of 
road use and abuse. .1 heavy-duty 
rolan’ switch makes selecting 
Passive or Bi-amp operational 
modes quick, easy and reliable. 
Crossover networks have been re¬ 

performance. Highest quality close 
tolerance capacitors, high power 
resistors and low insertion-loss 
inductors assure the smoothest 
possible acoustic response. 
Regardless ofy our application, large 
or small, you can turn to SR Series 11 

for the most 
reliable sound 
reinforcement 
solutions. 
For complete 
technical 
information 

ria fax. call the 
FlasbFax number 

below. Better yet. stop by your local 
JBL Professional dealer for a 
personal demonstration. 

engineered to survive years of road 
work and offer outstanding acoustic 

’JBL 
JBL Professional 
8500 Balboa Boulevard, Hortbridge, CA 91329 
(818) 893-8411 FlasbFax ": (818) 895-8190. Reference 512 

H A Harman International Company 



FAST FORWARD They’re 
not for 

DISTORTED BASS 
I’VE B E E N looking for the perfect distorted bass sound for years, seeking the same thrills guitarists get from the sensuous chainsaw 
roar of a well-cranked Marshall. But the dozen-odd guitar effects I’ve 
tried are either too muddy or too thin. (ProCo’s Rat and DOD’s 
Classic Fuzz work best, with shredding presence and more low end 
than most.) 

DOD’s new Bass Grunge pedal ($129) comes close. Very, very 
close. The key, says designer Jason Lamb, is the inclusion of a mix 
control to balance dry and distorted signals. This allows you to com¬ 
pensate for the low-frequency rolloff inherent in the distorted tone, 
adding back as much of the fundamental tone as you need. The result 
is a full mix of depth, buzz and melody. 

But this is a full-on distortion box, not a tube-style overdrive (usu¬ 
ally a milder effect). Its distortion is a cusp-of-the-’70s tone, halfway 
between psychedelic fuzz and metal netherworld. The octave/tri-
tone/descending chromatic crunch-dirge riff from “Black Sabbath” 
sounds utterly perfect. For more contemporary forms of sonic 
uncleanliness, think of Mudhoney’s “Touch Me I’m Sick” or Hole’s 
“Teenage Whore.” 

There are a few minor glitches, at least on the prototype I played. 
The distortion doesn’t really kick in until the mix control is at about 
11 o’clock. Turning up the treble helps it cut better, but fuzzes out the 

sound and tends to emphasize finger 
noises and the like. But on balance, 
the Bass Grunge is a wondrous new 
addition to the bass-noise palette. 

The Bass Grunge’s closest compe¬ 
tition in the stomp-box field comes 
from Tube Works’ Blue Tube, a $ 165 
pedal with three-band EQ and a 
12AX7 tube. This is more a “tube 
sound” effect than a distortion box. 
It retains the low end reasonably 
well, but sounds too harsh with full-
on overdrive. (I turned the bass and 
drive controls up to 10 and got a 
sound resembling the world’s biggest lawnmower advancing in slow 
motion, which was actually kind of cool.) 

The Blue Tube works best for giving solid-state amps a thicker, 
dirtier, ’60s acid-blues tone. Imagine a Bassman or B-15 straining ever 
so slightly under the sound of Jack Bruce’s Gibson EB-3 on “Cross¬ 
roads,” or Sam Andrew (or was it Peter Albin?) playing “Ball and 
Chain.” It’s also available in a rack-mount unit. 

For a more upscale distortion experience, there’s the Interstellar 
Overdrive from SWR ($749), a three-tube rack¬ 
mount preamp. This puts out the fullest bass I’ve 
ever heard from a distortion device, a rich over¬ 
drive leavened with psychedelic fuzz. It’s better 
suited for grittifying your sound than for full 
metal overkill, though. With the drive control on 
7, it’s a subtle effect that blends well with distorted 
guitars; but on 10, the highs become harsh and 
tinny unless you play soft and slow. 

The Interstellar Overdrive delivers its most im¬ 
pressive pleasures as a preamp, especially when you 
put the tone controls to work. Pump the bass to 10 
and you get a sound as mountainous as Jack Casa¬ 
dy’s two-story stack of speakers—and the notes are 
still clear. (In fact, the Hot Tuna bassist had a hand 
in developing the unit.) Crank the treble, and you 
get a sound sharp and fast enough to garrote a 
mafioso clubowner at 10 paces. I wouldn’t recom¬ 
mend using it unless you have the high-tech gear to 
match (at the very least an amp with an external¬ 
preamp input, such as the SWR SM-900 I used). 
But if I had $2500 to spend on a rack-mount sys¬ 
tem, I’d definitely spring for this one. 

Of course, several bass multieffect units include 
distortion (see Musician, August 1994). Peavey’s 
Bass Fex can easily be programmed for a metallic 
Rat-type tone. ART’s NightBass has some good 
overdrive sounds. 

Some general advice for bass-distortion users: 
Tube amps sound better, even with solid-state 

every 
musical 

situation, 
but there 
are times 
only a 

buzzsaw 
will do. 

♦ 
BY STEVE WISHNIA 
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THE MUSICIANS GUIDE THE WHOLE GUITAR BOOK 

Its your All Access pass to 
the music industry—complete 
with names, numbers, address¬ 
es and contacts—all the infor¬ 
mation you need to get your 
music heard. 
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If you're serious about your 
guitar-playing, you'll want to 
have Musician's Whole Guitar 
Book. It has everything you 

Please send me_ copies of the Musicians Guide 
to Touring and Promotion. Enclosed is check/ 

money order for $7.95 each (includes P&H; $9.95 
CAN, $9.95 overseas). 

Please send me _ copies of the Whole Guitar 
Book. Enclosed is check/money order for $5.50 each 
(includes P&H; $9.50 CÆN, $7.50 overseas). 

Name_ 

Address_ 

City_ State _ Zip_ 

Send to: Musician Special Editions, PO Box 2163, Marion, 
OH 43305-2163 

DTGBC5-2 



FORWARD 

I he whole new world of acoustic sounds. 

offering all in 

Shadow 
makes 

MAGNETIC PICKUPS 
FOR ACOUSTIC GUITAR 

• integrated condenser microphone 
• connection for piezo pickup 
• master volume control 
• balance for magnetic-piezo sound 
• volume for microphone 
• integrated battery holder 
• professional endpin cable connection 

with battery on/off switch 

Until now you could have a magnetic 
pickup, piezo pickup, or c 
microphone but there was 

devices. But it’s the speaker, not the amp, 
that’s the crucial component in the bass 
sound chain. There is a thin line between 
musical noise and annoying noise; the indif¬ 
ferently maintained speakers at a certain 
New York rehearsal studio made even the 
Interstellar Overdrive sound bad. 

Yes, bass distortion is an esoteric effect, 
not useful in every setting. But would you 
tear into a Ministryesque wall of sound with 
the same dulcet tones you’d use for a Quiet 
Storm ballad? 'S' 

[cont’dfrom page 60] (±2dB), the 4208 60Hz 
to 20kHz (±2dB). 

Those who take their audio a little stronger 
will appreciate the punchy character of the 
KRK 6000 ($775), well suited for heavy music. 
While higher-end KRK models have enjoyed 
a sterling reputation among pros for many 
years, this is the company’s first venture into a 
price range attractive to home studio owners. 
Fitted with a 6" woofer and 1 " tweeter, the 
6000 delivers an impressive in-your-face quali¬ 
ty and a frequency response between 65Hz 
and 15kHz (±3dB). Also, beon the lookout 
for the new KRoK ($449), designed specifical¬ 
ly for the home studio market. 

Another esoteric company with high visi¬ 
bility among pros is Tannoy, which offers 
several low-cost models. The compact, 
punchy PBM 5 ($350) features a 5” woofer 
and frequency response of 64Hz to 20kHz 
(±3dB); the PBM 6.5 ($450) has a 6.5" woofer 
and adds 10Hz to the low-end response. 
Both deliver a full-bodied sound and smooth 
frequency response that rivals that of the 
KRKs, with a pure, well-defined character. 

Peavey has worked hard to move into the 
pro market, and their PRM26Í ($599) per¬ 
forms admirably. The PRMs offer a solid gen¬ 
eral-purpose character that lends itself to a 
range of musical styles. If you deal with a vari¬ 
ety of sounds from solo strings to distorted 

♦ DOD Bass Grunge (S129) DOD, 8760 
Sandy Parkway, Sandy, UT 84070; voice 
(800) 999-9363, fax (801) 566-7005. ♦ Tube 
Works Blue Tube (S165) Tube Works, 8201 
E. Pacific Pl. #606, Denver, CO 80231 ; voice 
(800) 326-0269, fax (303) 750-2162. ♦ SWR 
Interstellar Overdrive (S749) SWR Engi¬ 
neering, 12823 Foothill Blvd., Unit F, Syl-
mar, CA 91342; voice (818) 898-3355. 

Shadow 
Electronics of America, Inc. 
2850 S.E. Market Place • Stuart/Florida 34997 USA 

Folk, Blues 
& Beyond 

A wide variety of fin¬ 

gerstyle arrangements 

from traditional ballads 

to country blues to a 

rock instrumental and 

a church hymn. Tunes 

include: Wh/te House 
Blues, Lord Franklin, 

Exciting and unique 
SH 470 

John 
Renbourn 

Video 
Lessons 

Watch The Stars, Judy. Anji. My Sweet Potato, 
Abide With Me and Great Dreams From Heaven. 

GW 907 $49.95 

Celtic Melodies & Open Tunings 
John discusses and teaches his approach to ar¬ 

ranging Celtic melodies using a wide variety of open 

tunings. Tunes include: The South Wind, The Blar-
ni y Pilgrim, Bunyan’s Hymn, I Saw Three Ships, The 
English Dance, Lament For Owen Roe O'Heill, Mist 
Covered Mountains Of Home, The Orphan, Lindsey 
and Sandwood Down To Kyle. GW 908 $49.95 

The Jazz Tinge 
Five exciting and challenging jazz compositions 

that each receive John's unique and exciting finger¬ 

style approach. Tunes include: Buffalo, Transfu¬ 
sion. Mt Dear Boy. Linn Hiles and Cherry. 

GW 91 7 $49.95 

SPECIAL OFFER: Ail 3 Videos for $129.95 
(POSTAGE HAND! ING FREE TOR US A/CA HA DI AH ORDERS! 

Mash.rcard/Visa Accepted 
Stefan Grossman's Guitar Workshop 

P.O.Box 802, Sparta, NJ 07871 
Tel: 201/729 5544 Fax: 201/726 0568 
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guitars, you’ll find them effective. Frequency 
response is 68Hz to 20kHz. 

Of the models included here, the Alesis 
Monitor One impressed me most overall, 
combining great sound with a great price. 
However, your needs, tastes and price 
requirements are bound to vary from mine, 
which is why a bit of comparison shopping 
at your local pro audio outlet is a must. It’s 
best to compare speakers using a very famil¬ 
iar recording, preferably one of your own 
productions that you have already heard on 
several systems. Go with the speakers that 
sound truest, rather than the ones with the 
most gut-punching bass or.crackling highs. 
Your ears will thank you for it, and your 
recordings will sound better. 'S' 

♦ Alesis, 3630 Holdrege Ave., Los Angeles, 
CA 90016; voice (800) 5-ALESIS, fax (310) 
836-9192. ♦ JBL, 8500 Balboa Blvd., North¬ 
ridge, CA 91329; voice (818) 997-3514, fax 
(818) 787-0788. ♦ KRK, 16462 Gothard St., 
Unit D, Huntington Beach, CA 92647; 
voice (714) 841-1600, fax (714) 375-6496. 
♦ Peavey, 711 A St., Meridian, MS 39301; 
voice (601 ) 483-5365, fax (601 ) 486-1 172. 
♦ Tannoy, 300 Gage Ave., Unit 1, Kirchner, 
ON N2M 2C8, Canada. ♦ Yamaha, P.O. 
Box 6600, Buena Park, CA 90622-6600; 
voice (714) 522-9011, fax (714) 522-9832. 

