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What A Great Guitar Should Be 

The Cherokee is trallt to last iorever 

and improve with age. 

Playing is believing. 



Redball 

Wireless system: 
The Vocal Artist 

Beat Kitchen, Chicago 

Featuring the legendary ? 
P soun<̂ and durability 
t—-, of Shure's SM58 and 

dropout-free MARCAD1 

diversity at an 
affordable price. 

Ellen Rosner 
Lead Vocals 



You probably thought you'd heard it all when 

it came to preamps and processors. And, until the 

GP-100, you had. 

Unlike other gear, Roland's GP-100 uses a 

breakthrough technology which 

goes way beyond mere simula¬ 

tion of sound. Composite Object 

Sound Modeling (COSM) uses advanced modeling 

to “virtually" reconstruct the sounds of famous 

amp configurations and guitar rigs. You can select 

the amp head, speaker size and configuration and 

even microphone types and positionings. From 

vintage 2-12" reverbs to classic and modem stacks, 

the GP-100 can deliver more amp sounds than a 

lot of music stores. 

Roland's proprietary 
modeling technology. 

All products and their Identities are 
trademarks of their respective companies. 

Their sounds, however, are not. 
When it comes to effects, the GP-100 more than 

The FC-200 MIDI Foot Controller 

backer and slow gear. With the 

FC-200 MIDI Foot Controller, you 

get hands-free access to the 200 

stacks up. You can use up to 16 effects simultane¬ 

ously including intelligent pitch shifting, duck¬ 

ing delay, tempo delay, reverb, chorus, EQ, feed¬ 

preset and 200 user patches, and 
gives you hands-free access to the 
20Ó preset and 200 user patches. 

massive realtime control, including morphing 

between two totally different signal chains. 

Plug into the GP-100 at your nearest Roland 

dealer. Once you do, nothing else will ever stack up. 

IM Roland 
GP-100 Guitar Preamp/Processor 

Roland Corporation U.S., 7200 Dominion Circle, Los Angeles, CA 90040 (213) 685-5141 
Roland Canada Music Ltd., 5480 Parkwood Way, Richmond. B.C. V6V 2M4 (604)270-6626. COMPUSERVE*: GO ROLAND 



Cream's virtuoso bassist explains why playing 
piano is his true love. BY ROBERT L. DOERSCHUK 

from Alice in Chains. Plus lots more. 

New Feature: A hands-on report on Roland’s sound 
modeling module for guitarists. BY MAC RANDALL 

If their luck matches their talent, these ten bands 
and artists just might rock the world this year. 

A new and improved catalog of ads and product 
mentions: Masthead, 10; Letters, 12; 
Classified Ads, 96 Your Music: How to get it to the radio. Plus John 

Hiatt on how to make a habit of writing hits, Dizzy 
Gillespie drummer Ignacio Berroa on Afro-Cuban 
rhythm, and more. 

Expanded coverage: Bruce Springsteen gets real; 
Brian Wilson catches one more wave. A death rattle 

The key to the big-time deal bolls down to two 
essentials: alternative credibility and mainstream 
savvy. BY JOHNNY ANGEL 

Tired of writing? Boot up these programs, and let 
your computer hunt a while for that million¬ 
dollar riff. BY TED PINE 

New waves of studio technology crest at the Audio 
Engineering Society convention. 
BY HOWARD MASSEY 

Complete gear lists and tips from Dweezil Zappa, 
Brooklyn Funk Essentials, White Zombie, and 
three more killer bands. 

A cornucopia of tools 'n’ toys for musicians who 
mix their work with play. 

; casts more 
t hours of 
DOERSCHUK 

New Feature: An ace session drummer reflects on 
life outside the spotlight. BY RICK MATTINGLY 

Where Was is 
and what Was 
does there. 
BY MARC 
WEINGARTEN 

16 Horsepower defies the odds with a punk aesthetic 
and Americana instrumentation. Also: taxi-drivin’ blues 
man Mem Shannon, and chronicles of lust from 
Heather Nova. 

A Musician special report: New evidence 
light on the mystery surrounding the last 
rock’s greatest guitarist. BY ROBERT L. I 

editor’s pick: roland VG-8 

tideman: simón phih 

new signing 

don was' 
home studi 



The Whirlwind Mic Eliminator™. 
It delivers the combined mic-speaker sound of a live mic’ed guitar speaker — 

direct from your guitar, preamp, or speaker output, without a microphone. The two tone¬ 
color settings reflect the most common optimized mic setups and deliver a clean, full sound that 

doesn't fall apart on distorted chords. The high impedance, ultra-low-noise preamp pampers the 
upper harmonics of high-output passive pickups. Get the Mic Eliminator. It’s the sound that’s right. 

99 LING RD . ROCHESTER • NY . 14612 . PHONE +1 716 663 8820 . FAX +1 716 865 8930 



like to notate as if I’m doing it on paper, 

because it’s so much fun. 

What else do you have in your studio? 

I’ve got an old Akai S900; I’ve put a lot of 

my own samples into it, like my cello. I’ve 

got a Roland S-760 sampler and a Tascam 

DA-88. I’ve got various keyboards. 

Which one do you prefer for writing or 

playing? 

The Ensoniq EPS, because I prefer the 

sounds. The sounds of the American 
instruments are vastly superior to the 

Japanese. The EPS is crunchy; it’s more like 

playing a real instrument. I use a Korg X3 

too; it’s got millions of interesting sounds, 

but they’re a bit more fizzy than the 

American ones. 

Have you ever MI Died your bass? 

I did years ago, but it didn’t really work. 

To be honest. I’ve even got reservations 

about guitar synthesizers. Allan Holds¬ 

worth is a master of the guitar synth, but 

when I hear his band I’m not sure who is 

soloing and I think, “What’s the point?” 

The bass is still your main axe, though. 

It’s my first love, simply because it’s 

given me a pretty good living. I’m still 

Jack Bruce Your latest album, Monkjack, features you on piano and Bernie Worrell on 

organ. Why did you restrict yourself to 

so spare an instrumentation? 

It’s something I’ve wanted to do because 

I do play a bit of keyboard. On the last 

record I did for CMP, there was one little 

piano piece at the end, and a lot of people 

liked that. So I thought, “I’ll give it a shot.” 

It was actually my first instrument. 

But why not expand the lineup with 

synths and other keyboards? 

Well, once you start doing that, it’s diffi¬ 

cult to stop. I could have put bass or cello 

on, but the discipline of just having the two 

instruments was what I wanted. 

You even seemed to be limiting Bemie’s 

Hammond registrations. There wasn’t a lot 

of contrast in his textures. 

I think Bernie understood immediately 

what we were doing. It wasn’t so much 

about duets as about piano and voice, the 

voice being like a horn and the piano 

accompanying it. It was slightly more 

angled toward the piano than the organ. 

“Playing the bass 
is like work. 
When I play the 

piano, that’s 
sheer enjoyment. ” 

Were you and Bernie reading your unison 

and harmonized parts from lead sheets? 

I wrote everything out through [Coda] 

Finale. I’m quite happy with it, although 

I’m finding it rather slow now as I’ve 

improved on the Mac. I have it MIDIed up, 

but I don’t use MIDI when I’m writing. I 

using the Warwick basses I’ve used for a 

number of years now, and I’ve got a very 

early Fender Precision and a Gibson EB-1, 

which I used with Gary Moore and Ginger 

Baker last year. And I’ve always used 

SIT—Stay In Tune—strings; they’re so 

great that once I found them I never used 

anything else. But I have to say that play¬ 

ing the bass is like work; it’s my bread-and-

butter thing. When I play the piano, that’s 

sheer enjoyment. Normally, I’m the kind 

of guy at the recording session who’s sit¬ 

ting at the piano when he shouldn’t be, try¬ 

ing to work out some chords or something. 

So being allowed to do the whole gig on 

piano is like, “Wow! And I get paid for this 

too!” —ROBERT L. DOERSCHUK 

MUSICIAN February 1996 



W
hen you first hear a song, what 

do you listen for to develop a 

drum part? 

Just about any song you hear has 

been done before in terms of form, so it will 

usually fit into a formula. Beyond that, it 

depends on how much you’re listening to. 

In a way, it’s a shame that the demos people 

make now are so complete. Not much is left 

to the imagination. In the late ’60s and early 

’70s someone usually just sang and 

strummed along on a guitar. You didn’t real¬ 

ly know what they were thinking and they 

would try and explain it to you through a 

haze of dope. Nowadays, they just start the 

sequencer or put on a beautifully produced 

DAT and everything’s there. 

Once we’re ready to play, I have to have 

the right sound to play the right style. It’s 

not a problem now, but in the early ’70s the 

studios were dead-sounding and getting a 

bit of reverb was a luxury. It was great for 

playing funk or reggae, but you’d turn up 

for a heavy metal session and it sounded like 

a jingle for Maxwell House. It used to drive 

me potty. These days, if you want it to 

sound like Madison Square Garden, no 

problem. You can dial up a “Garden 

Reverb” setting. 

What’s the difference between being hired 

for a specific recording or tour and being an 

actual member of the band? 

There is no difference. When I’m hired 

for a session, my attitude is that I join the 

band for that day and play what’s right for 

the song. 

When you first joined Toto, did you ever 

“When rm hired 
for a session, my 

attitude is that 
I join the band for 

that day.” 

feel obligated to play like Jeff Porcaro? 

Never. The whole point was that they 

didn’t want a session guy to come in and 

emulate Jeff. But with a song like 

“Rosanna,” there’s no other way to play it 

than the way Jeff did it. 

It took awhile for the guys to get used to 

some of the things 1 do that are kind of 

“out,” like playing over the barline. One 

night in Australia in ’92 we were playing an 

instrumental called “Jake to the Bone” and 

my right bass drum batter head broke. I 

switched to the left and carried on, but when 

we got to the end of that section I thought 

the song was over—forgetting that we were 

supposed to go to another section. So I 

stood up and started signaling to my tech to 

switch drums, and the band kept playing. A 

couple of the guys were laughing their heads 

Simon Phillips 
off, but Steve Lukather didn’t even look 

around. He was thinking, “Wow, that’s real¬ 

ly out. Simon’s actually stopped playing! ” 

You didn’t do the fall Toto tour because 

of health problems. What exactly was 

wrong? 

It was a combination of things, including 

back trouble and blood poisoning, com¬ 

pounded by trying to do too many things 

like finishing up both my own album 

[Symbiosis] and the Toto album. I was get¬ 

ting better, but when I started rehearsing 

for the tour it was too much too soon and I 

had a relapse. So I had to face the fact that I 

needed to take a couple of months off to let 

my body heal. 

What's the secret to getting good musi¬ 

cians to play at their best? 

Give them something challenging to 

play. I don’t mean technically challenging, 

but structurally challenging, so they have to 

think carefully about where the song is 

going and how they’re going to play it. 

—RICK MATTINGLY 

February 1996 MUSICIAN 



Maybe it should be yours. 

THINK 
□RUMS 
THINK 
REMEI 

Whether Jeff Hamilton is playing with 

Oscar Peterson, Hay Brown, Natalie Cole, 

Clayton-Hamilton Jazz Orchestra, or the 

Jeff Hamilton Trio, it's a sure bet he's play¬ 

ing a REMO MasterTouch VenWood drum 

set with FiberSkyn 3 heads. “It's got the 

whole sound," explains left, “a big round 
sound. All the calf's off my drums. 

Everything's FiberSkyn 3." 

Put REMO VenWood drums and FiberSkyn 3 

heads to your own test. Visit your music 

products dealer today. 

The most advanced drum set technology ever developed 
has now passed its toughest test. 

The Jeff Hamilton Test. 
Jeff Hamilton has chosen a new REMO MasterTouch* VenWood” drum set, topped by our 

FiberSkyn* 3 heads. Why? Well, there’s our warm traditional sound. 

The unrivaled consistency and durability. Not to mention a fusion 

of modern materials only REMO can deliver. “Venwood and 

FiberSkyn 3 is my sound,” says Jeff. 

REMO, INC. 12804 Raymer Street North Hollywood, CA 91605 U.S.A. 

(818)983-2600 Fax (818) 503-0198 



Includes previously unreleased CD of 
rare Jimi Hendrix recordings 

THE ILLUSTRATED LEGEND 

UI Ml HENDRIX 
CREATED A PRODUCED BY /_ ILLUSTRATED BY 

Martin I.Green frill Sienkiewicz. 