JAZZ I N JAPAN 

[cont’dfrom page 51] much by a single artist in 
the stores. “With so many things coming from 
one artist each year, you run the risk of confus¬ 
ing the consumer,” says Verve’s Mitchell. 

David Murray has an answer for that. Until 
he can set up his own label, he’s selling his 
wares—the recordings he’s made for various 
labels over the past few years—through his fan 
club. “I’m buying boxes of everything I can, 
because what 1 do have out there, I’m proud 
of. There are a couple of bad ones, but most 
still stand up. And more than half of them are 
out of print. So I’m gonna do mail-order.” 

Don’t laugh. A number of people—includ¬ 
ing Graham Lawson of CMP Records—think 
that’s the future. “Every time we put some¬ 
thing out, we’re asking retailers for a tiny pro¬ 
portion of their store,” Lawson says. “Now 
more of them are geared toward mass sales, so 
everything that appeals to a specific market will 
find it difficult to exist in retail in the future. In 
ten years, it’ll all evolve to mail order. ” 'S' 



The G U I T A R POSTER" 
After fifteen years still the most complete guide to the guitar ever made! 

The Guitar Poster from Castalia Publications made its debut in 1980, and for a decade 
and a half it has been helping an entire generation, literally millions of guitar players, to 
improve their understanding and their playing. It was designed to be a musical road map so 
that anyone could learn how to play any chord or scale, in any key, anywhere on the 
instrument. Long before the VCR, computer and CD ROM revolutions The Guitar Poster 
was up on the wall with the answers, and despite all the new technology it is still the most 
complete guide to the guitar ever made! In celebration of this milestone Castalia and 
Musician team up to give you (through 1995) a FREE Circle of Fifths mini-poster (18” X 
25,” a $5.95 value) with your order of Castalia's beautiful, LAMINATED Guitar Poster. 

ELECTRIC BASS POSTER™ 
Featuring a 
collection of 
vintage bass 
guitars, this 
poster shows 
you how to play 
hot bass and 
hold down the 
rhythm section 
in any band 
playing today's 
popular music. 
•TUNING 
GUIDE • NOTES 
OF THE NECK 
• BASS KEY 
SIGNATURES 
• CIRCLE OF 

FIFTHS • ALTERING SCALES & ARPEGGIOS 
• COMMON CHORDS & SCALES «THE INTER¬ 
LOCKING PENTATONIC SCALE FORMS 
• BASS HARMONICS • COMMON BASS LINES 

KEYBOARD POSTER™ 
This beautiful 
work of educa¬ 
tional art makes 
visualizing and 
applying the 
principles of 
harmony as easy 
as DO RE Ml. 
The easy-to-use 
music theory 
charts apply to all 
keyboard 
instruments, from 
pianos to organs 
to accordions and 
all synthesizers. 
Included on this 
poster are: 

• FOUR OCTAVE LIFE SIZE KEYBOARD • 
BASS & TREBLE KEY SIGNATURES • TABLE 
OF KEYS • CHORD & SCALE TABLE • TWELVE 
MAJOR SCALES • CIRCLE OF FIFTHS • MORE! 

• MOVABLE CHORD &SCALE FORMS•TABLE OF 
KEYS • CHORD & SCALE TABLE • BASIC 
CHORDS« NOTES OF THE NECK • CIRCLE OF 
FIFTHS • GREAT STAFF • OPEN TUNINGS’ MORE! 

These big (24" x 36"), beautiful, educational art prints are only $7.95 ea., or LAMINATED to last, only $15.95 ea. 
ROCK GUITAR POSTER™ 

This totally radical 
poster shows 
how to play the 
hard rock and 
heavy metal lead 
and rhythm guitar 
used by today's 
rockers. The 
poster explores 
rock styles in 
great detail, 
explaining the 
chords, scales, 
and the guitar 
techniques used 
by the biggest 
stars playing 
today's hard rock. 

MOVABLE MINOR PENTATONIC ROCK 
CALE FORMS • POWER CHORDS • NOTES 
F THE NECK • TWO HAND TAPPING • 
IPS & TECHNIQUES • WHAMMY BAR • MORE! 

SAX POSTER™ 
For sax players at 
every stage of 
their musical 
development. 
Includes the 
world's all time 
best sax fingering 
chart, Castalia’s 
famous cross 
reference system 
for using music 
theory, and tips 
on how to 
improvise and 
play the blues. 
• SAX FINGERING 
CHART • CHORD 
& SCALE TABLE 

• TABLE OF KEYS • CIRCLE OF FIFTHS • 
TREBLE CLEF • SAX EFFECTS & TECHNIQUES • 
TRANSPOSING FOR SAX • BUILDING & 
IMPROVISING SAX SOLOS! • MORE! 

MIDI POSTER™ 
MUSICAL 
INSTRUMENT 
DIGITAL 
INTERFACE is 
the electronic 
digital standard 
that has revolu¬ 
tionized music. 
Whether you're 
playing organ for 
your church or 
drumming in a 
rock band, an 
understanding of 
MIDI is essential 
for anyone who 
is serious about 
today's music. 
• MIDI NOTE 

NUMBERS • MIDI CONTROLLER NUMBERS • 
MODES • TROUBLESHOOTING • MIDI FLOW 
CHARTS ’GLOSSARY OF MIDI TERMS’ 
• SOMETHING FOR EVERY MIDIOT • 

114^44- Take THE ANSWERS WITH you! Esnsrnnnæ, 

MUSIC NOTESil 
MUSIC THEORY 

REFERENCE CARDS 
8.5" X 11", LAMINATED 

he Table of Keys" is the best transposing tool 
ver made because it also explains how to use 
ornan Numerals for writing chord charts (the 
ashville system). The Chord and Scale Table" 
its all chord and scale formulas and shows which 
:ales to play over which chords in all styles of 
jpular music (one satisfied customer told us, “It’s 
;e having Juilliard on a card”). A must for teachers, 
udents, composers, arrangers, and songwriters! 
-OR ALL INSTRUMENTS! • Only $7.95/set 

ÍGIVE THE GIFT OF MUSIC! order yours todays 
{ PLEASE SEND ME:_GUITAR, _ ROCK GUITAR_ELECTRIC BASS, ¡ 
I _ KEYBOARD, SAX and _ MIDI posters (regular @ $7.95 ea. or laminated @ ¡ 
I $15.95 ea),_ CIRCLE OF FIFTHS mini-posters ($5.95 reg., $11.95 lam.) & card ¡ 
j sets (@ $7.95/set). Poster p&h add $3 for the first and $1 for ea. add. poster. Card p&h add $1.50 and ' 
I $.50 for ea. add. set. (Allow 6 weeks.) NY add 8.25% tax. (UPS ground add p&h + $4 (2-3 wks.). Foreign orders ! 
i ship surface mail (8-14wks). Foreign Air: N.Am. p&h + $3; Eur.&S.Am., p&h+ $10; all others, p&h+ $15. USSonly. I 

! Enclosed is S _._. VISA/MC #:_ j 
Exp. I _J_Sig._ I 

NAME_ j 

ADDRESS_ ! 
CITY/STATE/ZIP_ j 
Musician Magazine, 1515 Broadway 11th Fl, NY, NY 10036J 

FREE POSTAGE SPECIALS! 
A. 5 posters-$35 
B. 4 posters-$30 
C. 3 laminated posters $45 
Add FOREIGN AIR or UPS if needed. 





FAST FORWARD 
“ I DON’T want it to look like I’m using 17 computers at 

once,” Jan Hammer quips, switching on his new Macintosh 

Quadra 650 and Sony Multiscan 17 monitor 0. True, not all of 

the computers in his studio are currently in use—one 0 con¬ 
trols an out-of-date Fairlight II, another O automates the 

Sound Workship Series 34 console O and his Mac HxOnow 

belongs to the kids—but Hammer’s workshop in rural upstate 
New York includes more gadgetry than many pro facilities. 

The Czech-born keyboardist has always made electronics 

sing, whether trading incendiary Minimoog licks with John 

McLaughlin, Jeff Beck or Neal Schon during the ’70s, scoring 

“Miami Vice" during the ’80s or concocting film scores and 

solo records. For the latest, Drive (Miramar), he teamed up 
again with Beck, shipping his jazz-tinged instrumentals to and 

from London on 24-track reels recorded on an Otari MTR-90 

“I gave him a reference mix of my MIDI tracks,” Hammer 

explains. “He overdubbed guitar on most of the tracks. Then 
I transferred everything into Macintosh and assembled his 

performances.” Using Opcode Vision software for sequenc¬ 
ing and Digidesign ProTools for Beck’s tracks (as well as sax 

solos by Michael Brecker and Hammer’s own drumming, 

miked in an adjacent room) provided more flexibility than 

traditional multitracking. “I could move things around if I 

changed the form,” he says. “You’re not stuck with it like you 

are with tape. It’s wonderful.” He monitors through Yamaha 

NS1 OMs 0 and JBL 4333s O powered by a Yamaha P2100 

amp, and mixes to a Panasonic SV-3700 DAT deck. 

The core of the system, tied to the Mac via Opcode Studio 

3 and Studio 5 0MIDI interfaces and a JL Cooper Synapse 

MIDI switcher 0, is a collection of Kurzweil and Korg mod¬ 
ules: Kurzweil K2000®, Micro Piano, 1000PX. 1000GX. 

1000SX. 1000HX; and Korg 01R/W © Wavestation A/D ©and 

X3R ®. These arc augmented by a Roland 0-550 ©, MKS-20 

©and MT-32 ©; E-mu ProCussion © and Proteus/3 ©; 

Kawai K1m©and K3m;andan Oberheim Xpander ©. A 

Korg Wavestation EX ©and 01/W © serve as controllers, 

with help from an Oberheim Cyclone arpeggiator ®. An NEC 

MultiSpin 3X CD-ROM drive © feeds sounds to the K2000. 

Vintage instruments include a Fairlight III whose 16 outputs 

arc submixed through a Hill Multimix ©. 

All of which leaves out innumerable processors, including 

a Rane SM82 line mixer ©, Ibanez SDR 1000 i everb © and 

the ART Power Plant that makes Hammer’s lead lines scream. 

But screaming lead lines and the gear used to play them, he 

points out, are only as valuable as the underlying ideas. 

“Technique is not so important,” he states. “If you need a 
complex part you can always create it with the sequencer. The 

ideas are more important.” 

BY TED GREENWALD 
PHOTOGRAPH BY MARC ASNIN 
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A LITTLE ON THE CD SIDE 

VOLUME 16 

ALL NEW 
RELEASES 
Joe Jackson 

Nanci Griffith 

Soul Coughing 

Dionne Farris 

Nick Drake 

Praxis 

Essra Mohawk 

Roger Varian 

Rabih Abou 
Khalil 

MUSICIAN MAGAZINE’S NEW MUSIC SAMPLER Steve Hackett 
Get a sneak preview of 95's best forthcoming releases now. Volume 

16 spans the musical spectrum with a selection of great new music 

that you won't hear every day on the radio. Tune In now! 

16 TRACKS FOR $3.99 

Send me_copies of A LITTLE ON THE CD SIDE Volume 16. Enclosed is S3.99 per disc, shipping included (S5.99 for 

foreign orders—US Funds only). Please include appropriate sales tax in CA, DC, IL, MA, NJ, TN, PA, VA, OH, CAN. OR 
SUBSCRIBE TO CD SIDE and hear a minimum of 75 new releases a year! Receive the next 5 CD samplers (a new vol¬ 

ume every 3 months) for a mere S18_Sign me up! Enclosed is S18 for each CD Side subscription (S30 for for¬ 

eign subs—US Funds only). Please start my subscription with_—Vol 14_Vol 15_Vol 16 

"Note: if the volume you requested is sold out, your subscription will begin with the next available volume. 

Send check/money order (US Funds Only) to: MUSICIAN CD SIDE, PO Box 99100, Collingswood, NJ 08108. 

Address_ City _ State _ Zip_ 

Please allow 4-6 weeks for delivery. 

ALSO AVAILABLE 

■ Volume 15, featuring Jeff Buckley, Big Head Todd, Lyle Lovett, Walter Becker, Dag, Orbital, the Who and 10 more! 

Send me_ copies of Volume 15 at S3.99 each (S5.99 foreign—US Funds Only) shipping included. 

■ Volume 14, featuring the Cranberries, Meat Puppets, John Scofield/Pat Metheny, The Band, Jack Bruce, Chris 

Rea, Booker T & the MGs, AI Kooper, Young Dubliners and 9 more! ! 

Send me_ copies of Volume 14 at S3.99 each (S5.99 foreign—US Funds Only) shipping included. 

David Gray 

Sarah 
Nagourney 

Marc Farre 

Songhai 

Donald Byrd 
with Guru and 
Ronnie Jordan 

Michael Zentnei 



On the Button 
SILVERFISH" — A DECOROUS WALTZ ADORNING 

King, the sophomore disc from Tanya Donelly’s 
brainy band, Belly—follows a pop pattern so simple it 
could be charted on a graph. Beginning with a tissue of 
acoustic guitar strumming, it builds into a cymbal-crash¬ 
ing crescendo of a chorus, replete with operatic choral swells; it sounds 
like a sure-fire Top 40 hit. But that’s about as obvious as this astute album 
gets. Donelly pens songs like a good magician performs tricks, palming 
her pretty hooks, letting the suspense mount, then releasing them with a 
dove-flap flourish. The rest of King is a stunning exercise in oblique strat¬ 
egy that grows more impressive and delightful with each successive listen. 

Some of the arrangements here are positively jaw-dropping. How did 
Donelly decide to spike her somber ballad “Red” (the tale of a boy kid¬ 
napped in a spaceship) with a chihuahua-hyper bridge of repeated yelp¬ 
ing? The first time you hear her and bassist Gail Greenwood singing, 
“Red! Red! Red!,” It sounds like “Whoot! Whoot! Whoot!” and grates 
on your nerves. A couple of spins later, it makes perfect sense. “Seal Mv 

Fate” opens with tropical tom-toms and Donelly’s 
breathy little-girl-lost melody line, then suddenly shifts 
into vibrato-fueled overload on the chorus, and Belly, no 
longer lazing on a beach somewhere, becomes a fine¬ 
tuned power-pop instrument. And while Donelly may 

play the waif at the microphone, she doesn’t go in for any Barbie-doll, 
woman-as-victim semantics. “Baby I can’t take it/I’d like to see you 
naked,” she purrs on the title track, chanting the word “naked” until it’s 
dripping with lust and as forceful as a demand. 

King isn’t a record for green-haired “alternative rock” dabblers. This is 
serious, smartly-fashioned music, meant to be appreciated and, ultimately, 
thought about with a certain modicum of intelligence. Throughout “The 
Bees,” Donelly warns potential sycophants to “Beware of me/If your 
heart is not on my side/You’re not on my side anymore.” Enhanced by the 
crystalline production of the legendary Glyn Johns, the message is remark¬ 
ably clear—this lady is nobody’s Cosmo cover girl, nobody’s A&R-craft-
ed phenomenon. Cross her and she’ll slap you down. —Tom Lanham 

BELLY 
King 

(SlRE/REPRISE) 
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BRINGING LIVE AT 
LEEDS BACKTO LIFE 

edge of the fretboard." —J.D. Considine 

While Jon Astley and Chris Charlesworth 
were doing archive research for the Who boxed 

set Thirty Years of Maximum R&B, they had a 

meeting with the band to determine how to ad¬ 

dress the reissue of other titles in the Who cata¬ 

log. “We wanted to make it a little more value for 

money on certain albums,” says Astley. “So we 

said, 'Well, why don't we get out the multitracks 

of Live at Leeds?' I’d already transferred them 

to digital to remix the three tracks on the boxed 

set. I said, ‘I think, with a lot more care and a 

three- or four-week spell in the studio, I could 

remix the whole show.’ They got very excited 

about that idea.” 

They aren't the only ones. Clocking in at 79 

minutes, and featuring 14 songs to the original's 

six, the new Live at Leeds offers a considerable 

expansion over the original—enough to make 

many listeners completely reconsider the album. 

Even at 79 minutes Astley had to cut material. 

“We lost most of Tommy except 'Amazing Jour¬ 

ney,’ which runs into 'Sparks,' which I felt was far 

superior to the Woodstock one on the boxed set.” 

Apart from length, listeners may notice that 

the music seems a little smoother. “I managed 

to get rid of a lot of the clicks, and mend some of 

the peculiar edits that Pete did originally," says 

Astley. “There’s actually a two-bar section that 

plays backwards, just before the bass comes in 

on ‘Magic Bus.' I think Pete did it out of exaspera¬ 

tion, because the intro was over-length, and he 

wanted to cut a couple minutes but he couldn’t 

get an editto work. So in exasperation he just 

tore this two-bar piece out, and put it in back-to-

front, and said, 'There! Live with that!'” 

On the whole, Astley tried to respect the spirit of 

Townshend's original edits. "I copied what he had 

done, except for one or two places," he says. “Like 

at the end of ‘My Generation,' there’s some lovely 

pickup-switching feedback guitar which wasn’t on 

the original record. And the solo in 'Young Man 

Blues’ is slightly longer than the original. He cut 

out 16; I only cut out eight, where he fell off the 

MEDESKI, MARTIN & WOOD 
Friday Afternoon in the Universe 

(GRAMAVISION) 

AB3 GROWS IN MANHATTAN: KNITTING 

Factory regulars Medeski, Martin & Wood 
have taken the hoary realm of organ trio jazz 
and are reinventing it from scratch. Expelling 
humor, free jazz bursts and romantic washes of 
melodicism from an array of keyboards (in¬ 
cluding Wurlitzer piano and Clavinet), John 
Medeski is not so much the group’s leader as its 
barometer, the perfect reflexive response to 
Billy Martin’s Africa-meets-New Orleans’ 
funk drumming and the sprightly patterns of 
acoustic bassist Chris Wood. At a time when 
most jazz musicians scat across the globe pick¬ 
ing up work with whomever offers the best 
money, MM&W are a real band (they even 
vacation together)—and they sound like it. 
Theirs are the quick improvs and spontaneous 
inventions that can occur when musicians with 
highly developed styles meet in the same space, 
same groove, same mind. 

And groove they do. Where 1993 ’s It’s a 
Jungle in Here was groove-heavy, Afternoon is 
quick-footed and lithe. The evocative melodies 
soar close, at times, to the simple charm of 
Nino Rota (as in the beautiful “Last Chance to 
Dance Trance (Perhaps)”). Russian folk 
melodies, acid hip-hop and twentieth-century 
classical, the chase scene to an Italian spy flick, 
even some early Allman Brothers-inspired fat-
back corrugate the most creative rhythmic jam¬ 
ming this side of Herbie Hancock’s Head¬ 
hunters. 

MM&W’s music provides a familiar sense of 
melody and immediacy that appeals to folks to 
wouldn’t know acid jazz from Ferlin Husky. 

MEDESKI, MARTIN & WOOD 



JACKY TERRASSON 
Jacky Terrasson 

(BLUE NOTE) 

STEPHEN SCOTT TRIO 
Renaissance 

(VERVE) 

AS FAR AS PIANO TRIOS GO, AN OLD 

cliché still resonates: You can run, but you 
can’t hide. Whether jumping into florid expres¬ 
sionism or lurking in the shadows of seclusion, 
the trio is one of jazz’s most revealing forums. 
With varying results, new threesomes by Jacky 
Terrasson and Stephen Scott put their chops and 
ideas front and center. 

Terrasson, a veteran of bandstands run by 
Betty Carter and Art Taylor, has been scruti¬ 
nized and exalted since he won the 1993 Thelo¬ 
nious Monk Piano Competition. Steady gigging 
around N.Y.C. substantiated the acclaim, and 
his first domestic disc proves that he also knows 
how to make a captivating album. With bassist 
Ugonna Okegwo and drummer Leon Parker 

Friday Afternoon in the Universe is a very wel¬ 

come next step in the evolution of music. 
—Ken Micallef 

CHRISTIAN MCBRIDE 
Get tin ’ to It 

(VERVE) 

VARIETY, PLAYFULNESS, STELLAR MUS1-cianship and the leader’s fearless affinity 

with the bass make Gettin’ to It, Christian 
McBride’s Verve debut, a rousing experience. 
The 22-year-old McBride, a Philadelphia native 

whose virtuosity has propelled him into jazz’s 
upper echelon, never forgets his roots: The title 
cut is a tribute to his hero, James Brown, and if 

you think jazz and funk are 
incompatible, tune in and get 
contrite. 

The lineup on this album 

reads like a who’s who of 
young lions—Cyrus Chestnut, 

Lewis Nash, Roy Hargrove, 
Joshua Redman—and elder 

statesmen. There is a historic 
bass trio track featuring Ray 

Brown and Milt Hinton along 
with McBride. Pianist Chest¬ 
nut enhances every mood vis¬ 
ited on this album, and drum¬ 
mer Nash treats the listener to 
a panoply of colors—check 
out his style on “King Freddie 
of Hubbard” and his tasty 
brushwork on “Too Close for 
Comfort.” 

McBride wrote six tunes for the date; the 
opener “In a Hurry” and the title cut both fea-

on his side, the pianist’s addiction to invention is 
sated at every turn—and it’s a hungry jones. 

ture the sextet (with Steve Turre) and they are Built on standards—from “Bye Bye Blackbird” 
outstanding tracks. “The Shade of the Cedar 
Tree,” with its repetitive lines, is unexceptional 
and too long. Hargrove’s flugelhorn sounds 
lovely on “Sitting on a Cloud,” but the com-

to “Time After Time”—the record brims with 
improvs which continually recast the themes 
that sired them. The band’s steady shifts—quick 
tempo variances, skips from minor to major 

keys, prolonged silences—help ambush the 

expected and flaunt the logic on which these 
tunes are built. At his most articulate, Terrasson 
moves with Bud Powell’s exhibitionism, and it’s 
enthralling. 

On his past two records—both quite strong 
—Scott also displayed a demonstrative nature. 

position lags. The standard 

“Stars Fell on Alabama” is done 
in trio with the bass leading 

throughout, and although Mc¬ 
Bride does everything right, the 

cut bears the onerous hallmark 
of requisite material for a bass¬ 
ist’s album. “Night Train” is Mc¬ 
Bride’s selection for his back-of-

tricks routine: He bows, plucks, 
slaps and taps the strings col 
legno. “I simply wanted it to 
sound as low-down, gritty, nasty 
and funky as possible,” writes 
McBride in his liner notes, add¬ 
ing, “I hope you don’t think it 

sounds too shabby.” 
The only thing on this album that sounds 

shabby to me—and I am aware that some bass 
players actually seek this effect—is an E-string 
that slaps the board and vibrates so much that at 
times it sounds as if it’s about to fall off the damn 
bass. But this album’s few flaws are magnified by 
the brilliant backdrop against which they are set, 
and Gettin ’ to It is an exuberant excursion that 
truly captures the character and breadth of 
Christian McBride’s remarkable talent. 