"filis unique graphic biography contains more than 900 original 
color illustrations. Layered with Jimis own words, lyrics, and poetry, 
Voodoo Child interweaves fantasy and fact to re-create the life, times, 
and essence of the master musician and psychedelic blues gypsy. 

The companion CD—Jimi By Himself: The Home Recordings—is an 
intimate visit with Jimi caught in the act of creating some of his 
most memorable compositions. The CD is available only with 
Voodoo Child. 

S34.95 

PENGUIN STUDIO STUDIO 

Available in bookstores on 
Hendrix’s birthday: November 27 
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12x2 MIC/LINE MIXER 

4 VIRTUAL PAD on first 4 channels 
(line inputs only). lOdB attenuation 
with trim all the way down; Unity at 
9:00 so you can add even more EQ 
to already-hot signals. 
5 -10dBV RCA TAPE OUT INTERFACE 
6 ALL INPUTS & OUTPUTS BALANCED 
(except RCA-type tape inputs) 

-1 3-BAND EQ on all chs, PLUS... 
2 LO CUT FILTER (Chs. 1-4). 
dramatically extends useable bass 

I EQ by cutting stage rumble, mic 
I thumps,etc.justlikeonourS*Bus 

I* and SR Series. VERY IMPORTANT! 
J 3 60dB GAIN on on first4 

channels via balanced mic inputs. 

I I-1 
10 AUX 1 PRE/POST global switch. 
11 EFFECTS TO MONITOR lets you add 
reverb to your stage monitor mix, just 
like with our SR Series. 
12 CONTROL ROOM/PHONES 
MONITORING w/level control lets you 

l select any combination of Main Mix, 
* Tape In and Alt 5-4 signals for Phones, 
L Control Room & meters. Plusyou can 
k re-routeitbacktothemalnmix! 
• 13 MUTE/ALT3-4 routes main 

mix to separate stereo 

7 PFL SOLO on all channels makes 
level-setting via meters easy. 
Interrupts Control Room/Phones 
selection & ignites Rude Solo LED. 
~ I (Very Low Impedance) 

NEW MS12O2 VLZ 

THE ORIGINAL MS1202 TOOK SMALL MIXERS IN A 
NEW DIRECTION. JUST THINK OF WHERE YOU CAN GO 
NOW THAT WE'VE ADDED A DOZEN NEW FEATURES. 

4 mano mic/line chs. 

4 stereo line chs. 

2 aux sends per ch. 

2 stereo aux returns 

Efx return to monitor 

l-band EQ w/Lo Cut fitter 

Mutes on every channel 

buses via Mute/ALT 3-4 

sy metering via PFL Solo 

ontrol Room monitoring 

Headphone output 

4 channel inserts 

XLR & 'li outputs 

Multi-way metering 

Sealed rotary controls 

Built-in power supply 

For 5 years, our Micro 
Series 1202 12-ch. mixer 
has toured with superstars. 

dealer (the MS1202 
VLZ s in stock right now ) 
or call us toll-free for detailed 
information. 

Control Room 
monitoring. 

Visit vour Mackie 

gathered network news, 
pinch hit next to mega¬ 
consoles...and has been 
the main mixer in a lot of 
home studios. 

All that time, we've 
been reading warranty 
cards for suggestions on 
how we could improve 
the MS1202. 

»« 
ÍB' jÿ 

This is the result. 
Same great value. 
Same built-like a tank 
construction. But with 
some exquisitely 
handy new goodies that make it an 
even more effective tool for record¬ 
ing and live performance. Including 
3-band EQ. balanced XLR outputs. 
PFL Solo, channel mutes (with Alt 
3-4 bus) and multi-source 

16220 Wood-Red Road • Woodinville • WA • 98072 <800/898-3211 ♦ 206/487-4337 
Internet W sales@mackie.com • Represented in Canada by S.F. Marketing 800/363-8855 

©1995 Mackie Desions. Incoroorated Ail riohts reserved 



we 're not making this up 
Was it the Artist Formerly Known As Prince's 

choice or his record company’s to keep secret that 

he is an autistic savant who suffers from 

Tourette’s Syndrome, congenital porphyria, 

dwarfism and is deaf? This is one truly rare and 

unique man and all this was kept 

from the public. Why? 

All these years critics have com¬ 

pared him to Michael Jackson, and 

Michael spent most of the '80s in a 

plastic surgeon's office trying to 

look like the former Prince. If 

Michael Jackson had to deal with all 

the disabilities the former Prince 

does, he couldn’t come up with any¬ 

thing close to the former Prince's 

genius. Maybe the former Prince is 

one of Michael Jackson’s many 

molestation victims and that’s why 

he had to change his name. 

If it is the former Prince's deci¬ 

sion to keep all this quiet, then his 

privacy should be respected. But if 

he wants the world to know, then his 

story should be told with the dignity 

and respect he deserves. The press 

should stop all the lies they told 

about the former Prince in the past. 

Leave the lying to Michael Jackson. 

Sara Jenkins 

Hayward, CA 

business as usual 
I read with interest Mick Jones’ arti¬ 

cle "Musicians Should Own Their 

Masters" (June ’95). Every artist deal 

that I'm aware of stipulates that the 

artist bear the costs of recording 

his/her own master. The recording 

costs are advanced to the artist and 

then recouped out of royalties. But 

the price the artist pays to get this 

loan is the copyright of the sound re¬ 

cording. It’s like taking a loan out to buy a house. 

It would be better to get a loan from a bank to 

make the recording and then license the master, 

keeping the copyright, and (hopefully) receiving 

artist royalties with which to pay off the bank. If an 

artist owns his/her own master, then that artist 

has recourse when the company doesn’t pay the 

royalties it’s supposed to pay. Authors of books 

keep their copyrights. And the book business is far 

cleaner than the music business, nonpayment of 

royalties being more the exception than the rule. 

Kathlyn Powell 

Woodland Hills, CA 

lee major 
I enjoyed Roy Trakin's article, "Rock Guitarists 

Don’t Die—They Discover Niche Marketing" (Sept. 

’95). It seems that much of the recorded product 

today is heavy on promotion and light on music. 

So it is encouraging to hear that a genuine talent 

like Alvin Lee has persevered on the independent 

labels to the extent that his music is again being 

offered on a major label. 

Herb Staehr 

Hingham, MA 

my world too 
Why is it that Joe Boyd, in his article “Beating World 

Music into Submission” (Aug.'95), laments that 

artists like Youssou N’Dour deny their rhythmic 

roots yet has no qualms about Paul Simon denying 

his? Is Simon’s New York Jewish heritage less 

valid, less "ethnic," or less worthy of being 

retained in his music than N’Dour’s Senegalese 

Wolof heritage? Why should Simon’s cross-cultural 

musical explorations be seen as a broadening of 

his musical palette while N’Dour’s are seen as a 

diluting of his? 

And if Boyd claims (correctly) that purity of eth¬ 

nic music is a myth, how is it that he 

can praise Ali Farka Toure's “pure 

Malian music”? Why does Boyd main¬ 

tain that in their collaboration Ry 

Cooder does not impose an American 

rhythmic sense upon Ali, yet not 

assert that Ali has not imposed a 

Malian melodic sense upon Cooder? 

Ramon Versage 

Austin, TX 

talk is cheap 
Sorry, but I have to disagree with two 

things Tom Mulhern said about 5- and 

6-string basses (Nov. ’95). First, "the 

cheapest 5-string starts around 

$800." Using the 1995-1996 guitar 

and bass buyers guide, I found 22 5-

strings that list for under $800, the 

least expensive of which is the 

Foundation 5 by Peavey, listing for 

$479.99. Second, "Fender's de facto 

standard spacing"—what’s that? 

Basses are not all made alike, no 

matter how many strings they have. 

String spacing (neck width) can even 

be specified by the customer. Anyway, 

I was glad to see the bass getting a 

little more attention. It doesn’t matter 

how many strings you have, it's what 

you do with them. 

Mike Hughes 

Binghamton, NY 

Tom Mulhern responds: My info 

regarding prices was out of date— 

in a good way. Regarding the spac¬ 

ing issue, there is a de facto stan¬ 

dard because most bassists are comfortable 

with the spacing employed on Fender basses 

and most copies since the 1950s, which is 

approximately 3/4" apart (center to center). 

There are variations, especially on 6-strings, 

but narrower spacing makes slapping and 

snapping more difficult. 

Send letters to: Musician, 1515 Broadway, New 

York, NY 10036. Send E-mail letters to the editor, 

subscription inquiries and other messages to 

musician.mag@sonicnet.com. E-mail addresses 

will be printed unless requested otherwise. 

To Musician readers: 

Welcome to Musician's 20th year of publication. With this issue, 

we mark two decades of the best in music journalism, with exciting 

plans for the future— and one sobering look into the past. 

Where were you that night 25 years ago? I was coming out of a 

theater on Hollywood Boulevard with a friend. As we stepped out into 

what I remember as a misty evening, we noticed a newspaper 

machine on the street, from which an oversized headline on the late 

edition of the L.A. Times screamed: "Acid Rock King Dies." When I 

bought the paper and looked below the fold, I was stunned to find a 

picture of Jimi Hendrix looking back at me. 

Arguments have long raged over how, when and where Hendrix 

died. Yet new evidence suggests that the mystery may be solved. 

This month. Musician invites the reader to consider another, even 

more tragic, account of Hendrix’s final hours. 

Provocative stuff, but there's more. Check out our first Pick Of The 

Month— an in-depth look at a product chosen by the staff as the most 

significant new piece of gear on the market. You'll get 12 of these 

each year, many of them written by our new technical editor, Howard 

Massey, whose credits include a string of books— The Complete 

Sound Blaster and MIDI Home Studio, to name but two—and articles 

for Billboard. Keyboard, EQ. and other magazines. The first Pick, 

though, is by Mac Randall, whose guitar chops give him a handle on 

this month's featured product, Roland's VG8 modeling system. 

Also, don't miss the debut of What The Players Play, in which 

Dweezil Zappa, White Zombie, Rusted Root, and other heavy hitters 

reveal what they're using onstage and show how they get the most 

from what they're packing. Whether you're a player or a fan, you'll 

learn more about the acts that matter in this new section. 

And, in case you've been too busy reading Musician to listen to 

fresh new talent, we're here to help. Our review of acts you may have 

missed in '95 will bend your ears toward challenging artists, from Tex-

Mex diva Rosie Flores to punk/jazz slammers Medeski, Martin and 

Wood. Give 'em a listen, keep reading, and let us know what you 

think. — Robert L. Doerschuk, Editor 

February 1996 MUSICIAN 



Rock ’n Roll has just discovered its native soul. 

£ 1995 Reprise Records 

he Snow’ 

■ne of the 

powerful 

Jo releases 

his year. 
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On Sale Now! 



How I Wrote Those Songs 
by John Hiatt 

want to. Or I don’t want to. Just the 

name conjured the whole package. 

Afterwards I looked at it and thought, 

“Oh my God, I’ve described Ted 

Nugent’s dream date!” So you never 

know where it’s gonna lead. 

I used to reach a little harder for that 

musical twist. Like, here’s the three chords 

but I’m gonna throw this little dinky-

doink in here just to fuck with you. I 

don’t do that anymore. I go with the three 

I know, and I drive hard to the basket. I 

used to go, “You can’t do that, it’s so dead 

dumb simple.” Now I go, “This is so dead 

dumb simple—I really like that.” I always 

felt there was something missing. Now I 

feel maybe it’s something that you can’t 

get anywhere else. 

I had that whole riff to “The River 

Knows Your Name” for a couple of 

days. We were in Austin and our hotel 

was parked right on the bank of the 

Colorado River. So by the river I got that 

riff, and it wasn’t ’til the third day that I 

decided the riff was the melody and that 

the song was about the river I’d been sit¬ 

ting next to. It was practically saying it 

out to me. 

This little lady [cont’d on page 95] 

I
 wrote most of Walk On on the road. 

Generally I tour for six months or so 

and then come home and write songs, 

but last time we were out touring for 

so long, 14 months on and off, that it 

was sort of born of necessity—just fight¬ 

ing boredom. I quit setting aside time for 

songwriting quite a while ago. I had an 

office for a year; I was trotting down to 

Music Row every day trying to get some¬ 

thing going. I’ve employed every device 

and discipline to try to trick the muse into 

showing up over the years, and I’ve 

arrived back at “why don’t you just pick 

up the guitar and see what happens?” 