—Karen Bennett 

Renaissance, his first full-length trio outing, is a 
bit more demure, concentrating on nuance. Like 
Terrasson, he’s adept at reharmonizing melodies, 
whether it’s the head to “Just Friends” or the tail 
end of “Tenderly.” But as the six standards and 
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four movements of his “Renaissance Suite” play 
out, a humdrum tone overtakes the record. 
More pronounced dynamics, which Scott is 
capable of, are needed to sustain a charged atmo¬ 
sphere, though the concord of his ensemble— 
Clarence Penn plays drums and Michael Bowie 
is on bass—remains formidable. 

Renaissance is strewn with reflexive, authori¬ 
tative passages, as well as savvy strategies. It’s 
clever to play “Solitude” against the type sug¬ 
gested by its title, and Scott’s virtuosity is 
always on display. Like Terrasson, the deeper he 
burrows into a tune, the more visible he 
becomes. —Jim Macnie 

MASSIVE ATTACK 
Protection 

(VIRGIN) 

IT’S THE SAME OLD SONG. NEW BAND makes a splash, then fumbles the second try. 
Massive Attack’s ’91 debut Blue Lines wasn’t the 
stunning dance/hip-hop synthesis its authors 
intended, but boasted enough zing to excuse 
the undernourished grooves 
that plague much British funk. 
Though hardly a disaster, Pro¬ 
tection finds core members 
3-D, Mushroom and Daddy G 
consumed by a different kind 
of funk, battling a case of the 
blahs. Sticking to the rotating 
vocalist format minus the ser¬ 
vices of Blue Lines star Shara 
Nelson, Massive displays clas¬ 
sic symptoms of excess think¬ 
ing, with endless studio fussing 
muting the impact of their 
already slight tunes. 

The structure of the album 
suggests pointless attention to 
form. A track featuring Every¬ 
thing But The Girl’s Tracey 
Thorn leads off, followed by 
rapper Tricky, Nelson successor 
Nicolette, an atmospheric (i.e., 
slushy) instrumental and reggae crooner Horace 
Andy. Then the sequence repeats, without 
apparent reason. Probably no running order 
would flatter the somber Tricky, who’s Guru 
without the grit, or Nicolette, whose airy sweet¬ 
ness makes her a natural for commercial jingles. 
Andy fares better on the gently pulsing “Spying 
Glass,” a rueful account of a rastaman’s trials, 
although his no-frills reading of the dated Doors 
standard “Light My Fire” just seems odd. 

But here’s a happy surprise: Tracey Thorn’s 
self-conscious brooding, potentially the stuff of 

overkill, dovetails beautifully with Massive’s sub¬ 
dued vibe. “Better Things” bids sour adieu to a 
lover as Thorn seethes, “Save your line about 
needin’ to be free/All that’s bullshit babv, you just 
want rid of me,” while the mesmerizing eight¬ 
minute title track offers a stunning expression of 
compassion. Playing off a funereal melody that’s 
alternately tender and ominous, she murmurs, 
“I’ll stand infront of you/Takc theforce of the 
blow.” Everyone should have such an ally. 

Brilliance amidst half-baked filler, Thorn’s 
haunting performances should prompt Massive 
Attack to find a compatible voice for full-time 
service, instead of perpetuating this unsatisfying 
musical roulette. Too bad she’s already got a gig. 

—Jon Young 

VARIOUS ARTISTS 
New Orleans: The Living Legends 

(RIVERSIDE/OR1GINAL JAZZ CLASSICS) 

IN JANUARY 1961 A YOUNG RIVERSIDE Records staffer named Chris Albertson, his 
engineers and some portable taping equipment 

left New York for New Orleans on a mission to 
find and record the aging practitioners of classic 
jazz, an endangered species. Albertson wrote 
emphatically at the time, “There remain only 27 
living musicians still able to play in the true 
New Orleans tradition.” 

Whether or not his head-count was accurate, 
Albertson’s trip was a musical success. One week 
of recording in a warmly resonant hall yielded 
enough material for ten and a half (filled out to 12 
with contemporaneous recordings by Herb 
Fricdwald) albums. Issued under the rubric New 

Orleans: The Living Legends, the discs inspired 
at least one major label to do an immediate fol¬ 
lowup. Far from being New Orleans jazz’s last 
hurrah, Riverside’s series was the opening salvo 
to a frenzied decade of recording activity. 

A few years ago Fantasy, Inc.—Riverside’s 
current catalog owner—tantalizingly released 
one album from this series on CD. They’ve 
since reissued five more, followed more recent¬ 
ly by the remaining four. (CD “bonus tracks” 
draw from the two-LP sampler that launched 
the series.) Despite overlapping personnel, the 
first five reissues are far from homogeneous. 

“Sweet Emma" Barrett and Her Dixieland 
Boys come closest to how many people expect 
this music to sound. The tunes are (maybe too) 
familiar, though a first-class front line—including 
trumpeter Percy Humphrey and gutbucket 
trombonist Jim Robinson—raises the proceed¬ 
ings above the straw-boater level. Percy Hum¬ 
phrey’s own Crescent City Joy Makers tackle 
less “commercial” material and feature the some¬ 
times unearthly clarinet wail of Albert Burbank. 

Kid Thomas and His Algiers 
Stompers are the virtual Sex 
Pistols of the bunch, with the 
leader’s slashing trumpet work, 
Samuel Penn’s unpredictable 
drum explosions and tempi 
redolent more of the mosh pit 
than the dance hall. 

Trumpeter/violinist Peter 
Bocage appears with two dif¬ 
ferent bands on his CD, both 
displaying a gentler approach. 
The ragtime numbers hail from 
The Red Backed Books of 

Standard Rags, long before 
Gunther Schuller re-popular¬ 
ized the arrangements and The 
Sting turned “The Entertain¬ 
er” into supermarket Muzak. 
Last and far from least, the 
Louis Cottrell Trio CD is a 
delightful anomaly: just clar¬ 

inet, acoustic guitar and string bass. This effort¬ 
lessly swinging music is pure-bred New Orleans 
and yet defies category. If you still think of the 
style as “Dixieland,” check out Cottrell first— 
and don’t miss the rest. —Scott Isler 

SIMON BONNEY 
Everyman 

(MUTE) 
Nobody falls in love with the myth-

ology of America like a foreigner does; for 
proof of that look no further than this, the sec-
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ond solo LP from Australian Simon Bonney. A 
masterpiece of brokenhearted white trash poet¬ 
ry that combines elements of Jimmy Webb, Sam 
Shepherd, Marty Robbins and Johnny Cash, 
Everyman creates an archetypal portrait of a 
haunted American loner, perpetually on the 
road, looking for he knows not what, dreaming 
of home and the woman who lives there. Think 
of songs like “Wichita Lineman” or “The Man 
Who Shot Liberty Valence” and you’ll have an 
idea of where Bonney’s coming from. 

It’s not surprising that Bonney, who relocated 
to L.A. in 1992, wrote many of these country 
songs as a result of a road trip he took through 
the American Midwest; the bittersweet sense of 
exile that surfaces with travel colors this song 
cycle. Replete with the sound of a rumbling 
train that links one song to the next, and high, 
lonesome strings that perfume the whole record, 
Everyman is kitsch of the highest order. British 
producer Gareth Jones has done a remarkable 
job of reprising a very particular kind of Ameri¬ 
can record. From the chiming guitars that serve 
as the opening salvo of the anthemic “Don’t 

Charlie’s Got the Blues,” Bonney and 
Jones never strike a false note. 

Debuting in 1984 as the leader of now 
defunct post-punk outfit Crime & the 
City Solution, Bonney’s 33 now, but he 
writes much older. The agitated hunger 
and fury of youth that drove his earlier 
work has burned away, and softened into 
a mood of wistful regret, grace and grati¬ 
tude. “I wasn’t a very good teenager and 
always wanted to be old—it seemed like 
a more comfortable age,” Bonney has 
said. It is a point of view that’s brought 
his talents into full bloom. 

—Kristine McKenna 

THE ROOTS 
Do You Want More?!!!??! 

(GEFFEN) 

Walk Away from Love” to a wonderfully odd 
interpretation of the Fred Rose classic “Blue 
Eyes Cryin’ in the Rain” using just strings and 
piano, to the straightahead cover of Danny 
O’Keefe’s jukebox classic of 1972, “Good Time 

Before east coast rap got its thun-der stolen by the L.A. low-rider set, Phila¬ 
delphia was once the Second City of hip-hop, 
spawning acts as varied as proto-gangsta 
Schooly D. and the ready-for-prime-time DJ 

SHORT TAKES 
BY J.D. CONSIDINE 

Rathi 

stone that heli stern 

ty and 

The Ro the Pope 

MOBY GARTH BROOKS 

FUNDAMENTAL 

MUSIC FROM THE MOTION PICTURE 

JOHN PAUL II 

While IT's easy to admire the stylistic range 
presented here, going from the spooky intro¬ 

spection of Tori Amos' "Losing My Religion" to 

the aural aggression of OutKast's "Phobia" 

isn't the easiest of segues. Still, the high qual-

A talent savvy enough t 

of country's new constituency 

his mettle here by moving from th 

ity of these selections—particularly the Brand 

New Heavies' smooth, soulful "Higher Learn-

ing/Time for Change." Me'Shell NdegéOcel-

lo's fiery “Soul Searchin' (I Wanna Know If It's 

Mine)" and Liz Phair's artful, ambitious "Don't 

Have Time"—make the rough edges worth 

enduring. clichés of "Rodeo" to the rote honky-tonk of 

"Friends in Low Places." and from the folkie 

introspection of "That Summer” to the pop 

sheen of "Shameless." with a sessionman's 

confidence and lack of conscience. But forget 

about any deeper significance. The distance 

between the social uplift of "We Shall Be 

Free" and the kneejerk reactionism of "Ameri¬ 

can Honky-Tonk Bar Association” suggests 

that, while Brooks does believe 

justice, he 

efforts in perspective. That makes it easier to 

see the relationship between the distorted 

guitar and sledgehammer pulse of the thrash-

'ocker "Bring Back My Happiness” and the 

dirty electronics and relentless pulse of the 

techno tune "All That I Need Is to Be Loved.” 

It also leads to unexpected insights, as when 

the arpeggiated synths in the jungle-spiked 

"Feeling So Real" recall the quieter key¬ 

boards of the Glassian "God Moving Over the 

Face of the Waters. " Factor in the rich har¬ 

monies of "Let's Go Free" and the lush tex¬ 

tures of "Into the Blue " and Moby seems 

less a rave star than a genius who just hap¬ 

pens to make dance music. 

ting Is Wrong 
(ELEKTRA) 

Seize the Time 
(BEGGARS BANQUET, 

Agit pop usually places such a premium on its

message that the music becomes an almost 

secondary consideration. Not here, however. 

Even though this Brit-rap combine has packed 

their album with instructive, inflammatory 

news clips and messages, these soundbites 

actually add to the album's sonic impact, 

from the swirl of voices that power the title 

tune to the stereo rapping that closes “Mr. 

Bubbleman." Even better. Fun-Da-Mental's 

post-Public Enemy groove folds the rhythmic 

momentum of revolutionary hip-hop into an 

inventive Anglo-Indian musical vocabulary 

that's as audacious as it is accessible. Well 

worth seizing. 

et his rave-scene rep define his 

tity. Moby uses it as a touch-

more experimental 

(CESAR ISR) 

POSSIBLY the lamest rapping I've ever heard... 
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SKEPTICAL? Then send for your FREE Perfect Pitch 

We bet you’ll triple your talents with 

Perfect! Pitch 
...just by developing your natural ear for music! 

And we’ll even 
make you this 
Guarantee... 
Try this: 

CLOSE YOUR eyes and have some¬ 
one play you a tone. Now, with¬ 
out peeking, can you name it? 