Before you know it, you’ve got “Old Jed’s 

a Millionaire.” 

I almost never have a lyric idea when I 

start strumming. More often than not, the 

content is invoked by the feeling the 

melody is giving you. When a melody is 

emerging I’m just making sounds or 

singing “scrambled eggs” like Paul 

McCartney. But once you get an opening 

•CH February 1996 

line, then it’s like you’re strapped into the 

spaceship: “Houston, let’s go!” And it’s so 

cool because you don’t know where you’re 

going. It’s one of the most exciting feelings. 

For “Good As She Could Be,” I started 

out with a run-of-the-mill poor little rich 

girl; I didn’t know that she would wind up 

being sort of like the prodigal daughter 

returning home unrecognizable to her 

father. I never saw that coming. “Shredding 

the Document,” that’s just a rant. I started 

thinking about Ricki Lake and Montell 

Williams, and wound up ranking on the 

Eagles for charging $100 for something 

they said they’d never do again. 

“Ethylene” was from one of those 

adopt-a-highway road signs. Apparently 

our tax dollars no longer pay for that sort 

of thing, so it’s up to the civic-minded 

among us to keep litter off the roads. This 

couple adopted a little strip, I don’t 

remember where it was, but her name 

caught my eye: Ethylene. And I thought, I 

know this woman. I’ve met her—or I 

MUSICIAN 

Hyde 

he good news is that alternative music is 

growing immensely. The bad news is that 

alternative music is growing immensely. 

Programmers are looking for quick fixes,

from novelty tunes (Beck) to big hooks (Alanis 

Morissette). It can make listening to your local sta¬ 

tion exciting, but forget about developing a career. 

Labels want hits now because their catalog sales 

have slowed down. 

So if you’re in a band, make your own CD and 

promote it to radio. If you're a new music fan. tune 

into the specialty shows in your area and write to 



Know the Business Before You Sign 
On the Dotted Line 
by Gerald Levert 

L
ike most performers, if you’re seri¬ 

ous about becoming a recording 

artist, you’ve spent years and years 

dreaming of “making it.” You know 

what kind of music you want to do, how 

you want to look and so on. But after ten 

years of being a performer, songwriter 

and producer, I’ve finally learned that the 

music business is more than just recording 

an album and making lots of money. It’s a 

constant push and pull with the record 

company president, the person who ulti¬ 

mately controls your career. This is how the 

process works: 

Step 1 - You negotiate your contract. You 

want to be a star so bad you don’t care what 

the contract says. Later you find out that it’s 

the worst contract ever made. 

Step 2 - The marketing department gives 

you an “image.” They want to dress you as 

a hip-hop artist, when in actuality you’re 

an R&B artist. You’re able to overlook all 

this in order to achieve your dream. 

Step 3 - It’s time to go into the studio. 

You’ve prepared all your material under the 

impression that you’ll be in charge of what 

you’ll be recording. On the other hand, the 

record company has something else in 

mind for you. They’ve hired outside pro¬ 

ducers to produce the whole album. You 

consider this to be very disconcerting but 

figure on your next album you’ll be able to 

do what you want. 

Step 4 - The album is recorded, your pic¬ 

tures are done and you’re preparing to do 

your first music video. Unbeknown to you, 

all these costs are being applied to your 

“account,” which must be recouped and 

repaid in the end. 

Step 5 - Finally, the record company 

chooses your first single. Even though it’s 

not the one you wanted, you are proud 

anyway. There are so many things you 

want to do, but the record company presi¬ 

dent decides that you shouldn’t because 

“it’s not in the budget.” Your single debuts 

on the charts at a 97 with a bullet, the 

record company president tells you it’s 

going to be a Pop and R&B smash. 

However, the next week [cont’d on page 95] 

igh mix 
phone num-

ber. on the air 

Send questions to Tim c/o Musician or via e-mail 

to 103067.2025@compuserve.com. 

Tim Hyde is a former director of alternative pro¬ 

motion at Mercury. He now runs Music Matters, a 

radio promotion and artist services firm. 

Burnett. Send tapes and CDs: 

include phone number. They're look¬ 

ing for fairly mainstream pop, with hip/hit-

hard bands like Silverchair, Bush, and Foo Fighters 

sprinkled in. 

WNEW, 102.7 FM, 888 Seventh Ave., 10th 

Floor, New York, NY 10019. Local show: Saturdays, 

10 p.m.-midnight. New program at what has been a 

very stale station. Competition has pushed these 

guys into gear and they are hungry for new listeners. 

Send your tapes and 

CDs to Pat St. 

hn, with SASE and 

those DJs. Radio people love to hear from listeners. 

Sometimes stations look for outside 

help to shape the image and sound. 

Many of these consultants just about 

killed album radio by being too con¬ 

servative in regard to new artist 

airplay, but Jacobs Media is fairly 

open-minded about representing 

indie acts to alternative outlets. 

Send them your CD—only CDs, 

please—and contact info, and hope they 

like it: Fred Jacobs, c/o Jacobs Media. 29777 

Telegraph Rd., Ste. 2355. Southfield. Ml 48034. 

Here are new alternative stations or specialty 

shows that have signed on in the past six months: 

WXRB, 97.5 FM, 2543 La Place Court, 

Pittsburgh, PA 11732. Local show: 

Sundays. 7-8 p.m. Host: Bill 
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Afro-Cuban Drumming video, he clears 

up the past 20 years’ fusion-funkified 

Latin debacle, deciphering such elusive 

rhythms as bembe, cascara, abakwa, dan¬ 

zón and montuno. Look behind Steve 

Gadd’s stylized mozambique or Dave 

Weckl’s slick songo and you’ll hear the 

traditional rhythms Berroa so eloquently 

performs. 

“When people play Afro-Cuban 

music, they usually play too busy,” says 

Berroa. “My goal is to teach drummers 

they don’t have to play so much. In the 

old days, Art Blakey or Philly Joe [Jones] 

would play a rhythm that would fit and 

drive the music.” 

The montunoAo^sed ride cymbal pat¬ 

tern in Ex. A is familiar to most jazz 

drummers, but Berroa adds a sparse bass 

drum figure that alludes to the bass play¬ 

er’s pulse, not the overused songo or bay-

onne. “This is what I might play on 

Dizzy’s vamp in ‘Night In Tunisia.’ 

Something very simple, yet the founda¬ 

tion of Afro-Cuban rhythm.” 

Ex. B modifies the cymbal and tom 

pattern slightly while dropping most of 

the bass drum notes. This gives the beat 

more of an edge while lending urgency to 

a bridge or an out section. In Ex. C, a 

samba bass drum is added to the mon¬ 

tuno pattern, while the snare drum plays 

a loose clave (the heartbeat of Afro-

Cuban music). 

“You can play the rhythms any way 

you want, but you have to understand the 

Afro-Cuban 
Cool 
by ken micallef 

W
hen Wynton Marsalis recorded 

Jazz with a Latin Tinge for a 

recent program on National 

Public Radio, he posed a question 

to drummer Ignacio Berroa. “Why do 

Americans sound so funny when they try 

to play Latin music?” Berroa, ten-year 

veteran of Dizzy Gillespie’s band, replied, 

“If you don’t have the right rhythm sec¬ 

tion, the music will sound corny.” 

“That’s something I have always criti¬ 

cized,” explains the Cuban native. “If jazz 

musicians would call the right cats, they’d 

get the real thing.” 

On Berroa’s Mastering the Art of 

foundations of the rhythm. Then if you 

want to funkify it, that’s cool. If someone 

thinks a beat is too Afro-Cuban, then you 

can add a different flavor to it. No one is 

going to kill you for stretching out a bit.” 
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Making cool sounds. That's pretty 

much the purpose of all multi-effects 

processors, and a task that the Sony 

HR-MP5 executes extremely well. It all 

starts with our dual-effects block arch¬ 

itecture. Each block boasts both an 

effect and an equalizer. These can be 

used at the same time to create the 

exact sound you want, with your 

quality that's better than expected 

for the price... smooth reverbs, digital 

clarity but with a warmth that sounds 

distinctly undigital.”* 

Yes. the Sony HR-MP5. It's versa¬ 

tile. convenient, affordable, and great 

sounding. In conclusion, allow us to 

leave you with some quotes from 

Keyboard Magazine, who wrote, "...clean 

GET GREAT RECORDING EFFECTS WITHOUT 
BANGING YOUR HEAD AGAINST THE WALL. 

SIGNAL 

: SYSTEM 

E A B C D 
PHONES METER/T1 MULTI PROCESSOR HR-MP5 FUNCTION EDIT/PAGE ; 

OF COURSE, WE COULD MAKE 

IV 1 51 

00 M Hall&Chorus 
PEDAL INPUT 

F 

MULTI 
PROCESSOR 

MP5 

SONY 
POWER 

PUSH ON OFF 

--
I BYPASS 
r . 
I SAVE 

THAT SOUND PRETTY COOL AS WELL. 
choice of a serial, parallel, or dual 

mono configuration. Throw in the fact 

that each preset can be programmed 

with a different configuration, and it 

all spells one magical word: versatility. 

With the HR-MP5, you get an 

abundant variety of effects, 51 in all. 

These include Delay, Chorus. Flange, 

Pitch Shift. Reverb, and Dynamic Filtering. 

Add to the menu 100 pre-programmed 

and 100 user-definable presets, and it's 

easy to see that the HR-MP5 has a fully 

stocked effects buffet. 

But don't just take our word for 

it, listen to what the experts are 

saying. Such as EQ Magazine, "Sound 

and smooth presets...the display is 

big, bright and packed with information 

...friendly, easy-to-understand icons at 

every turn...this user interface is one of 

the best we’ve seen,...A+ for Sony.”** 

What more can we say? For more 

information, call I-800-635-SONY, 

ext. MPS. SONY 
©1995 Sony Electronics Inc. All rights reserved. Reproduction in whole or in part without written permission is prohibited. Sony is a trademark of Sony. 

"EQ. August 1994." " "Greg Rule. Keyboard Magazine. April 1995." 



D
enver-based trio 16 Horsepower 

makes fine music for weeping. 

The band’s earthy, folk-tinged 

songs render liquored-up 

moments of despair, lonely 

breakdowns, and crippled 

romances in stark detail. The 

music’s vaguely mysterious vibes are 

underscored by the band’s instrumenta¬ 

tion—wailing slide guitar or keening con¬ 

certina set atop pulsing stand-up basslines 

and parade snare syncopations. 

David Eugene Edwards, who functions 

as the band’s master of guitar, banjo and 

concertina (actually a turn-of-the-century 

bandoneón), says that 16 Horsepower’s 

dusty melancholia is a reflection of the 

members’ love of traditional musics. 

“We’ve listened to Bob Dylan and 

Leonard Cohen, but the real common 

16 HORSEPOWER 

DEBUT ALBUM: 

SACKCLOTH ’N’ ASHES 

LABEL: AÄM 

RELEASE DATE: FEB. 6 

bond is in traditional music,” he says. “The 

thing I like most about that kind of music 

is that it speaks plainly—it’s very truthful. 

And usually the truth is pretty sad.” 

Conversely, the tale of 16 Horsepower 

is a happy one. Three years ago, working 

as a carpenter in Los Angeles on Roger 

Corman film sets, Edwards encountered 

fellow woodworker Jean-Yves Tola, a Paris 

transplant and a jazz-trained drummer. 

The two discovered musical compatibility, 

and before long had relocated to Denver to 

pursue their muse in a town with lower 

rents. There they teamed with Keven Soli, 

who not only worked with wood but built 
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Nady's The Link™ 
makes it easy to
convert your micro¬ 
phone to wireless. Just 
snap The Link™ on your 
favorite microphone and 
feel the freedom. Chances 
are, you won't hear the
difference because The Link™ 
won't affect the natural sound of 
your microphone. And superb clear, 
clean sound is just the beginning. The Link™ 
is built solid with a durable all-metal housing for
easy handling. Optional Tone Squelch™ snuffs out 
pops and interference. A low battery alert LED tells you 
when it's time to reload. And The Link™ is compatible 
with any Nady VHF wireless receiver. 

<W'éie¿e¿¿ Sc^cteene 
út táe 

There are a lot of reasons why 
Nady makes the number one 

selling wireless products in 
the world. Over 20 years 
ago, Nady pioneered high 
quality wireless audio 
transmission with patented 
companding circuitry. To 
this day, no other wireless 
brand can match Nady's 
120 dB dynamic range for 
clean, clear, natural sound. 
And Nady gives you true 

value—the performance and 
price leader in wireless systems. 

That's why Nady has sold nearly a million wireless 
systems—more than all of our competitors combined. 

Over the past 20 years, Nady wireless has been proven road-reliable— 
logging millions of tour miles with the biggest names in entertainment. For 
live performances, more touring musicians and entertainers have used 
Nady. More audio installations specify Nady. And more vocalists, musi¬ 
cians, and audio professionals buy Nady wireless every day. 

For more information, contact your Nady dealer. 

■ ■ m NADY SYSTEMS, INC. 
NA Uy 6701 Bay Street 

Emeryville, CA 94608 USA 
510/652-2411 • Fax: 510/652-5075 
Internet: http://www.nadywireless.com 
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his own basses. Within a month they were 

playing in clubs. 

“Our sound happened quickly— it just 

seemed to come out of the kind of instru¬ 

ments we were playing,” says Edwards. 

“We got a really good response when we 

played out, but it wasn’t the typical rock 

show response. People wouldn’t scream 

and go crazy—they’d just kind of stand 

there drop-jawed, staring at us like, ‘Are 

you guys for real?’” 

In the crowd one show was Jamie Fraser 

of Ricochet Records. He picked up a 16 HP 

demo and upon his return home insisted 

that Jeff Suhy, a friend in the A&R depart¬ 

ment at A&M Records, give it a listen. 

“He rarely ever stops in and makes me 

listen to something,” says Suhy. “So when 

he did, I knew I needed to pay attention. It 

was pretty obvious that they weren’t of the 

moment. They were doing something soul¬ 

ful, with much deeper roots. Frankly, I was 

blown away. They happened to be opening 

for Rev. Horton Heat the next weekend, so 

I flew to Denver, and as much as I enjoyed 

the tape, it was totally unexpected how 

amazing the show was. After a couple of 

conversations with the guys, I knew this 

was a band I wanted to deal with.” 

Suhy’s enthusiasm convinced the band 

that he was the right A&R man as well. “I 

guess it’s a little like some movie,” chuckles 

Edwards, “where the label guy hears the 

tape, makes the call, and jumps on a plane. 

But it didn’t feel odd to us. It felt like that 

was the way things were supposed to work. 

We had a ton of other people call us right 

after that who just seemed to be dragging 

their feet. We liked Jeff’s initiative, and we 

really didn’t want to talk to anybody else 

because he’s the one who made the effort.” 

The band also appreciated the initiative of 

producer Warren Bruleigh (Violent 

Femmes), who, after seeing a show, called 

the band just before Suhy did to offer his 

services if the band ever got a record deal. 

Sure enough, Bruleigh was behind the 

boards when the band cut Sackcloth ’n’ 

Ashes at Ardent Studios in Memphis. “It’s 

almost beyond belief how easily everything 

came together for this band,” laughs Suhy. 

The only difficulty they’ve confronted so 

far is that the album, finished last April, has 

been held up by the label’s release schedule. 

But that potential morale-sapper was 

resolved last August with a self-titled EP 

that was recorded at A&M but released by 

Ricochet. “Loaning out a band for an EP 

would have been considered insane at one 

time,” says Suhy. “And it did get some 

raised eyebrows from our legal department. 

But not only did it return a favor to Jamie, 

it was also a good way to get word out 

about the band and it gave them something 

to work with while touring. As it turns out, 

they’ve been selling 60 EPs a night at shows 

and having people ask them to sign their 

arms and their clothing. That’s not normal¬ 

ly what happens for a band that no one’s 

heard of.”— Chuck Crisafulh 

talent 

with 

the album 

is not 

resem-

human comedy of hackwork into 

witty blues originals. The New 

singer/guitarist/songwriter com¬ 

ble the crunch and crash of Pearl Jam, but 

this Virginia quartet takes a less blatant 

vail and 

soulful, 

Orleans 

had cut 

Shannon 

recorded 

hours of 

tions 

cab, 

candid conversa-

recorded in his 

as everyone from 

explains. “I 

about 50 

chit-chat with 

music full-time. “My goal," he says, 

to be a cabdriver a year from now.” 

—Ben Sandmel 

seven mary three They may 

disgruntled hookers to 

naive tourists bends his 

sympathetic ear. “That 

idea came to me after I 

mem shannon Driving a cab can give 
anyone the blues. But Mem Shannon 

makes the best of it by turning the toil, tra-

or tragedy that makes us want to build a 

wall between us and our listeners. What you 

hear is what you get.” 

Originally signed after a Florida radio 

station was deluged with calls after playing 

the single “Cumbersome,” the group 

recorded American Standard for Mammoth. 

“There are themes on American Standard 

that stroke the outer surfaces of forgive¬ 

ness,” says Ross. “It’s about trying to have 

compassion for people who are truly alien¬ 

ated from society, the real outcasts. That’s 

my passengers on a 

cheap little mono cassette player, and then 

I picked out the best stuff.” 

Songs like “Play the Guitar, Son” may 

well emerge as contemporary blues stan¬ 

dards. And if that happens, Shannon can 

abandon his checkered career and make 

approach, both instrumentally and lyrically. 

Building songs with poetry and sparsely 

powerful arrangements, Seven Mary Three 

reach beyond tormented navel- gazing to 

illumined self-discovery. “I think our music 

goes places that are very different from 

Pearl Jam,” says lead vocalist and song¬ 

writer J. Ross. “There’s no inner tribulation 

bines mainstream urban funk with the rich 

tradition of Crescent City on his debut 

album A Cab Driver’s _ 

Bmps H.iiniibo . Sb in IHMIIIM 

nun s inspnod pel foi 

manee is interspersed 
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not struggling to define our sound, but every¬ 

one so quickly wants to define it for us.” 

—Ken Micallef 

heather nova “When I was seven, my 
parents came into my room in the middle of 

the night, because they'd heard a noise," 

recounts Heather Nova. “I was sitting up in 

bed, asleep, holding a table lamp like a gui¬ 

tar. I said, ‘Daddy said I could go on tour.’” 

Nova's dream is coming true. Oyster 

combines gritty content with elegant pop tex¬ 

tures, using sophisticated tunes and savvy 

players, including a cellist, to tell candid sto¬ 

ries of lust and abuse. “It's easy to write 

clever songs and sound good. The hard thing 

is being real.” 

Raised on a sailboat in Bermuda and 

educated at the Rhode Island School of 

Design, Nova did time on the London club 

scene, releasing a live album and an LP of 

home recordings prior to Oyster. Though 

talent 
entirely different from self-alienation where 

you isolate yourself from everyone." 

Their varied style depends on both tradi¬ 

tion and experimentation. "People are trying 

to peg us as the traditional rock band. We’re 

brimming with confidence. Nova professes 

surprise at finding an audience. "It's weird— 

you write these little songs in your living 

room and thousands of people end up relat¬ 

ing to them.” 

Delusions of grandeur haven't seduced 

Heather Nova yet, however. "When I started, 

my goal was to make an album. Now, I wanna 

make another album."— Jon Young 

three 

BS-1 $649.95 

BASS STATION KEVBQABD £ BACK MODULE 

BSR-1 $799.95 

»> We put the bass in your face! 

The BASS STATION is a big fat bass synth 
in a small skinny package. Thanks to the 
analog style interface, creating sounds is 
a breeze!". 
David Rosenthal 
(Keyboardist for the Billy Joel Band) 

Get the 4-1-1 from: 

4- ALL people 
“If there's a Bass Station in your studio, 
you're gonna use It!". 
Dara Turetsky 
(NY Producer/Studio owner) 

'Bass Station' 
Mow you’re in 
“real. deep”! 
Make music 
not warS 

ALL THE CLASSIC ANALOG SOUNDS (INCLUDING THE TB-303) 
Enter the Boss Station Demo Contest! Send in your best demo song to get on the 96' demo CD & win the latest NOVATION gear! Details inside owners manual. 
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Our new Q 43 1 F Q 431 FM and Q 23 1 F are more than typical graphic EQs. Of course they have great features to 

help you easily adjust your system to changing room environments. But they also have something you didn't expect. 

Our new FLS Feedback Locating System™ (patent pending). That's right, a graphic EQ that tells you exactly where the 

feedback is! When feedback occurs the FLS™ automatically lights an LED over the correct slider, telling you exactly 

where to adjust the EQ. The LED will stay lit for a few seconds if a feedback stops before an adjustment is made. If 

the feedback frequency is between two sliders, two LEDS will light over adjacent sliders, with variations in intensity to 

indicate if the feedback is closer to one slider or the other. And if a different feedback occurs while an LED is lit, the 

FLS instantly lights the other LED. By the way, the other features will turn your head too, like Constant Q filters on stan¬ 

dard ISO centers which control slider bandwidth to minimize the impact of slider adjustment on adjacent slider levels, 

+ 18 dB max input/output levels, ±12 dB cut/boost (+12 dB boost/-18 dB cut on the Q 431FM), balanced/unbal-

anced inputs and outputs, independent overall channel gain controls, Low Cut and Bypass switches with LEDs, shielded 

internal power supply (no wall wart), -95 dB S/N, and more. See them at your Peavey dealer today! 

Technology Leader 

The MONITOR Magazine is a publication filled with the latest information musicians want to know. To receive 4 issues for only $5 (price good in U.S. only) Send check or money order to: 

Monitor Magazine, Peavey Electronics, 71 1 A Street, Meridian, MS 39301 • (601) 483-5365 • Fax (601) 486-1278 • http://www.peavey.com • AOL Keyword: Peavey • ©1995 
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image is too often a viable alternative to talent, these ten 

acts, chosen by the arbitrary but well-informed seers at 

Musician, deserve more attention than they have gotten so 

your friends that you beat 
•U -■ 

help from Musician. 

the curve—with a little 

In a world awash in formula pop, in a business where 



’m just a little kid with a really 

big mouth,” laughs sampling 

artist extraordinaire Tricky. “And 

I’m in the best business possible 

for a kid with a big mouth and a 

sampler.” 

For exhibit A, there’s his debut 

album, Maxinquaye. Packed full of 

playfully seductive rhythms and engag¬ 

ing layers of sonic texture, the record 

handily explodes the genre cubbyholes 

around rap, hip-hop, techno, and acid 

jazz, and offers some of the year’s most 

heated lyrics (“I fuck you in the ass, 

just for a laugh”) as well. 

“It was a demo album really,” 

shrugs the 27-year-old Bristol, England 

native, who previously worked with 

and perky, B-52’s-style punk guitar. “I 

knew it was going to work,” says 

Tricky. “I fucked around with some 

Indian religious music to make that beat 

up, and I’d had it for ages. As soon as 

Martine sang it, I knew we’d gotten it 

right. And Chuck liked it. He came up 

to me at a party and said ‘Thank you’ 

and all I could say was ‘Thank you.’” 

Tricky started his career crashing 

dance parties in Bristol and fighting for 

the mike, but he’s now a busy, much-

in-demand talent. He’s produced 

tracks for Björk, done remixes for 

Stevie Wonder and Yoko Ono, and 

released pseudonymous singles and 

EPs at a daunting clip. Recently, he 

completed a new Tricky album in a 

that town’s dance-hop unit Massive 

Attack. “Just me working at my place with 

a Mackie 1202, an Akai SI 000, and a few 

effects. I tried to re-do a couple of tracks in 

a 24-track studio and they just didn’t 

work. The vibe that gives me that corny, 

funny feeling in my upper body just was¬ 

n’t there. So we put out the demos.” 

One of Maxinquaye’s most successful 

cuts is an ingeniously reimagined cover of 

Public Enemy’s “Black Steel In the Hour of 

Chaos.” With Tricky’s vocalist partner 

Martine casually purring Chuck D’s rage-

drenched words, the producer fills out the 

track with a mix of mutated tabla rhythms 

three-week binge at his home studio. Still, 

he is determined to keep intact his happy-

kid approach to the world at large. 