No luck? 
Have your assistant play a chord or 

arpeggio. Listen very carefully. What 
is it? E major...D minor...F# seven? 
Still stumped? Most musicians are 

surprised to discover how little pitch 
recognition they actually possess. But 
don’t worry! With just a few easy ear¬ 
opening instructions, we bet you will 
begin to recognize tones and chords— 
ALL BY EAR—regardless of your current 
ability, And we can prove it! 

Why YOU need 
Perfect Pitch 
Your ear is everything to your music! 
Why? Because music is a bearing art. 

Whether you play by ear, improvise, 
compose, arrange, perform, sight-read, 
do studio work, or just enjoy listening;’1 

all your talents are ROOTED in your 
command of the musical language— 
your ability to hear and evaluate pitches. 
Perfect Pitch is the master key which 

unlocks your natural ear for music, 
enabling you to: 

■ Copy chords straight off the radio 
■ Identify keys ly ear alone 
■ Find desired tones ly ear— 

instead of searching by hand or eye 

■ Sing any tone directly from memory 
■ I Tear sheet music mentally— 

in correct pitch 
■ Master the musical language...and more! 

Perfect Pitch maximizes your ear so 
your playing and creativity can explode. 
Your performance automatically 

improves, your confidence gets rock 
solid, and every7 song you play takes on 
a whole new dimension of satisfaction. 
Musicians around the globe have 

told us they would give anything to 
possess the power of Perfect Pitch. 
Fortunately, you don't have to give 
your right arm. Perfect Pitch is already 
a natural talent which is hidden deep 
inside you, crying to be let out. To 
uncover it, all you need is proper 
guidance from David L. Burge’s 
Perfect Pitch* Super¬ 
Course—the #1 best-selling 
ear-training program today! 
Research at two universities 
and thousands of musicians 
—of all instruments and sty les 
—have already proven Burge'; 
easy method for truly 
awesome Perfect Pitch 
These are real people 
like you—in over 60 
different countries. 

The Secret to 
Perfect Pitch: 
Most of us were taught that only a 

chosen few are “born” with Perfect 
Pitch (like Bach or Mozart). Not so! 
Burge will show you how every pitch 

has its own special sound—a pitch color— 
which your ear can learn to identify. 
For example, Fit has a subtle sound 
which is different than Bl>. Once your 
ear tunes in to these pitch colors, you 
automatically know the tones and chords 
that are playing. 

This is Perfect Pitch. It’s fun! —And you 
don't even have to read music! ...manned... 

supercharge your 
PLAYING! 



Lesson # 1 with university research results (see coupon)! 
Here’s our Bet: 
Order your own Perfect Pitch * 

SuperCourse and listen to the first 
two tapes. We bet YOU will experience 
the Perfect Pitch difference—right trway! 

If you don’t, we lose. Simply return 

SuperCourse (we bet you will!), enjoy 
the remaining three tapes (all included) 
which give you advanced instructions. 
Whatever you do, you get to keep 

your valuable bonus tape on Relative 
Pitch as your FREE gift! Is this bet 
stacked in your favor or what? 

your Course 
for a full refund 
—and keep the 
valuable bonus 

cassette we'll 
send FREE with 

your order. 
Your bonus 

tape introduces 
Relative Pitch 

—your ear’s 
ability to 

understand 
how all tones 

fit together 
intelligently to 

create this 
effect we call 
music. David 
demonstrates 
Perfect Pitch 

skills and 
Relative Pitch 
abilities, and 

shows how you 
are set free or 

held back in 
music by what 

you can or 
cannot hear. 

Join thousands who have already 
gained serious benefits with the 

Perfect Pitch" 
SuperCourse 
■ “Wow! It really worked. 1 feel like a new musician. 
1 am very proud that I could achieve something of this 

caliber.” ¡.M. ■ “I’m able to play things I hear in my head 
a lot faster than ever before. Before I started the course, I 
could barely do it.” /. W ■ “I hear a song on the radio and 

1 know what they’re doing. My improvisations have 
improved. I feel more in control of what I’m doing.” LB. 
■ “It is wonderful. I can truly hear the differences in the 
color of the tones.” D.P. ■ “I heard the differences on the 
initial playing, which did in fact surprise me. It is a break¬ 
through in all music.” J.H. ■ “In three short weeks I’ve 

noticed a vast difference in my listening skills.” T.E. 
■ “I can now identify tones and keys just by hearing 

them. I can also recall and sing individual tones at will. 
When I hear music now it has much more definition, form 

and substance than before. I don’t just passively listen 
to music anymore, but actively listen to detail.” M.U. 

■ “Although I was skeptical at first, I am now awed.” R.H. 
■ “It’s like hearing in a whole new dimension.” L.S. 
■ “I wish I could have had this 30 years ago!” R.B. 

■ “A very necessary thing for someone who wants to 
become a pro.” L.K. ■ “This is absolutely what I have 

been searching for." D.F. ■ “Mr. Burge—you’ve changed 
my life!” T.B. ■ “Learn it orbe left behind.” PS.... 

How can 
we dare 
make 
this 
guarantee 
• • • ? 
We have 

backed Burge’s 
Perfect 
Pitch" 
Super-
Course for 
over 12 years— 
because IT 
WORKS! 
We've found 
that 95% of 
musicians do 
experience their 
first taste of 
Perfect Pitch— 
immediately! 
The rest usually 
get it after they 
listen a little 
more closely 
(it’s not diffi¬ 
cult). With this 

This 90-minute bonus tape is worth 
many times its $14.95 value,but it’s 
yours FREE just for try ing out the 

Perfect Pitch" SuperCourse! 

The Bet continues... 
We bet you’ll be excited when you 

experience Perfect Pitch for yourself. 
But your first taste is just the beginning. 

With only a few minutes of daily listen¬ 
ing, your Perfect Pitch will naturally 

unfold even further. 
Try out the simple listening tech¬ 

niques in your Perfect Pitch handbook 
(included). You must notice a dramatic 

improvement in your sense of pitch with¬ 
in only 40 days, or return your course 

for a full refund, no questions asked. 
Or, if you choose to keep your 

instant success rate, it’s no wonder we 
get so precious few returns. 

Will YOU experience 
Perfect Pitch? 
We guarantee you too will hear with 

Perfect Pitch—or your full Course price 
is refunded! Imagine the talents that 
Perfect Pitch can open for YOU— 
to improve your playing, your singing, 
your creativity' and confidence. But then 
again—how will you ever know until you 
experience Peif eet Pitch for yourself? 
Don't wait and wonder. Call us now 

at (515) 472-3100 to order your own 
Perfect Pitch " SuperCourse 
at NO RISK—with your FREE bonus 
tape on Relative Pitch. Or clip and mail 
this order form. Do it—NOW! 

Research references: A study to determine the effectiveness of the David L. Burge technique for development of Perfect Pitch, 
M.E. Nering (1991), The University of Calgary; An experimental investigation of the effectiveness of training on absolute pitch in adult 
musicians, Rush (1989), The Ohio State University. You'll receive research summaries with your Perfect Pitch SuperCourse or info request! 

The Perfect Pitch” SuperCourse 
is for ALL musicians/ALL instruments, beginning 
and advanced. No music reading skills required. 

SuperCourse includes 5 audio cassettes 4- easy 
handbook 4- FREE 90-minute bonus tape on 
Relative Pitch. 40-day money back guarantee. 

NAME 

ADDRESS 

CITY 

ZIP STATE 

CARD NUMBER 

SIGNATURE EXPIRATION DATE 

Please allow 4-6 weeks for delivery. For 1 - week RUSH delivery from our studio 
add $2 (total $8 shipping) and write “RUSH!" on your envelope. Foreign orders 
(except Canada) send $3 shipping for complete FREE information, or $18 ship¬ 
ping for complete Course (airmail). U.S. funds only. Iowa residents add 5% tax. 
Make check or money order payable to: American Educational Music. 

Canadians may remit bank or postal money order in U.S. funds. 

Q My check or money order is enclosed. 

□ Please charge my: 

Mail to: American Educational 
Music Publications, Inc. 

Music Resources Building, Dept. R-58 
1 106 E. Burlington, Fairfield, IA 52556 

ORDER NOW! For fastest service: 
Call our 24-hour Order Line NOW 
and charge your Visa/MasterCard: 

(515) 472-3100 
FAX: (515) 472-2700 

You’ll experience your 
own Perfect Pitch— 
or your Course price is refunded! 

□ YES! You’re on! Prove to me that 
1 have Perfect Pitch! Enclosed is my course fee 
of only $99 plus $6 shipping. Send me Burge’s 

complete Perfect Pitch " SuperCourse 
with the full 40-Day Money Back Guarantee. 
I’ll start with the handbook and first two tapes. 

I must notice an immediate and dramatic improve¬ 
ment in both my pitch skills and my playing, or I’ll 

return my Course within 40 days for a full prompt 
refund—no questions asked. If I decide to keep my 
Course and continue my ear-training, I’ll open 
the remaining 3 tapes (all included) for advanced 

instructions. My FREE 90-minute bonus tape 
on Relative Pitch (a $14.95 value) is mine to keep, 

even if I return my Perfect Pitch" 
SuperCourse for a refund! 

Check here if you are undecided about ordering now: 
□ I’d like more info. Send me Perfect Pitch Lesson #1 (written) 
with full Course details- FREE with no obligation. 
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JOHN MAYALL how influential "Lawdy Miss Clawdy" and 
"Stagger Lee" have been, or recall John 
Lennon's loving remake of “Just Because." 

Blues Breakers with Eric Clapton 
(MOBILE FIDELITY 

The natural companion record and career 
bookend to From the Cradle, now sonically 
enriched for listeners to soak in the vibes of 
one of the great white blues bands ever. On 
a range of classics from the likes of Willie 
Dixon, Mose Allison and Ray Charles, along 
with a few fine Mayall originals, Clapton 
blazes with a maturity beyond his years, and 
his tone pierces and rumbles with a freedom 
he’s rarely evoked since. (And thanks to 
MFSL's Ultra Gain system, with considerably 
more presence than the original vinyl 
offered.) More to the point, keyboardist May-
all, drummer Hughie Flint and bassist John 
McVie provide a cushion for Clapton's solos 
to really swing. Just shows how even the 
greats can be elevated by the right rhythm 
section. Cream reunion, anyone? 

—Mark Rowland 

CAL TJADER 
Soul Sauce 

(VERVE) 

Spanish Grease/Uno Dos Tres 
1.2.3 
(VERVE) 

These early-'60s sessions could be pack¬ 
aged together as a "roots of Santana” 
series, and not just because Bob’s Spanish 
Grease contains two of Carlos’s signature 
riffs, or that the Tjader disc features San¬ 
tana’s favorite percussionist Armando Per¬ 
aza. In any event, these are strikingly differ¬ 
ent representations of the West Coast Latin 
jazz movement. Bobo’s is a compilation of 
two albums that ranges from standards like 
"I Remember Clifford" to pop tunes like "It's 
Not Unusual” and "Michelle” that can best 
be appreciated as oddities. Tjader's Soul 
Sauce is not only more tasteful, it’s tastier, 
with the leader’s vibes solos arranged over a 
percussive quartet on tunes like "Afro-Blue” 
and Peraza’s “Maramoor Mambo.” Was Tjad¬ 
er the epitome of cool jazz or the godfather 
of lounge? Either way, he rules. 