“I don’t want to learn too much,” he 

laughs. “I can’t pretend to know what I’ve 

been doing so far, but it’s worked out quite 

nicely. I certainly don’t want to start grow¬ 

ing up now. I figure growing up is not my 

greatest strength— being naive is.” 

—Chuck Crisafulli 

B
lues singer/guitarist Dave Thomp¬ 

son’s brawling sound has been 

bred in venues off the beaten 

track. Like Booba Barnes’ Place, a 

Greenville, Mississippi juke joint 

operated by Thompson’s former 

employer, a fellow bluesman. 

“It’s a rough place,” says the plain-spo¬ 

ken Thompson. “Nelson [Street, in 

Greenville] is a rough scene anyway. All 

the clubs on that street, the run-down 

places and stuff like that, just bad joints. 

They ain’t no up-to-date clubs.” 

The ofttimes violent life in those joints 

is sublimely captured on Thompson’s 

debut Little Dave and Big Love. The 

album, released by Fat Possum Records, 

one: His father, a gui¬ 

tarist and drummer him¬ 

self, bought Little Dave 

an instrument at the age 

of nine, and schooled 

him in the music of 

Jimmy Reed and Muddy 

Waters. By his early 

teens, Thompson was 

backing up gospel 

groups like the all¬ 

female quintet the 

Greenville Letts. At 15, 

he began playing with 

Booba Barnes in some 

of the less exclusive 

joints of Mississippi. 

has established Thompson 

as the latest in a line of fiery 

down-home blues artists 

whose harsh, exciting music 

has been skillfully docu-

es his sizzling single-string 

and slide playing, bluntly 

moving songs, and impas¬ 

sioned singing. 

Thompson’s immediate 

mented by the small Oxford, Mississippi 

label. At 25, Thompson is the thrilling 

young lion of the bunch. 

S Thompson has been playing guitar 

o practically since he was old enough to hold 

Recruited by Fat Possum as a featured 

performer on the debut album by Junior 

Kimbrough’s son David Malone, 

Thompson stepped out on his own with 

Little Dave and Big Love, which showcas-

goals remain humble. “I want to do well in 

life, as far as havin’ things. Just bein’ able to 

live comfortable, and to be able to do 

somethin’ for somebody that needs some¬ 

thin’.”—Chris Morris 

26 February 1996 MUSICIAN 

D
e
v
e
r
i
l
l
 
W
e
e
k
e
s
 



Yomm Until you hear it! 
Then your point of reference is forever changed. 

"There is an added 

;azine 

A 30 second demo is all you need. Call your dealer now! 

fullness and clarity. 
Stereo program becomes 
more three dimensional, 
more spacious. Dense 
textures become more 

pleasurable, with a more 
palpable space around 
each discrete instrument. 

This is powerful stuff. 
Maybe its voodoo?" 

Recording Magazine 

“All of the mixes we 
played gained extra 

sparkle and clarity when 
processed with the 

BBE 462 

''"Listening on a variety of 
loudspeakers - JBL, KRK, 
Meyer, Tannoy, Yamaha 
and a few lesser-known 
names -1 discovered that 
the BBE Process provided 

a nice punch to older 
recordings without being 

\ i brittle or shrill. The LF 
contour emphasized the 

. bottom end, without 
■ undue boominess. " 
^LMIX'Magazine 

®8e » 

BBE 

"4s close as we've seen to 
a magic black box, the 

®D'’ -g BBE 462 is probably the 
1 most cost-effective 

improvement you can add 
to your rig. " 

Guitar Player Magazine 

5381 Production Drive Huntington Beach, CA 92649 ©(714)897-6766 Fax (714) 896-0736 
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J
azz is a serious business, an art 

form to be approached with cau¬ 

tion and sobriety . . . not! One 

imagines Jacky Terrasson deflating 

the academics, dousing the 

guardians of the pure flame, with a 

deft melodic tweak and a playful para¬ 

phrase from a Disney theme. 

Since winning the Thelonious Monk 

Jazz Piano Competition back in ’93, the 

29-year-old Berlin-born virtuoso has 

torched the club circuit and heated up the 

charts with two trio albums on Blue Note. 

The first, Jacky Terrasson, released in 

January ’94, ran several standards through 

his partners from afar 

through headphones, Ter¬ 

rasson elected to record the 

group with a grand total of 

two microphones and un¬ 

plug the cans. 

“Everything came out 

great,” Terrasson insists. 

“You really capture the air; 

you hear the band playing 

in a room. We set up close, 

just like we do onstage, so 

it was like doing a live gig 

in [engineer] Mark Levin¬ 

son’s place.” 

some of the cheekiest 

arrangements they’ve 

ever experienced, in¬ 

cluding an astonishing 

accelerando and ritard 

ERRASSON 
where young musi¬ 

cians who really 

should try to do some 

new stuff are being 

too conservative. A 

on the front and back, respectively, of “Bye 

Bye Blackbird.” Terrasson’s latest release, 

Reach, out this February, tackles another 

truism: the virtues of subjecting small 

groups to unnaturally antiseptic recording 

conditions. Rather than cut himself off 

from bassist Ugonna Okegwo and drum¬ 

mer Leon Parker with baffles and listen to 

Like his more established colleagues, 

he feels that the public could pay a little 

more attention to jazz. He does, however, 

admit that his generation needs to take 

some responsibility for the difficulties of 

survival in a rock ’n’ roll world. 

“Jazz is still considered an old thing 

by the general public. The problem is 

lot of that comes from how Wynton 

Marsalis promotes the music. But just 

because he does that doesn’t mean that he 

should encourage young players to be 

like that too.” 

What’s the answer? Terrasson smiles— = a> 
playfully. “Three words. Buy my | 

records.”—Robert L. Doerschuk | 

O
n their Aphrokubist Impro¬ 

visations Vol. 9 album debut 

(Moonshine), Bay Area 

beatniks the Broun Fellinis 

blend scratchy samples, pert 

saxophones, slithery bass, 

atonal keyboards and jarring spo¬ 

ken-word vocals into a neo-jazz pas¬ 

tiche that’s tough to pigeonhole. 

Lyrically, much of Aphrokubist 

was inspired by outspoken beat-

spawned artists like the Last Poets 

and Gil Scott-Heron. Although 

reedman Black Edgar Kenyatta and 

new bassist Kirk the Redeemer are 

well-schooled in traditional and 

fusion jazz, the trio shuns such 

handy nomenclature. According to 

percussionist Kevin Carnes, who 

slaps skins under the pseudonym 

beret-and-Rayban revivalists, all 

swaying side by side to the group’s 

trippy, blissful groove. The band has 

created a mythology to accompany 

the music—they claim to hail from 

Boohaabia, a dreamworld floating 

off the coast of Madagascar, equidis¬ 

tant from the Phat Temple, the 

Ministry of Imagination, and the 

Oasis of Surprise. Philosophies 

taught there? “All areas are to be 

roasted thoroughly,” quips Carnes. 

How does one visit Boohaabia? 

Professor Karnaz waxes an eloquent 

purple: “The drum will get you there. 

A few B-flats in the proper sequence 

will get you there, and the Redeemer 

just might let you climb in through his 

bass cabinet, if you’ve brought him 

some cashews. And if you can just let 

Professor Boris Karnaz, “I 

try and avoid getting into 

that jazz or acid-jazz mode 

and just play music.” 

One thing’s for sure: the 

BROUN FELLINIS 
yourself go, you’ll feel that 

place, feel that color, feel that 

sound, and pretty soon, your 

chair will be six inches deep in 

sand and there’ll be giraffes all 

Broun Fellinis have, almost overnight, cool. At each show you might see punks, around you, ready to take you anywhere 

become skoodle-ee-doo-wah coffeehouse poets, rastas, yuppies, maybe even a few you want to go.”—Tom Lanham 
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O
ne of the most appealing things 

about the pop music that’s come 

out of New Zealand over the past 

decade has been its straightfor¬ 

wardness. No big production, 

few frills, just plenty of three-

minute songs, verse-chorus-verse, per¬ 

formed sweetly and succinctly. The Bats, 

arguably the finest surviving practitioner 

of New Zealand pop, have put their folksy 

spin on the style, but over the course of 

four full-length albums, they’ve kept it 

pretty simple too. So what’s with 

Couchmaster (Mammoth)? From the infi¬ 

nite-sustain guitars of “Afternoon in Bed” 

to the pulsating six-minute drone of 

“Crow Song,” the Bats’ latest release is full 

of sonic surprises. More a collection of 

mood pieces than a pop record, it suggests 

a band interested in creating a sound 

beyond the basic interplay of lyrics, 

chords and melodies. 

Head Bat Robert Scott confirms this 

impression. “We were definitely going 

more for atmosphere this time,” says the 

band’s guitarist, 

singer and main 

songwriter. “I’d 

been listening to 

a lot of ambient 

music, mainly German bands from the 

’70s like Faust and Can, while we were 

working on the songs. I don’t think you 

could necessarily guess that from any par¬ 

ticular track, but it affected the writing and 

recording in some ways. 

“I’ve gotten a lot more confidence on 

guitar in the last couple of years,” says Scott, 

who started out as a bassist and only took 

up guitar after several years holding down 

the low end for seminal NZ outfit the 

Clean. “If you listen back to the old Bats 

records, the playing’s quite rudimentary. 

Now I’m experimenting more with chords 

and tunings, and I like to stretch out a bit.” 

Oddly enough, the better the Bats’ 

music becomes, the less their homeland 

seems to care. “All the New Zealand 

bands that came up, as we did, on the 

Flying Nun label are on the margins 

now,” Scott reports. “Most people here 

are more interested in dance music.” No 

matter. As long as the Bats continue mak¬ 

ing albums like Couchmaster, they’ll be 

welcome just about anywhere. 

—Mac Randall 

Almost 30 years ago. 

Brian Wilson and Van 

Dyke Parks collaborated 

on the making of the 

Beach Bovs' legendary 

Smile album. Although the 

album was never finished, 

the best of what they com¬ 

pleted together— “Heroes 

And Villains." "Suri > Up " 

— left 

fans dreaming of what 

more they might have 

achieved. Until now. 

fjJtWnzA. Baoa RzcaAzlv 

Available now on Warner Bros. CD's anil cassettes 
Executive Producer: Leonard Waronker 
Produced and Arranged by Van Dyke Parks 
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D
on’t let the name ptit you 

off. The music of ” 

Screaming Headless 

Torsos is in fact highly 

approachable. Just be R £ 

careful as you ap- ÜR\I 

proach—otherwise you may find R^fl 

yourself in the middle of a dan- MM 

gerous genre collision. As their 

self-titled Discovery debut A 3ft 

demonstrates, the Torsos are mas- ■* j 

ters of the sudden stylistic shift. A 
“Word to Herb” veers from bop F [M 
to rap to rock and back again; 

Miles 1 >a\ i-b " Blue in < u ecu " gels RMl 

a reggae treatment, then abrupth 

goes metal. It all should sound 

¡arring, but thanks to the platers' YJtiï 

knack lot Imding solid hooks in 

unlikely places, it doesn’t. 

The current New York-based Torsos 

SCREAMING H 
together for over three years, but the band 

has existed, as a concept at least, since 1984 

(a couple of earlier units played around 

Boston during Fuze’s time at the New 

England Conservatory). “The original 

idea for the Torsos was a combination of 

lineup—guitarist/leader David “Fuze” 

Fiuczynski, vocalist Dean, bassist Fima 

Ephron, drummer Jojo Mayer and percus¬ 

sionist Daniel Sadownick—has been 

punk rock and reggae with an opera 

singer, because I was into both Bad Brains 

and Nina Hagen at the same time,” 

Fiuczynski recalls. The opera singer’s long 

gone now; in her place we have Dean, who 

can glide effortlessly from smooth R&B 

stylings to punky shrieks and snarls. (He’s 

a mean yodeler too.) Ephron, Mayer and 

Sadownick make a mega-rhythm section, 

never straying far from the funk even 

when they’re tackling nasty time signa¬ 

tures. And Fuze’s playing and writing 

brilliantly blend jazz knowhow with a 

love for heavy riffs. 

“I’m not a composer,” says 

Fiuczynski. “I’m more of a hunter-gather¬ 

er. I like certain grooves and certain har¬ 

monies that you don’t usually hear over 

those grooves, some wild singing and 

playing, and some exciting spices. The 
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harmonies we’re using are nothing new; 

just listen to Jack Walrath, Billy Hart or 

George Russell. You probably won’t hear 

those kind of harmonies in a house tune, 

though.” And there lies the beauty of 

TORSOS 

Screaming Headless Torsos: When they 

play a “house tune,” as on “Cult of the 

Internal Sun,” it’s a feast of complex 

extended chords worthy of Bill Evans. 

Not only that, but the groove is in 15. All 

this cleverness would make little differ¬ 

ence, of course, if the result didn’t rock 

royally. But if it didn’t, why would we be 

telling you about it?— Mac Randall 

T
arnation is a band, sort of. “The cur¬ 

rent lineup is the third group to 

work under the name Tarnation,” 

notes singer/guitarist Paula Frazer, 

leader of the San Francisco combo, 

adding philosophically, “You can’t 

expect other people to follow your vision.” 

Indeed, the Tarnation responsible for the 

stunning Gentle Creatures split before its 

release on 4AD last summer. Unfazed, 

Frazer recruited “more dynamic” Tucson 

natives Alex Oropeza (guitar), Bill Cuevas 

(bass, lap steel) and Joe Byrnes (drums), who 

also have their own thing going as Broken 

Horse, to fill the void. “They’re into a lot of 

the same things as me, which I didn’t share 

with the previous band,” she says, citing 

Nick Cave and Ennio Morricone. 

Frazer’s music is a deceptively complex 

Zeppelin and the Pretenders to Joy 

Division and Massive Attack. Anything 

except modern country. 

blend. She readily 

ac-knowledges 

the influence of 

Hank Williams 

and Jimmie Rod¬ 

gers, evidenced by her blue yodel, not to 

mention Roy Orbison and Patsy Cline, 

but also grooves to everything from Led 

“I can’t listen to 

it, even for fun. 

Country music 

used to be all emo¬ 

tion, but now it’s 

just surface. Today, it seems like you get 

booted out of Nashville once you hit 30.” 

The daughter of a Presbyterian minis-

TARNATION 

WHAT STRINGS 
DOES A 
LEGEND USE? 

Hear Jack Bruce and Friends Live in Cologne-
Cities of the Heart icmp cd ioo4> 

Featuring the music and musicians that became 
Jack's fabulous new band BM! 

S.l.T. STRING CORP. • 815 S. Broadway • Akron, OH 44311 • (216)434-8010 • Fax (216)434-6654 
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ter and piano-teacher mom, Frazer grew 

up in rural Georgia and Arkansas. She 

drifted to San Francisco in the early ’80s, 

where her dues paying encompassed 

both punk rock and a 16-woman choir. 

Along the way, Frazer found a day job 

in archaeology, “writing numbers on tiny 

pieces of rock” before graduating to lab 

work and on-site digs. 

She’ll have to kiss that glamorous 

career goodbye if more people discover 

Tarnation’s wonderfully moody tunes. 

“My songs might not be punchy 

enough for mainstream radio,” she says 

blithely. “Although Tarnation may not 

be another Alanis Morissette, I can see 

doing as well as k.d. lang, possibly.” 

—Jon Young 

closes with the moody guitar arpeggio of 

“Street Spirit,” and is damn near flawless 

in between. If music like this doesn’t lead 

to superstardom, then the world’s in even 

worse shape than we thought. 

As is so often the case, the singer’s got¬ 

ten all the attention. And no doubt about it, 

Thom Yorke’s a fantastic frontman; his 

RADIOHEAD 

droopy eyes and manic antics make him a 

stage magnet, while his sinuous vocal style 

perfectly conveys the depths of bitterness 

and longing in the band’s songs. But what 

really makes Radiohead special is their skill 

V
es, they do have a much higher 

profile than our other nine picks 

for ’95. Scoring a smash hit with 

your debut single can’t help but 

raise your recogniz¬ 

ability quotient. But 

the fact remains: That sin¬ 

gle—1993 ’s “Creep”—is still 

the only major commercial 

success Radiohead’s had. 

That’s bound to mystify any¬ 

one who’s heard the Oxford 

quintet’s latest release, The 

Bends (Capitol), which opens 

with the heavily echoed piano 

chords of “Planet Telex,” 

as arrangers. A three-guitar band can easily 

become a trainwreck. That this one doesn’t 

is a testament to the value of listening. Jon 

Greenwood, Ed O’Brien and Yorke aren’t D
a
n
n
y
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out to blow each other away. Instead, 

they’re interested in devising parts that fit. 

The result: intricate textures that continue 

to reveal new layers each time you listen. 

Coming off nearly a year and a half on 

the road, Radiohead entered the studio for 

the Bends sessions with newfound confi¬ 

dence and a willingness to experiment. 

Aiding in the experimentation was pro¬ 

ducer John Leckie, best known for his 

work with the Stone Roses and XTC’s 

psychedelic alter egos the Dukes of 

Stratosphear. “He demystified the whole 

process of recording,” Greenwood recalls. 

“That helped us realize how to use the stu¬ 

dio. Most studio people are reading sci¬ 

ence magazines about sound; ask them 

what music they like and they give you a 

blank look. It had always been hard for us 

to be musical in that environment. This 

time we found ourselves.” It’s a discovery 

that all can enjoy.— Mac Randall 

Revolution 
The Original 

Equitek E-200 
Introduced in 1989, as the Equitek II, 
the first microphone under a S1000.00 
featuring: 
• State of the art servo head amplifier, 

eliminating coupling capacitors phase 
anomalies and feedthrough distortion. 

• High SPL capabilities (148dB), 
providing tremendous ballistic integrity 

• Non capacitive 20dB pad 
• Proprietary H-frame internal shock 

mount, isolating capsules from 
most vibrations 

• High fidelity audio reproduction 

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

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

Also available 

in matched 

pairs. 

Join the Revolution! 

Conneaut Audio Devices 

For a CAD dealer near you call: 1 •800«726«9266 

a division of CTI Audio. Inc. 341 Harbor Si. Conneaut, OH. 44030 
Phone (216) 593»1111 Fax (216) 593«5395 

n
lot of times people have said to 

me, ‘I was at your show and hear¬ 

ing this really wild guitar playing 

and I was looking at this guy and 

then I realized it wasn’t him play¬ 

ing—it was you!”’ 

It’s a mistake Rosie Flores can shrug 

off these days. Years of charismatic live 

performances have won her a cult reputa¬ 

tion as the queen of the south-of-

Bakersfield sound. And with Rockabilly 

Filly, her most recent offering for High 

Tone, more of the mainstream is taking 

note of Flores’ talents as a hot-shot gui¬ 

tarist, an engagingly personal songwriter, 

and a vocalist whose jazz phrasings and 

understated soulfulness bear comparison 

with the best pop singers. 

Flores’ beloved Fender Strat includes a 

ROSIE FLORES 

vintage back pickup with two newer ones 

up front, a mid-range boost, a shaved neck 

for easier hand movement and a light¬ 

weight body Flores lifted off a cheap 

Squier Strat, “because the original was so 

heavy it made my shoulder ache. It’s a bit 

of a mutt but I wouldn’t trade it for a mil¬ 

lion bucks.” 

Her axe is a good metaphor for 

Flores’ musical style, which pulls togeth¬ 

er strains of classic country (check out 

her Pete Anderson-produced Warner 

Bros, debut, a collector’s item slated for 

reissue in ’96), the original folk-rock 

songs and arrangements which pepper 

After the Farm and Once More with 
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’m the kind of person 
\<>u to 

ins 
st.it m\ 

records for you before 
you’ve hung up your coat. It’s 

“Have you heard this?” and “Wait ’til 

you hear that!” and “Check out the 

new so-and-so!” 

I can’t help it. I’ve been doing this 

ever since I learned how to operate 

my family’s old RCA Victrola back in 
the prehistoric 1950s. I was born to 

share music. 
1 managed early in life to find a 

socially acceptable way to fulfill my 
“vocation”- I went into radio. It was 

contemporary recording glut, 

I was skeptical. For me, the 

presentation of music has 

always been a distinctly 

personal - not corporate -

endeavor. But I was curious. 
So, I met with Steve and 

Martin and was soon con¬ 

vinced that they meant to do 

something real...and very hip. 

They impressed me with 

their desire to create a vehicle 

that would appeal to people 
who complain about having 

no way to learn about new 

music; who have given up on 
radio’s boring formats but 

sampler of terrific current 

recordings from artists who 

have never stopped believing 

in the ideals of free musical 

expression. 

The key word here is 

independent. We are not 

dictated to by Time Life -

it’s just me, Steve and 
Martin calling the shots. 

We are not an extension 
Famed 

New York DJ 
Vin Scelsa teams up 
with Time-Life Music 
to bring you today’s 

best nevi 
music first. 

of the record industry’s pro¬ 

motional machine. We do 
not give, sell or barter slots 
on our CDs/cassettes to 

record companies so that 

they can push their latest 

WHY AM I SO DETERMINED TO GIVE YOU A CO 
OFTHE BEST NEW MUSIC FOR ONLY $2.99? 

1967 when a handful of kindred spirits 

infused the previously neglected FM 

airwaves with a deluge of sound, 

breaking the boundaries of rigid Top-

40. It was the Golden Age of Free 

Form Progressive radio — it lasted 

about two minutes. Once the suits and 

the salesmen saw the 
dollar signs on the 

wall they quickly 

put a stop to our 

romp through the 

Your first GROOVES 
volume features 

exciting new songs 
by both new and 
established artists: 

John Hiatt 

Lisa Loeb 
Teenage Fanclub 

Drivin' N' Cryin' 

Ben Folds Five 
Pretty & Twisted 

Health & 
Happiness Show 
The Fabulous 
Thunderbirds 

Tracy Chapman 

Plus 7 more 

airwaves. It was 

“good-bye free 
form fun, hello 

playlist from 

hell!” 
■ Which 

brings me to 
GROOVES. 
When these 

two guys from 

Time-Life Music 

called and asked me to get involved 
in creating a (ZD and magazine 

that would serve as a sampler of 

contemporary “adult” rock ‘n’ roll 

geared to people who have always 

loved music but feel lost in the 

CALL 1 800-589-6829 

don’t have Beavis and Butthead’s taste 

either; people who would naturally 

love an Aimee Mann or a Son Volt if 

only they had the opportunity to hear 
them. The missionary in me could not 

resist signing on as Editorial/Music 

Director of GROOVES. 

■ So here’s what we are: an inde¬ 
pendent CD and magazine dedicated 
to filling a void in this country by 
bringing to our subscribers a carefully 

selected and creatively programmed 

project. We pick the music and license 

the right to use it here. We are not 

interested in presenting “hit” records 

(although some of our selections will 

qualify as such). We won’t insult your 

intelligence with one-shot wonders, 

singling out the only worthwhile track 

on otherwise mediocre albums. We will 

follow our ears, hearts and instincts in 

picking our music (the same way I’ve 

(Continued on next page) 

[ Yes, Vin, I’m definitely interested in listening to 
GROOVES free for 10 days. 

If I’m not convinced it’s fantastic, I can send it back and owe nothing. With no obligation. Ever. 
If I decide to keep it, I’ll pay just $2.99 (plus shipping & handling: $1.83 for cassette or $2.33 for CD). 
I’ll also have the opportunity to try future volumes - every other month - for 10 days 
risk-free. If I decide to keep any future volume, I’ll pay just $11.99 for either CD or cassette (plus 
s & h). But I’ll never be obligated to buy anything. And I can cancel at any time. 
Offer expires 2/29/96. 

Check one: □ CD TGARP1 □ Cassette TFARE6 

Name 

Address 

City 

State 

SEND NO MONEY 
Mail card or call 1 800-589-6829 

(24 hours/7days) 



Introducing GROOVES. 
The great new way to discover new music. 
Each CD or cassette comes with: 
■ 16 new songs —over 1 hour of music. 
■ A 16-page mini-magazine that gives you 

the stories behind the music and insights into 
the artists. 

■ An exclusive 10-day free trial that gives you 
a chance to listen with no obligation to buy. 

■ Our unconditional money-back guarantee. 
For anything. Any time. 

A new GROOVES volume comes out every other 
month. If you decide you like GROOVES after this 
special $2.99 trial offer, you'll have the opportunity 
to sample new volumes, risk-free, for ten days. 