—Mark Rowland 

LLOYD PRICE 
Greatest Hits 

(MCA) 

IT's odd how some of the original rock ’n’ 
rollers are elevated into myth while others 
get mentally filed away as nostalgia. If Price 
seems among the latter, one should consider 

MOODY BLUES 

Trying to 
Buckwheat 
soul here in 

Willie Nelson i 
riffs (no funk 
a mere di
house, but 
would have made 

(Buckwf 
played 
against-1 
self,” 
Creole-Ian 
sistibly romp 
Richard 
teous soul a 
Joe Tex, 
and BZ dea 
beauty of the 
The ye 
his ac 

or compare "Personality" to any of Sam 
Cooke's hits and see if it's found lacking. 
Here you get 18 tracks' worth of his seminal 
New Orleans pop. including the above clas¬ 
sics and the legendary “Bandstand Version" 
of “Stagger Lee.” where Stagger and Billy 
face girl 

BUCKWHEAT ZYDECO 

for 
Dream (rec 
glory by Mo 
Our Children 's Childre 
resented by sev 
melody, musician 
atmospherics into a 
pop classicism. Un 
ward spiral began 
the last three dis 
virtually worthle 

le-CD reissue 
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Crossroads ’95 Music Exposition 
Come down and make a Deal with the Devil 

April 6th, 7th, and 8th 

Music Industry Registration 
Registration Fees & Dead lines 

$80.00....March 1st Postmark 
$100.()()....March 27th Postmark 
$150.00....Walk-Up Rate 

Travel Information 
Phoenix Travel 
(901) 272-3737 

Return Address &lnfo. 
P.O. Box 41858 
Memphis, TN. 38174 
(901)526-4280 

Schedule of Events 
Wed. April 5th «All Star V.I.P. Jam 
Thur. April 6th «Registration at the Radisson Hotel 
•"Music Cares/Lifebeat" Crossroads Golf Classic 
•Industry Welcoming Party at Graceland 
•Band Kick-off party at the New Daisy Theatre 
•Showcases in the clubs of Beale St. and Downtown 
Fri. April 7th*Registration at the Radisson Hotel 
•Industry Brunch • Panels and Workshops 
•"Unplugged” Shows at CATS Records 
•Sun Studio Reception 
•Showcases in the clubs of Beale St. and Downtown 
•Sat. April Xth «Registration • Peavey Clinics 
•Panels and Workshops • Circus Circus Casino Party 
•“Unplugged" Shows at CATS Records 
•Showcases in Clubs of Beale St. and Downtown 
•Rad All Ages Rave 

Registration Form 

Name (Please Print)_ 

Company_ 

Address_ 

City State_ZIP_ 

Phone_Fax_ 

Enclosed is my check or money order for$_ 
Please bill my credit card for$_ 
_MasterCard _Visa 
Name on Card_ 
Card #_Exp. Date_ 



AT LAST! 
the DEFINITIVE SONGWRITING VIDEO 

The Complete Guide To 

SONGWRITING 
with JOCK BARTLEY of FIREFALL 

Contains sections on 
CREATIVITY, MUSIC THEORY, 
CHORD PROGRESSIONS, 
GROOVES and 
HOOKS, COMPOSING 
CATCHY MELODIES, 
WRITING BETTER LYRICS, 
MAKING SONGS 
COMMERCIAL, COPY¬ 
RIGHTS, PUBLISHING and 
many more! Includes a 
Compatible Chords insert. 

This 2 hour video is a 
comprehensive teaching tool 
and in-depth learning resource 
for songwriters of any level, in 
any style, on any instrument. 

Jock Bartley is a musi¬ 
cian. songwriter, record producer, guitar teacher 
and leader ol the band EIREFAII who has sold 
millions of albums worldwide. 

ORDER FORM I he Complete Guide To Songwriting 

Name_ 

Address_ 

Send Check, Money Order, or Visa 
The Wishing Star Corp. 
P.O. Box 18346 
Boulder, Colorado 80308 
J Check J Money Order 
J Visa or M( # 

Signature_ 
Expiration Date_ 

_Please allow 2 to 4 weeks for delivery 

, Master Card No. to: 

$29.95 
Plus $3.50 Ship/Handle 

MUSIC 
INDUSTRY 
INSIGHTS 
GET SIGNED NOW 

WE WILL PRESENT YOUR MUSIC TO 
MAJOR RECORD LABELS AND 

GUARANTEE A WRITTEN OR VERBAL 
RESPONSE FROM THOSE LABELS 

WITHIN TWO WEEKS OF SUBMISSION 

DON'T BE FOOLED 
BY MEMBERSHIP CLUBS AND 

COMPILATION DISCS THAT DO NOT 
GUARANTEE A DIRECT RESPONSE 

FROM THE RECORD COMPANIES THAT 
THEY CLAIM YOUR MATERIAL HAS 

BEEN SUBMITTED TO 

WE OFFER YEARS OF 
EXPERTISE 

OUR CONSIDERATION FOR ARTISTS 
AND THEIR MUSIC IS A RESULT OF 

YEARS OF EXPERIENCE WORKING WITH 
MAJOR RECORD LABELS AND 
NUMEROUS SIGNED ARTISTS 

CONTACT 

213-848-7261 

REVIEWS 
Jazzy Jeff & the Fresh Prince. Partly thanks to 
Schooly, who toured with a ska group behind 
him in 1987, Philly also owns a mini-tradition 
of live hip-hop bands, which today includes the 
Goats and G. Love and Special Sauce. 

And the Roots, whose debut Do You Want 
More?!!!??!—a mixture of samples and real¬ 
time prowess—puts them at the front of the 
pack. More combines all the spare stylishness of 
a Tribe Called Quest album with the fluid 
power of a loose funk band having fun. Impor¬ 
tantly, the group’s musical core—keyboard, 
bass and drums—is truly hip-hop informed, 
armed with grooves spacious enough for the 
rhymers to play in. And unlike too many pre¬ 
tenders fronting live rap bands, Malik B. and 
Black Thought of the Roots are the kind of 
MCs whose tongue-tripping rhymes and varied 
phrasings are an attraction in and of themselves. 

On “Datscat” the band rides jazzy, minor¬ 
key bursts as the rappers explore the connec¬ 
tions between scat and rap. “Lazy Afternoon” 
features a sly chorus over a liquid, perfectly 
sleepy beat. The live showcase “Essay Whu-
man?” offers a taste of a Roots gig, as well as a 
chance for the band to stretch out. Throughout, 
the group throws whatever sounds are available 
into the pot, from human beatbox wheezes to 
the occasional scratch to an array of original 
loops—without, incidentally, a full-time DJ. It 
adds up to the most successful marriage of 
rhymers and players since Doug Wimbish & 
Co. played on the early Sugar Hill cuts. Strong 
roots indeed. —Nathan Brackett 

THE LONDON SUEDE 
dog man star 

(COLUMBIA) 

T TAKES A LOT OF BALLS FOR A BALLY-

hooed young band to open its traditionally 
jinxed sophomore album with a swaggering 
exercise in self-aggrandizement called “Intro¬ 
ducing the Band.” Said cajones had better be cast 
iron for the track to blatantly steal the sound and 
fury of one of your teen idols, in this case David 
Bowie at his sequined Ziggy Stardust-era ham¬ 
miest. So Brett Anderson—fey frontman for the 
London Suede (né Suede; a stateside Suede 
recently claimed copyright infringement)—must 
clank when he walks, because his mimicry of the 
I hin White Duke’s historic showmanship bor¬ 
ders on gushing apotheosis. In song after song on 
the group’s new dog man star, the cocky singer 
lyrically sneers at showbiz success while his vocal 
persona practically begs for said fame with every 
exaggerated and/or lifted nuance. But—outside 
of Pulp and a handful of lesser-known acts— 

MUSICIAN 

there’s no other band around today that works 
so hard at playing the sensitive foppish dandy, 
even down to the rubbery Mick Ronson guitar 
riffs of guitarist Bernard Butler (who quit as the 
record was nearing completion). This works to 
Anderson’s advantage. 

Make no mistake. The London Suede is 
Anderson’s group, Anderson’s vision. “Just give 
me, give me, give me the power/And I’ll make 
them believe,” he hiccup/bleats through velvet 
orchestration on “The Power,” and his Machi¬ 
avellian strategy is obvious. Listen to this rake 
long enough, and you’re swept into his slip¬ 
stream. Initially déjà vu compositions such as 
the jagged “Heroine,” the gentle but death-
obsessed “Daddy’s Speeding” and a flighty 
acoustic-based ballad to weekend romance, 
“The Wild Ones” (“On you my tattoo will be 
bleeding/And the name will stay,” Anderson 
calms a lover as he’s heading out the door) start 
sounding strangely memorable. The fat muddy 
mixes begin to unfold, revealing a grander pop-
sensible design, and the London Suede sudden¬ 
ly appears to have true staying power, à la 
Bowie himself. Anderson may not be through 
assimilating his influences just yet, but that big 
clanking noise he makes is already enough to 
get him noticed. —Tom Lanham 

GILBY CLARKE 

[cont’d from page 15] and there is no manual for 
success. If anyone thinks that making it—or 
becoming successful with your art—is the end-
all experience, you will be heartbroken when 
you get to where you’re heading. The ride to the 
top is so rough that most people won’t recog¬ 
nize themselves by the time they get there. 

The music business requires a very special tal¬ 
ent; it’s not something you can learn in school or 
buy a prescription for. It takes years of dedication 
or luck. Talent does take some precedence in the 
music business. You need it to prolong a career 
—the public will see through the less talented 
eventually. This may sound clichéd, but music is 
written from the heart and performed from the 
heart and if your heart is in it it should not mat¬ 
ter if you’re playing in front of ten people, 500 
people or 80,000 people. So it you’re playing a 
show and 500 people are drinking and having a 
good time and enjoying your music—or the 
Rolling Stones’ music—that’s what it’s all about. 
You may dream of playing Madison Square 
Garden someday, but someone playing the Gar¬ 
den may be dreaming of the intimacy of that 
club in Vancouver. So remember, be careful 
what you wish for, you may just get it—and 
you may not remember how. 'J1



M ATT JOHNSON 

[coat’d from page /6] through the great singer/ 
songwriters and record an EP. 1 then got tangled 
up in Hank Williams’ work completely and 
found that I couldn’t cut his entire body of work 
down to just four tracks. It was a time-consum¬ 
ing vet fascinating process watching his songs 
select themselves. “Lovesick Blues” and “Lost 
Highway,” two of his best-known hits, were out 
straight away by virtue of the fact that he didn’t 
write them. Other well-known tunes, such as 
“Kaw-Liga” and “Jambalaya” were out because 
I found them a bit twee. Others like “I’m So 
Lonesome I Could Cry” just didn’t suit my 
voice, and the Residents did such a wild rendi¬ 
tion of “Hey, Good Lookin’” that I decided not 
to even try to top that. I loved the title of “I’ll 
Never Get Out of This World Alive,” but I 
didn’t much care for the rest of the lyrics, so out 
that went. All of that left me digging deeper and 
deeper into his catalog to find songs that 1 felt 
would be more suitable to be “The The-ized.” 
Though 1 did include “Your Cheatin' Heart,” “1 
Saw the Light,” “There’s a Tear in My Beer” and 
“Honky Tonkin’,” it was almost as if a lot of his 

lesser-known songs were crying out to be heard. 
“Weary Blues from Waitin’,” “I Can’t Escape 
from You,” “Six More Miles,” “My Heart 
Would Know,” “I Can’t Get You Off My Mind” 
among others were all songs which 1 felt stood 
shoulder-to-shoulder with his best-known hits. 

Admittedly, I probably erred on the darker 
side of Hank, but 1 always felt that most of the 
covers people had done in the past tended to 
sentimentalize songs which were originally pas¬ 
sionate, raw and blue. 

Like Buddy Holly, James Dean, Kurt Cobain 
and other members of that illustrious and tragic 
group who are united by youth in death, it’s hard 
to know what would have happened to Hank had 
he lived, or maybe it is if one looks at Elvis Presley, 
Marlon Brando and Bob Dylan to see evidence of 
time taming even the fiercest talent. Maybe he 
would’ve been blown away by the coming storm 
of rock ’n’ roll as many of his contemporaries 
were. In many ways death has been kinder to 
Hank than life ever was, instantly bestowing leg¬ 
endary status upon him. In spite of all the biogra¬ 
phies, stories, myths and lies about him, still the 
best way to get to the truth about Hank Williams 
is to listen to his music and read his words. '3' 

RELEASE YOUR 
OWN CDs! 

$2,790 

500 CDs plus 
500 Cassettes 
with two-color inserts & chrome tape 

Call today for our FREE 

1994-95 full color cata 

1-800-468-9353 
24 HOURS TOLL FREE L 

DISC MAKERS 
¿MÍRICA 5*1 MANUfACtURiR (OR THE INUtPtNDiNl MUSIC INDUSTRY 

1328 North Fourth Street Philadelphia PA 19122 
Outside USA (215) 232 4140 • FAX (215) 236 7763 

AD INDEX 
AKG 8500 Balboa Blvd., Northridge, CA 91329 (818) 

893-8411. 6 

Audio-Technica -1221 Commerce Dr, Stow, OH 44224 

(216) 686-2600.37 

Berklee College of Music—1140 Boylston St., Boston, 

MA 02215 (617) 266-1400. 49 

Brian Moore Guitars—South Patterson Business Park, 

Route 22, Brewster, NY 10509 (914) 279-4142... 39 

Celestion 89 Doug Brown Way, Holliston, MA 01 746 

(508)429-6706. 20-21 

Drum Workshop 101 Bernoulli Circle, Oxnard, CA 

93030 (800) 453-7867. 38 

Electro-Voice—600 Cecil St., Buchanan, Ml 49107 

(616)695-6831 . ... 29 

Epiphone -1818 Elm Hill Pike, Nashville, TN 37210 

(615)871-4500. 27 

GHS Strings— 2813 Wilber Ave., Battle Creek, Ml 49015 

(616)968-3351 . 31 

Gibson Guitar Corp.—641 Massman Drive, Nashville, 

TN 37210 (615) 871-4500. 9 

JBL—8500 Balboa Blvd., Northridge, CA91329 (818) 

893-8411. 61 

Mackie Designs, Inc.—20205 144th Ave NE, Wood¬ 

inville, WA 98072 (206) 487-4333.17, 55 

Martin Guitar Co. 510 Sycamore St., Box 329, 

Nazareth, PA 18064 (215) 759-2837. 19 

Music Industry Insights—2101 Kew Dr., Hollywood, CA 

90046(213)848-7261. 78 

Ovation PO. Box 507, Bloomfield, CT 06002 (203) 

243-7941.2 

Peavey 711 A St., Meridian, MS 39301 (601 ) 483-5365 

. 11 

Remo 1 2804 Raymer St., North Hollywood, CA 91605 

(818)983-2600 .3 

Rolls - 5143 S. Main St., Salt Lake City, UT 84107 (801 ) 

263-9053. 48 

Sennheiser—6 Vista Drive, Box 987, Old Lyme, CT 

06371(203)434-9190. 83 

Shadow Electronics—2850 SE Market Place, Stuart, FL 

34997(407)221-8177. 64 

Shure Brothers Inc.—222 Hartrey Ave., Evanston, IL 

60202 (708) 866-2200.43, 45 

Stefan Grossman's Guitar Workshop PO. Box 802, 

Sparta, NJ 07871 (201 ) 729-5544. 64 

Wishing Star—PO. Box 18346, Boulder, CO 80308...78 

Yamaha 6600 Orangethorpe Ave., Buena Park, CA 

90620(714)522-9011. 4,84 

INDIE 
MARKETPLACE 

An exciting blend of Blues. Rock, 
and Psychedelia, this twelve-track CD is a 

"must for your record stash.” 

MAGIC MUSHROOM—MUSIC 
THAT WILL ENTER YOUR EAR AND 
BECOME ONE WITH YOUR SOUL 

Order direct (Visa/MC) $13.95 CD 
(S2 P&H each item) 

MMPI 503 Peachtree Street 
Murphy, NC 28906 
1-800-327-3706 Toll Free 

Airplay and distribution inquiries welcome 

The dBzs 
Paris Avenue 

"All new music from a legendary band 
that doesn't exist anymore!" 

—Peter Holsapple 

Available Spring '95: 
Cowboy Mouth 
"It Means Escape" 

monKHHiu 

(504) 944-4776 
(504) 944-7053 Fox 

Les Dudek 
Deeper Shades of Blues 

"...one of the ultimate blues-rock CDs. This disc has it all: 

wonderfully crafted songs, excellent musicianship and 

production...”—Ed Murrill. Focus 

.a romp through the virtual repertoire 

of white blues that would do any musician proud. . .worth a 

treasured spot on your shelf."—Craig Michaels. JAM 

CD or tape, in stores nationwide, or by phone: 

I-8OO-882-4262 Creative Musicians Coalition 

Box 540962 
Merritt Island FL 32954 

email: geosync@pan.com 
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State City Zip 

J MasterCard J Visa 

Bank # 

r 
Publisher has the right to refuse all mail order retailer ads that might conflict with Musician dealers. 

BERKLEE COLLEGE OF MUSIC 

E D 

800-223-75211 

ACCESSORIES FOR SALE HELP WANTED 

ACOUSTIC FOAM! 

B O O KS/ P U B LI C AT I O N S Check Out These Clients: 

INSTRUCTION 

INSTRUMENTS 

RECORDS, TAPES, CD'S 

SONGWRITERS 

SUBSCRIBE NOW to our monthly used and vintage instrument 
list with hundreds of quality instruments at down-to-earth prices. 

ATTENTION: KEYBOARDISTS. Banners to 
pros. FREE Report reveals how to sound like your favorite key¬ 

boardists on recordings. (800) 548-5601 24 Hrs. FREE Recorded 

SPREAD YOUR WORD! With big, blank bumper stickers 
(4"X11 "). Assorted colors. Use pens or paints. Six for $5: Practical 
Products, #107-128,4130 La Jolla Village, La Jolla CA 92037. 

ELDERLY INSTRUMENTS, 1100 N. Washington, POB 14210-
DS5, Lansing Ml 48901 (517) 372-7890._ 

Need an ad fast? 
Call Jeff Serrette. 
In NY State (212)536-5174 
Outside NY St. (800) 223-7524 

Interesting Instruments 
PO Box 4654 
Greensboro, NC 27404 

WANTED: TRAINEE FOR RECORDING ENGINEER 

On the Job Training at Major Studio IN YOUR AREA. Keep Present 

Job. Train Around Own Schedule. Call For Free Brochure: Recording 

Connection, 1-800-795-5750. 

SONGWRITER PRODUCTS, IDEAS, NECESSITIES! 

Contracts, Copyrights, Books, Critiques, Bios, Photos, Short Cassettes, 

Printed Labels, MIDI-Track Sheets, Duplication! FREE CATALOG! 

345 Sprucewood Rd.,#MU, Lake Man' FL 32746-5917 1 (8QO)487-SP1N. 

TOP DOLLAR PAID FOR CD & LP COLLECTIONS 
Rock, Classical, Jazz, More. 130,000 titles in stock. PRINCETON 

RECORD EXCHANGE, 20 Tulane St., Princeton, NJ 08542 (609) 

921-0881. 

J American Express 

Credit Card it 

CATEGORIES: Please mark category desired. 
J Accessories J Books/Publications J Computers 
□ Employment J For Sale J Instruction J Instruments 
J Miscellaneous □ Musicians J Records & Tapes 
J Services J Software J Songwriters J Talent J Video 

Your Name 

DEPARTMENT CHAIR 
MUSIC SYNTHESIS DEPARTMENT 

SINGERS! REMOVE VOCALS 
FPO 

PU MAR 

BE A RECORDING ENGINEER 
FPO 

PU MAR 

FACTORY DIRECT CASES 
FPO 

PU MAR 

The Music Synthesis Department within the 
Music Technology Division is now accepting 
applications for the twelve-month position of 
Department Chair. Duties include establishing and 
assessing departmental goals annually; formulat¬ 
ing department policy; overseeing the develop¬ 
ment of curriculum; student advising; and the hir¬ 
ing, assignment and development of faculty and 
staff. The Chair manages three music synthesis 
labs, a lecture/performance hall, and MIDI-
equipped ensemble rooms, oversees the depart¬ 
ment budget, and maintains music industry rela¬ 
tions. The Chair teaches departmental offerings 
and, in the role of manager, interacts with faculty, 
administrators, and students of other departments 
of the College. Requirements for the position 
include a Master’s degree and/or equivalent pro¬ 
fessional experience. Background in teaching 
and/or college administration is required. Appli¬ 
cants must have a thorough knowledge of current 
practices and technological advances in the disci¬ 
pline of Music Synthesis. 

Please send resume, two letters of recommenda¬ 
tion, a disc or tape of recent productions or perfor¬ 
mances, and other appropriate documentation 
along with your letter of application by April 1, 
1995. Incomplete applications will not be consid¬ 
ered. Send required materials to: Music Synthesis 
Chair Search Committee, Office of the Music 
Technology Division Chair—Box #288, Berklee 
College of Music, 1140 Boylston Street, Boston 
MA 02215. Berklee College of Music is an Equal 
Opportunity Employer. 

I
USAFoam * Box 20384 • Indianapolis IN 46220 1 
Fax 24 Hrs. (317) 257-2872 • Information (317) 251-2992 1 
1-800-95-WEDGE| 
UUAUÀUAAUUAÀÀAUAAUUAUUMÀAÀÀÀA 

musicmn 
(LAHIfICD 
HOTLinC 

COUPON 

HOWTO 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 

Exotic Imported 
Instruments! 
Unleash Creativity! 
Buy Sitars, Snake Charmers Flutes, Talking 
Drums and more. Call or write for Free 
Catalog. 
Phone: (910)854-9795 

Ford Motor Co. • Hitachi • 20th Century Fox • Toshiba 

• Beavis & Butthead (MTV) • MPI (AßC News, Apple 

Records) • Kodak • US Gov't • Warner Bros. • Editei • 

Dennis DeYoung (Styx) • Rockwell Int’l • MTX • G. 

Welsh (Wa/Mart, IBN) • Mike Wanchic (J. Mellencamp 

Band) • Destiny Films (Univ. Studios, FL) • P Woodland 

(Late Show wl D. Letterman, Disney, I'll Fly Away) • 
Maury Povich Show • Opryland USA • Baldwin Piano 

EVERY ROOM ; 
NEEDS IT AND YOU ► 
CAN AFFORD IT : 
(FINALLY)! ► 

Ours absorbs up to 60% better ; 
than other name brands, yet ► 
costs up to 80% less! Wide ► 
range of colors: passes Califor ; 
nia firecode. Available in 1,2 & ► 
4" thicknesses in sheets up to ► 
4 x8’. Bass traps, adhesives & ; 
barrier material, too. Call today ► 
for big discounts! World's Best! : 

Company 

Address 

GIBSON SPECIAL EDITIONS, Chand, Martin, PRS, Tas¬ 
cam, Stelling, Zeidler, Guild, Fender Custom Shop, Gibson Historic 
Collection, Dobro, Froggy Bottom, Flatiron, Alvarez-Yairi, DOD, 
Collings, Santa Cruz, Boss, National, Barden, Digitech, Breedlove, 

Goodall, Zion, much more in our free illustrated discount catalogs. 
Send for yours today. ELDERLY INSTRUMENTS, 1100 N. Wash¬ 

ington. POB 14210-DS5, Lansing MI 48901 (517) 372-7890. 

VIN TAGE INSTRUMENT CATALOG. Call or write for 

our monthly catalog of over 1,000 new, used, and vintage instruments. 
We BUY, SELL, TRADE, and ship worldwide. Written APPRAISALS 

available, $20 per instrument. GRUHN GUITARS, 400 Broadway, 

Nashville TN 37203 (615) 256-2033,255-2021 FAX. 