«J 

rollers won’t dig 

her. (Oh, I know 

you get the point; 

it seems so obvious 

- but you would be 

surprised how few 

people in the music 

industry under¬ 

stand that age and 

taste are relative 

concepts.) 

■ Think of 
GROOVES as an 
adult alternative 
radio program 
that comes in the 

recycled paper and we’ve designed a 

package that allows you to store the 

magazine and compact disc together, 

in a size and shape compatible with 

the other CDs in your collection. 
■ We want to entertain you with 

writing that’s both informative and fun, 

and with a recording that serves not 

only as a “sampler” of contemporary 

music, but exists as a cohesive entity 

designed for repeated listenings, with 

thematic and lyrical threads that weave 

through the selections to create a 

whole which more than equals the 

sum of its parts. 

■ So why only $2.99? We didn’t 
approached programming my radio 
show for 27 years). 

■ Our goal is to draw attention 
to quality work by artists with 
staying power - whether veterans 
like David Byrne and The Band or 

newcomers like Lisa Loeb - meaningful 

music that transcends the moment and 

has the ability to play an important part 
in our lives. 

We want to avoid the pitfalls of 

pigeonholing music. Just because 
Buffalo Tom come from the alternative 

college scene doesn’t mean their 

music can’t appeal to a broader older 

audience; just because Ani DiFranco 

has “folkie” roots doesn’t mean rock ‘n’ 
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Where 
Does Your 
Passport 

Take You? 
‘Tm always touring, so I have to do a lot of 

writing and arranging while I'm on the road. 

I had to find transcription software that was 

easy, quick, accurate and had professional 

looking results. Encore is that product.” 

“Encore has really made my life 

a whole lot calmer. I can quickly add 

a new string section to an arrangement, 

extract the parts and give it to the musicians 

in plenty of time for rehearsal. When I bought 

my computer I purchased two things along 

with it, a different notation program and 

aspirin. Now that I’m using Encore I don’t 

need the aspirin!” 

Charles Floyd works as Natalie Cole’s 

musical director, is a guest conductor for 

many symphonies, including the Boston 

Pops, along with being an outstanding 

composer, classical 

pianist, recording artist 

and choral director. 

Encore 4 has 

established itself as 

the professional 

standard for 

composing, arranging 

and publishing music. 

Why waste your time with anything else. 

Get Encore today wherever fine music 
software is sold 

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

Passport Brings Out 
The Musician In You. 



Feeling, and the inspired electric swing of 

Rockabilly Filly— a career arc that 

coheres naturally, even as it defies easy 

category. That’s the way Flores likes it, 

and if her way hasn’t proved the quickest 

route to stardom, she’s discovered deeper 

rewards. 

“Somebody asked me the other day, 

‘Don’t you want to be a big star?’ And I 

said, ‘Well, I’m a little star in a big 

sky.’”—Mark Rowland 

T
here’s something scary about the 

kind of momentum John Medeski, 

Billy Martin and Chris Wood build 

together. Other groups mix ele¬ 

ments of jazz, hip-hop and neo¬ 

punk too, but where most of the 

time the results feel like oil and water, 

these guys make it more like oil and fire. 

It’s not about blending styles; it’s about 

banging them head-first and watching 

them bleed. 

Jazz is the first ingredient in the MMW 

MEDESKI MARTIN A WOOD 

TOWER OF SONG the Songs of 
Leonard Cohen 

* lis id NX./ 

Elton John 

Billy Joel 

Bono 

Tori Amos 

Trisha Yearwood 

Martin Gore 

Peter Gabriel 

Aaron Neville 

Suzanne Vega 

Willie Nelson 

Jann Arden 

from some of his greatest admirers. 
Available now. 

Executive Producers: Kelley lynch and David Änderte 
Supervising Producer: Steve Lindsey 

Sting & 

The Chieftains 

featuring 

Don Henley 

mix, though Medeski’s Hammond B-3 

lines are about as close to Jimmy Smith as 

Coltrane is to Boots Randolph. No 

stranger to the blues, he often ditches the 

chicken shack for more mutant hangouts, 

from an avant-tango dungeon in “Last 

Chance to Dance Trance (Perhaps)” to a 

day care center for chil¬ 

dren of the deranged on 

“We’re So Happy,” 

both on Friday After¬ 

noon in the Universe 

(Rykodisc). 

This fusion of retro 

gear and John Zorn-

esque attitude finds its 

reflection in Wood’s 

string-snapping style 

on a 75-year-old Pfre-

schtner acoustic bass. 

Meanwhile, Martin 

struts his street beats on 

a Rogers kit with old 

Zildjian cymbals and a 

bunch of found percus¬ 

sive objects, including a 

piece of metal that fell 

into his Brooklyn loft 

from Manhattan Bridge 

one providential night. 

In the end, the odd 

parts fit together per¬ 

fectly. “We’ll play one 

groove for an hour, just 

to find one bar of 

melody,” Medeski says. 

“It’s pretty much how a 

composer writes by 

himself, but since 

there’s three of us, it 

just takes a little 

longer.” 

—Robert L. Doerschuk 
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This much we know: Sometime 

on the morning of September 18, 

1970, Jimi Hendrix died in Lon¬ 

don, just a few months shy of his 

28th birthday. $ Yet even on the 

day he died, controversy swirled 

around the issues of how, when, 

and why. In the years to come, 

lawsuits would volley back and 

forth between his former friends 

and associates. Examinations by 

the press and the police would do 

little to clear things up. 





or as long as this storm 

Es raged, Monika Dannemann has stood 

frits center. A handsome German blonde, 

iLmet Hendrix on January 13, 1969, in 

IXissddorh^i^Kas with him on the 

morning of hiWSitli in her garden suite at 

^^^Markand Hotel, a residential inn. On 

thisLll parties agree. Beyond this, agree-

mKi dissolves into bitter dispute. 

What’s at stake? The image of who 

Mfrlrix actually was, and the story future 

g^Çrations will accept as the true account 

of his final days. 

In 1995 Dannemann upped the ante by 

publishing The Inner World of Jimi Hen¬ 

drix. This lavish memoir traces her version 

of her life with Hendrix. It recalls their 

meeting in a Düsseldorf bar for what was 

supposed to have been a photo shoot but, 

as she remembers it, instantly transformed 

into two souls joining as one. From that 

point, Dannemann outlines their relation¬ 

ship as a series of intense meetings over the 

next few years, with long and frustrating 

periods of separation. She recreates their 

conversations in detail, on subjects mysti¬ 

cal and mundane, from numerology and 

astral travel to Dannemann’s cigarette 

habit. (Hendrix was against it.) 

More crucial is her account of his death. 

Given her prominence and, in some quar¬ 

ters, credibility— her book begins with a 

signed affirmation from Jimi’s father, Al 

Hendrix, that “my son Jimi Hendrix was 

engaged to Monika Dannemann and . . . 

they planned to get married”—her version 

of what happened is already on its way to 

being accepted as fact. 

Or is it? New evidence, in the form of 

testimony delivered by witnesses to 

British authorities and to Musician, raises 

questions about Dannemann’s story. 

Love or Confusion? 
According to her memoir, Dannemann’s 

meeting with Hendrix was kismet. The 

moment he first appeared, walking into 

that bar in Düsseldorf, she writes, he head¬ 

ed “straight in my direction, to sit down 

right next to me.... Jimi asked me all sorts 

of questions, and seemed to want to know 

everything about me. . . . After a while he 

asked, ‘Do you want to be my girlfriend? ... 

I want you to be my girlfriend and my 

lady. I’ve been searching for you for a long 

time.’” She recalls that they spoke for two 

hours before the band had to leave for 

Cologne. She was “too confused” to 

accept his invitation to join along, and 

“shocked” when “Jimi suddenly took me 

in his arms and kissed me. .. . Within two 

hours he had managed to turn my life 

upside down.” 

The next day, the 14th, Dannemann did 

travel to Cologne to catch Hendrix, bassist 

Noel Redding and drummer Mitch 

Mitchell at their next gig. Afterwards, she 

writes, she accompanied the band to a club 

for a late jam session and a Chinese dinner, 

during which Hendrix “bought a bunch of 

red roses and handed them to me.” The 

Previous page ó upper L: Friends 
act as pallbearers at Jimi Hen¬ 
drix's funeral. Above: Miles Pavis 
at the service at Punlap Baptist 
Church. Left: Jimi's father, James 
"Al" Hendrix, after the funeral. 

Special thanks to Mark Prendergast for 

his great contributions to this story. 
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to give your audience the 
power, emotion, and subtlety 
of your performance, through 
an open sonic window that 
doesn’t color your sound and 
won’t wimp out when the heat 
is on. 

From the largest Tour Series 
concert array, to an SPL 
Series stack in a club, to a 
pair of Artist Series speakers 
on stands, the family 
resemblance runs deep. 

Great sound, features, 
reliability, and good looks, 
all shared by three families 
of 5.R. loudspeakers from 
Fender Pro Audio. 
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Artist Series 11O-ELC, SPL Series 

1225 Mk. II, and Tour Series 2912’s 

and 115s subwoofers. 

Tour Series concert rig courtesy of 

Greatness runs 
in the family 

Spectrum Audio. 

For more information, send $2.00 postage and handling to Loudspeakers, c/o Fender Pro 
Audio. 7975 N. Hayden Rd.. Scottsdale, AZ 05256. ©1995, F.M.I.C. 
(602) 596-9690. http://www.fender.com 

Hear for yourself what mere 
pictures and words can’t begin 
to tell. Listen to them today 
at your nearest Fender Pro 
Audio dealer - but be 
forewarned: some of that 
greatness just might follow 

< you home! 



Harvey Reid & Deering unleash a new 
sound for guitar players with the release of 
Reid's new ground breaking CD, 
‘The Artistry of the 6-string Banjo”. 

Reid masterfully captures the magic of 
Deering’s 6-string and 12-string banjos on the 
first CD of its kind. To order send $1 7 to 
Deering Banjo company & receive a free 
color catalog too! 

The 6 & 12-stnng banjos by 

Deering are fingered just like 

a guitar, so you don’t have to 

learn banjo to play banjo. For _ 

a free color catalog write: . 

Deering Banjos, Dept. 8. MgaEgSWä' 
7936 Lester Ave., Lemon 
Grove, CA USA 91945 or 
call 800-845-7791 ext. 108 ~ >nss^ 

The Guitar Players 
Banjo! 

evening ended in his hotel room, where 

Hendrix confessed that “the moment he 

had seen me ... he had fallen in love.” 

They “spent most of the night talking and 

then just fell asleep.” 

Events moved quickly, Dannemann re¬ 

calls. Later in February she went to London, 

where she continued to spend time with 

Hendrix, where they shopped and went to 

the movies (“slipping in when it was dark, 

and... out again before the lights came up”) 

but mainly “stayed in [her] hotel room, 

where we were not disturbed, talking for 

hours.” After a few weeks, in March, 

Hendrix bought himself a ring identical to 

one that Monika had bought herself the day 

before, in a Chelsea jeweler’s, and said to her, 

“I want them to be our engagement rings.” 

In a deposition taken in Seattle on Oct. 

25, 1994, as part of a lawsuit over owner¬ 

ship of rights to the 

Hendrix estate, Dan¬ 

nemann made it clear 

that, as far as she was 

concerned, she and 

Hendrix became engag¬ 

ed that March. “Later,” 

she told the assembled attorneys, “we 

went to the Speakeasy— that was a club at 

the time— and he, to my surprise, my 

embarrassment, he went from one table to 

the next in the restaurant section, showing 

people the rings we were wearing and say¬ 

ing that we were engaged.” 

“She wasn’t his fiancée,” insists Noel 

Redding. Contacted at his home in Ireland 

by Musician, Hendrix’s former bassist was 

asked if his bandmate ever mentioned get¬ 

ting engaged to Dannemann. “Never. I’d 

certainly imagine that if anyone in a band 

got engaged, they’d tell other members of 

the band.” In fact, Redding doesn’t recall 

him ever saying anything about Dan¬ 

nemann at all. As for the night she spent 

with Hendrix after the Cologne concert, 

Redding consults his diary. 

“January 14,” he reads. “Got up at 12 

o’clock. Went shopping. Bought some 

gloves and a jacket. Came back to the 

hotel, had a meal.... Left for the gig at five 

o’clock. Got there at 7:45. Did one show; 

very good. Came straight back . . . Had a 

drink. Went to Jimi’s room [italics added]. 