MUSICIANS: “GRAB” your share, money, women, travel. Lim¬ 

ited free reports. SASE. Musician’s Paradise, 3935 Broadway 133M, 

Long Beach CA 90803. 

Exp. Date 

Your Signature 

Telephone_ 

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

BO A I* R i i 



MUSICIANS ■ SERVICES SERVICES 

SERVICES 

PLUG PRODUCTIONS—CD, cassette and vinyl manufactur¬ 
ing and distribution in U.S. and overseas. (803) 750-5391,273 Chippewa 

Drive, Columbia SC 29210._ 

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

$2,590 
with B&W inserto 

American Mu-Z-Call 
Affordable Advanced Computerized 
Nationwide Musicians Network! 

Locate Players, Singers, Sound Techs and 
Teachers Matching Four Specifications 

In Areas of Your Choice 

1-900-896-PUY 
Call 24 Hours-A-Day 7 Days-A- WeekI 

$4.95 OUE TIME FLAT RATE CALL 
Include* shipping and handling 

for your jam-packed information envelope! 

vow 
500 CDs and 

I 500 Cassettes 

FREE Graphic Design • Ready In 3 Weeks 

Major Label Quality • Money Bock Guarantee 

DISC MAKERS 
1-800-468-9353 

Call today for our FREE 
Full color catalog 

MASTERING • MANUFACTURING • PRINTING 

FOR COMPACT DISCS' CD-ROM 

REAL TIME & HIGH SPEED AUDIO CASSETTES 

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

CALL (800) 815-3444 
(212)730-2111 

130 WEST 42ND STREET- NEW YORK. NY 10036 

Lowest Prices 
CD & Cassette Manufacturing 

1-800-375-2060 

MEDIAWORKS 
INTERNATIONAL. INC 

I0 MUSIC CIRCLE SOUTH 
NASHVILLE. TN 37203 

The one you 
need to call! 

Compact Discs. Cassettes, and Vinyl Disc Manufacturing. 
Graphics. Printing, and Packaging. 

Best Quality Competitive Pricing Fastest Turnaround Tune 
Call (615) 726-1982 

500 Cassettes 
design*duplication «mastering 

call hr Mr Fill brachara! 

1 • 800•916•9900 
k(714) 241'8801 'Fox: (714) 241'0951 

Producing Your Own CD 
Shouldn't Make You Scream 
your music is a mosterpiece...our prices are a steal. 

with UW Inserts 

complete 

-The . Record 

THE BEST CO MASTERING... 
Custom-designed hardware & software by Chief Engineer Bob 
Katz. 128x Oversampling 20-Bit A to 0. Unique Digital Processors. 
Hard Disk Editing. Tube and Solid State Analog Recorders 
CD Mastering is an art. Levels, fades, equalization, 
spacing... everything is important to you and to us. 

CO REPUCAT10N... 
1000 CDs at $1.55 w/Jewel Box, Shrink Wrap, Insertion. 
2500 at $1.50. Glass Mastering Free with 2500+ CDs. 

CO BOOKLET PRIMING... 
1000 4-Panel Booklets at $0.35 
Full-Color Outside, B&W Inside. Full-Color Tray Card. 
Let our Graphic Artist give your presentation the same 
attention you give your music. 

...COSTSLESS! 
Digita/ , Audio for the Golden Ear... 
Uomâ/^ Mew York, NY (212)369-2932 

TOLL FREE 1-800-835-1362 
Complete Full Color CD Packages: 

500 CD’s $1099. 
1000 CD’s $1649. 
Complete Full Color Cassette Packages: 

500 Cassettes $564. 
1000 Cassettes $765. 
CD Package includes color 2 page booklet, color traycard. 
2 color on CD printing, pre master & glass master jewel box, 
shrinkwrap, insertion of graphics Does not include film or type 
setting 

HEALEYd/sc 
— Manufacturing « 

FOR COMPLETE COMPACT DISC, 
CASSETTE & RECORD MANUFACTURING 

QQQ (800) 859-8401 
QCA, INC. • 2832 SPRING GROVE AVE. • CINCINNATI, OH 45225 

(513) 681-8400 • FAX (513) 681-3777 

TALENT 

nationwide talent search '95 
SEEKING: * BANDS * ARTISTS 

* ACTS ★ SONGWRITERS 
* All types of origino! music considered. 

* FREE Promorion & exposure if you qualify. 

* NOE a contest! This is a career-launching opportunity. 

Send a cassette of your musk with none, 

address, phone & best time Io contact to: 

RODELL RECORDS 
P.0. Box 93457* • Holywood, CA 90093 

WANTED: INSTRUMENTAL MUSIC 
for Karaoke Discs 

To be purchased as work for hire. Must be 
sequenced, voiced, and mixed. Guitars, sax, 
and vocals must be live. Must be made from 
your own "in house" sequence. Sequences 
from catalogs or that are "farmed-out" will 
not be accepted. Send demo tape, catalog 
and letter of application to: 

MUSIC DIRECTOR 
PO BOX 193 

NARRAGANSETT, RI 02882 

TAPES 

LENGTH 

C-10 

C-20 

PRICE (...) 

$0 30 

$0 36 

C-30 

C-40 

$0 42 

$0 46 

C-45 

C-50 

$0 48 

$0 52 

C-60 $0 58 

C-70 $0 64 

C-80 $0 71 

C-90 $0 78 

TDK PRO SA BULK 
CUSTOM LOADED 

HIGH BIAS COBALT 
CASSETTES 

|<M AIM 111 t» AMIIMK7XI l>) 

Recording Systems, Inc. 
»TDK 

32 WEST 39th STREET 
NEW YORK. NEW YORK 10018 

TELEPHONE: 212-768 7800 ♦ 800-859-3579 

CUSTOMER PICK-UP, MESSENGER OR MAIL ORDER 
WE CARRY Al L BRANDS OF RECORDING SUPPLIES AND ACCESSORIES 

JEWELRY FOR SALE 

REPLICA SWISS WATCHES! 18KT GOLDPLATED! 
Lowest Prices! 2yr Warranty! Heavy Weight! Waterproof! Sapphire Crys¬ 

tal! Submarins, Daytona*., others! (404) 682-0609,FX: (404) 682-1710. 

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&D, Epiphone, Paramount, Vega, Fairbanks, Stewart. MANDOLIN 
BROS., 629 FOREST, #MU, STATEN ISLAND NY 10310. FREE 
CATALOG. 718-981-3226. 
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BACK 

MR. JONES— 
A SQUARE'S LIFE 

When future archeologists are trying to piece 

together the rock era from the scratched 45s and 

faded album covers of our time, they may come to 

the conclusion that the catalyst for the entire rock 

’n' roll canon was a fellow named Jones, whose ups 

and downs mirrored the culture that spawned him. 

When first glimpsed in the 1950s in the Coasters’ 

“Along Came Jones" the very qualities for which Mr. 

Jones would later be 

mocked— his stead¬ 

fastness, earnest¬ 

ness and virtue— 

were praised. No mat¬ 

ter what went wrong it 

was all okay when 

“slow walking, slow 

talking" Jones showed 

up. The 1960s, how¬ 

ever, saw Jones and 

his conservative values blasted from their 

heights. In “Ballad of a Thin Man" (every¬ 

one knew who the title referred to—the 

chorus of the 1950s song celebrated “long 

lean lanky Jones”) Bob Dylan sneered with 

contempt at the square who didn’t under¬ 

stand what the cool people were up to. 

“You know something is happening but you 

don’t know what it is," Dylan snarled, “do 

you, Mister Jones?" 

they had no intention of stopping their infidelities. 

Poor Mr. Jones tried to get with it. He began 

dressing like his tormentor but it did no good. In 

1972’s "Garden Party" Rick Nelson sang, “Over in 

the corner, much to my surprise, Mr. Jones hid in 

Dylan’s shoes wearing his disguise.” 

Clearly Jones had fallen about as low as a once-

proud man could go. In the punk days he was even 

spit on by the Psychedelic Furs, who sang, in 

their “Mr. Jones,” "Here’s another 9 o’clock 

and here's another day/Wonder how the 

weather is and what the people say/Mr. Jones 

is all of you who live inside a plan.” 

The Reagan era saw an upturn for conserva¬ 

tives generally and Mr. Jones was no exception. 

He had stuck to his out-fashioned values 

through the dark times of the '60s and '70s and 

was now being rewarded with some trickle-down 

prosperity. "Mr. Jones, he’s 

doing fine,” the Talking 

Heads sang in the 1980s. 

"It’s a big day for Mr. Jones! 

He is not so square. Mr. 

Jones will stick around. 

He’s everybody’s friend!" 

In the 1990s Mr. Jones, 

older and wiser, had re¬ 

gained some sort of equi¬ 

librium; if he lacked the 

Who do you think then stepped in to kick Jones 

when he was down? The Beatles themselves. In 

"Yer Blues” John Lennon screamed, “Feel so suici¬ 

dal, just like Dylan’s Mr. Jones!” 

If the rebellious ’60s were a bad time for Jones, 

the hedonistic ’70s were even worse. In Billy 

Paul’s smash “Me and Mrs. Jones” the world 

found out—though the poor cuckold did not—that 

Jones’ wife was cheating on him. “We both know 

it’s wrong,” her new lover sighed, but made clear 

youthful confidence he had displayed in the '50s, 

neither was he the loser of the '60s and '70s. 

When last spotted he was out for a night on the 

town with Counting Crows, bar-hopping and trying to 

pick up girls. "I want to be Bob Dylan," the singer 

tells him and it’s no surprise that Mr. Jones, who 

suffered such derision at Dylan’s hands, disagrees. 

“Mr. Jones wishes he were someone just a little 

more funky,” Counting Crows tell us. Well no kid¬ 

ding. We’ve known that for years. 
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WHAT’S GOING ON 
BEHIND CLOSED 
DOORS AT THE 

SENNHEISER LAB? 

HERE WE ARE WITH OUR COOL 

SENNHEISER INTERACTIVE AD 
Deep inside Sennheiser’s design laboratory, 

dozens of specialists are working to put 
the finishing touches on the MD 735, 
the vehicle that will propel the entire 
audio world into the 21st century! 

4 B FOLD PAGE SO “A” MEETS “B" 

PRIORITIES IN ORDER, SENNHEISER PREPARES TO 
FORGE NEW TRAILS, LEAVING NOTHING TO CHANCE. 
MINING THEIR VAST KNOWLEDGE OF ELECTRONIC 

DESIGN, SCIENTISTS FINALIZE THE DEVICE THAT WILL REIGN 
SUPREME IN THE NEXT MILLENNIUM! 

Ak proEKS 
SENNHEISER ELECTRONIC CORPORATION. 

« VISTA ORIVE. P.O. BOX 987 OLD LYME. CT 06371 - TEL: 203-434-9190 FAX: 203-434-1759 

IN CALIFORNIA: 4116 WEST MAGNOLIA BLVD, SÜITE 100. BURBANK. CA 91505 - TEL: 818-045-7366 FAX: 818-045-7140 

IN CANADA 221LABROSSE AVE.. PTE-CLAIRE. PO H9R1A3 - TEL: 514-426-3013 FAX: 514-426-3953 
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He’s well known. He’s well traveled. I 
He’s played many different styles for 
many of the biggest names in music, j 

But the only bass he needs is his 
Nathan East Model. The flagship of ; 
Yamaha’s famous BB series. 

Designed with versatility in mind, 
Nathan personally specified its neck 
and body shape, pick-ups, hardware, 
even the headstock. 

And with its internally adjustable 
parametric EQ, it may be the only bass 
that can put out as many different 
sounds as Nathan can. 

Which means your seats 
ultimate bass ends right 