Went to bed at 2:15.” Redding adds that he 

and Hendrix spent those hours in his 

room writing songs— alone. 

How much does Redding remember 

seeing of Dannemann? “She was in 

Düsseldorf that one morning, and maybe 

the next day. That’s the only time I saw 

them together.” 

The festive unveiling of engagement 

tn 

Rare phetes ef Jimi Hendrix at his heme in 
Lenden, including ene with Lenny BruCe and Beh 
Dylan albums, aheve, and a shet (er twe) with 
his lengtime girlfriend Kathy Etchingham, 
shewn belew. 
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rings at the Speakeasy, described in Danne¬ 

mann ’s book as well as her 1994 deposition, 

would confirm Hendrix’s ties to her. Yet 

this event, involving a superstar guitarist at 

Londons hippest rock-star hangout, has 

never been corroborated. In fact, regulars at 

the Speakeasy, including headwaiter Luigi 

Bolognese, tell Musician that it simply 

couldn’t have happened. 

Laurie O’Leary, who was at the club six 

nights a week throughout his eight years as 

promotions manager and talent booker, 

agrees. “I don’t believe it,” he responds, 

when read Dannemanns account. “In fact, 

I’m absolutely certain that it didn’t happen. 

If he produced two rings and announced his 

engagement, there would have been chaos.” 

Especially, O’Leary points out, because 

Jimi Hendrix 

Mary Wlllli 

Caesar Glebbeek 
Co-author 

beautiful hardbound tribute. 
The spiritual roots of Jimi 1 
of his family and friends. A 

Available now for $45 inSudinq U.S. shipping.iforeiqn $5>5) 
from Creative Forces Publishing. XSqll + 1 619-457-707$.. 

’endrix:Èlectric Gypsy, Editor. UfWibes 

© 1995 Nonesuch Records, a Warner Music Group Company. For credit card orders call 800-490-5465 



Hendrix was living with Kathy Etchingham, 

his girlfriend at that time. “Kathy and Jimi 

were a pair,” he says. “Obviously, guys 

talked to girls and girls talked to guys. But 

they were sharing a flat; I dropped them off 

there one time.” 

In The Inner World of Jimi Hendrix, 

Dannemann says that Hendrix did tell two 

people— his father and Mike Quashie, a 

friend in New York— of his intentions to 

marry her. However, notes Tony Brown, 

who has extensively researched Hendrix’s 

friend” in New York as late as June 1970 is 

confirmed by a number of observers in John 

McDermott’s authoritative book, Jimi 

Hendrix Sessions. 

Etchingham, who had split up with 

Hendrix and gotten married by this time, 

maintained a kind of concerned friendship 

with him. Shortly after he flew to London 

to perform at the Isle of Wight rock festival 

in August—the same month Dannemann 

remembers them talking about getting 

married— Etchingham recalls being sum-

Recordings of these concerts, gathered by 

BBC producer Martin Shankleman and 

broadcast over Radio One last September 

in a special program titled Wink of an Eye, 

capture a player in a much more dispirited 

mood than one would expect, based on 

Dannemann’s gauzy characterization. 

Night after night, on Shankleman’s 

tapes, we hear problems. At the Isle of 

Wight, the crowd reacts coolly as Hendrix 

tries out a few new tunes, prompting him 

to say, “Y’all want to hear all those old 

life as head of the Jimi Hendrix 

Archives in England, “Monika 

contacted Al Hendrix very early 

on [after Jimi’s death]. As far as I 

know, she’s been going over to 

the States to visit him twice a 

year, so he’s pretty much come to 

regard her as Jimi’s fiancée, 

although they may have started 

getting suspicions about what 

happened.” Quashie, contacted 

through an intermediary, refused 

to speak with Musician. 

Queen Jealousy 
Flash forward to 1970. Danne¬ 

mann, by her own reckoning 

Hendrix’s fiancée for more than a 

year, describes this as a blissful 

period in his life. She remembers 

them discussing marriage plans in 

May and August. They dreamed 

of having a child, buying a house. 

Though he was on the road from 

April through early August, she writes, “he 

asked me to go to London and rent a flat 

for us” to occupy once he returned to 

England later in August. Scotland Yard 

records indicate that Dannemann did rent a 

flat, at the Samarkand Hotel on August 24. 

Yet, according to many who knew him, 

1970 was actually a time of emotional tur¬ 

moil for Hendrix. Financial pressures were 

building, partly from business arrangements 

with his manager, Mike Jeffrey, and debts 

involving Hendrix’s studio in New York, 

Electric Lady. Many remember him also 

being involved with a number of women 

during this period, including a Danish 

model named Kirsten Nefer, Pat Hartley, 

who appeared with Hendrix in the film 

Rainbow Bridge, Eric Burdon’s ex-wife 

Angie, and an American named Devon 

Wilson. Wilson’s status as Hendrix’s “girl-

Hendrix flying high onstage, 
before the crash: "Thank you for 
being so patient. . . . Peace and 
happiness and all that other 
bullshit. " 
moned to his hotel by Angie Burdon. 

What she saw remains a shocking memory. 

“I came in [to Hendrix’s suite at the 

Londonderry Hotel] and went into the 

bedroom,” she tells Musician. “It was 70 

degrees outside, and Jimi was in bed, shiv¬ 

ering and sweating, with a heater on. The 

temperature must have been 95 degrees. In 

retrospect, it looked like ... he was suffer¬ 

ing from a reactive depression from all the 

problems he had.” 

Over the next few weeks Hendrix 

played his tour, backed by Mitch Mitchell 

on drums and Billy Cox on bass. 

songs, man? Damn, I’m trying to 

get some other things together,” 

then kicks into a desultory ren¬ 

dition of “Purple Haze,” which 

in turn sinks into a swamp of 

electronic noise and shortwave 

interference through the P.A. 

After a frustrating two-hour set, 

at four in the morning, Hendrix 

tells the crowd, “Thank you for 

being so patient. . . . Peace and 

happiness and all that other bull¬ 

shit,” then slams his Strat onto 

the stage and walks off. 

“The band flew to Sweden 

that afternoon,” Shankleman 

reported. “Jimi was exhausted. 

He had another gig in Stock¬ 

holm that evening, the second 

concert of the day. Backstage in 

I his dressing room, he picked up 

s a small bottle of whiskey and 

2 drank it like water. He seemed to 

be slurring his words when he 

gave an interview to Swedish radio.” 

The next concert, on September 3, was 

at the port city of Ârhus in Jutland. Here, 

Hendrix’s performance was even more 

ragged. He arrived, according to reports 

cited by Shankleman, “trembling and 

sweating,” and tried to cancel his appear¬ 

ance. After being introduced to the crowd, 

he said over the mike, “Give us a minute to 

try and tune up, okay?” A minute later he 

led the band into a sloppy version of 

“Freedom,” followed by a two-minute 

pause and a crescendo of frustrated rhyth¬ 

mic clapping from the audience. Now we 

hear Hendrix say, “I actually forgot what I 

was here for. Oh, yeah. It was ‘Message to 

Love,’ right?” He hits the intro hard, but 

before long the song collapses, with 

Hendrix aimlessly doodling. Just 15 min¬ 

utes after the show began, he had to be 
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helped from the stage. 

Club manager Otto Fuorsite remem¬ 

bers going into Hendrix’s dressing room. 

“There Jimi Hendrix was ill,” he tells BBC 

reporter Jack Friscoff. “He collapsed in 

my arms.... Jimi was cold. Cold fever. He 

asked for cocaine, and I said, ‘We have not 

cocaine.’ He could not play any more.” 

At something called the Love and Peace 

Festival, held September 6th on the Baltic 

island of Fehmarn, Hendrix played his last 

concert in a setting that could best be 

described as apocalyptic. A violent storm 

delayed his performance. Hendrix’s road 

manager, Gerry Stickells, was captured on 

tape, pleading backstage with the implaca¬ 

ble organizers of the event, asking them to 

call it off due to the weather and Hendrix’s 

exhaustion. The crowd, which included a 

sizable contingent of German Hell’s 

Angels, booed and whistled as the band 

took the stage; Stickells, pushing through 

the mob, was hit in the face with a chain. 

Hendrix, greeted by cries of “Go home!,” 

responds, “I don’t give a fuck if you boo, 

as long as you boo on key.” Then, with a 

vengeance, he tears into “Killing Floor,” 

spitting out the lyrics, “I should have quit 

you a long time ago.” 

“Voodoo Chile” was the closing tune. 

Hendrix deviated from the recorded ver¬ 

sion by repeating the line “If I don’t see 

you no more in this world” three times 

before singing, “I’ll see you in the next 

one, and don’t be late.” After his exit, 

hooligans attacked the stage and burned it 

to cinders. Hendrix left town, with a little 

over one week to live. 

House Burning Down 
Hendrix returned to London and checked 

into a room at the Cumberland Hotel. 

Dan-nemann reports that he moved in 

with her at the Samarkand on September 

15. From that point, she notes, “we were 

together every moment, except for two 

occasions: once when Jimi went backstage 

for a few minutes at Ronnie Scott’s Club, 

and then on Thursday night, when I left 

him at a flat for less than an hour.” 

The visit to Ronnie Scott’s, London’s 

top jazz venue, took place on the night of 

the 16th. Hendrix and Dannemann drop¬ 

ped in to hear Eric Burdon’s new band, 

War, with Hendrix briefly sitting in. The 

next morning, after a night together at the 

Samarkand, Dannemann took a series of 

photos of Hendrix in the garden adjacent 

to the flat. These whimsical shots show 

him with a tea service, a long-stemmed 

yellow rose, and his black Stratocaster, 

now in her possession. 

On this, Hendrix’s last afternoon, we 

come to a crossroads, at which accounts of 

his activities veer in at least two directions. 

Dannemann was either at his side or near¬ 

by in his final moments; her proximity, and 

her efforts over the years to propagate her 

story, have won her many supporters in 

arguments over the details of his death. 

In her book, Dannemann notes that she 

and Hendrix ran into Devon Wilson and 

her friend Stella Douglas in the shopping 

district of King’s Road that afternoon. 

Wilson invited him to a party that night; 

it’s not clear whether they intended that 

Dannemann would come along with him. 

Shortly after that, around 4:30, Hendrix 
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and Dannemann were stuck in traffic at 

Marble Arch. “Waiting for the cars to move 

again,” she writes, “I saw three young peo¬ 

ple in another car, waving and laughing at 

us, and Jimi waved back. They were trying 

to talk to Jimi across a row of cars, inviting 

us to come to their flat for a drink.” 

Strange as it seems, the famous rock star 

and his companion did agree to visit this 

threesome that evening. As Dannemann 

recalls it, after a brief stop at the 

Cumberland, “we followed them in the car 

to their flat, where we stayed for about an 

hour,” returning home around 8:15. 

Beyond that, she writes nothing about 

what seems to have been a brief and trivial 

encounter; she doesn’t even offer, or appar¬ 

ently remember, the names of their hosts. 

Their identity remained a mystery until 

1995, when two of the three “young peo¬ 

ple” stepped forward and spoke to British 

authorities on the subject of what hap-
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pened that evening. Though neither con¬ 

sulted with the other, their remarks are 

impressively consistent. More important, 

their recollections differ dramatically and 

disturbingly from those of Dannemann. 

Philip Harvey, in 1970, was the young 

son of a prominent British politician. His 

father, Lord Harvey of Prestbury, was a 

Conservative member of Parliament from 

1945 through ’72; in 1962, he became chair¬ 

man of the 1922 Committee, the second 

highest elective post in the Conservative 

party. Throughout his career he declined 

eight cabinet positions in order to maintain 

a successful career in private business. 

Philip is now a success as well, with an 

aviation insurance practice thriving in 

Switzerland. In 1970, though, he was more 

concerned with cruising through the streets 

and clubs of swinging London. On this 

September afternoon, fate placed him and 

two female friends in a Ford Mustang, grid-

locked a few yards away from Jimi Hendrix. 

For years, out of respect for his father’s 

position in Conservative circles, Philip 

kept his memories of what happened that 

day to himself. But with Lord Harvey’s 

death in April ’94, he soon decided to step 

forward. In a statement made to a British 

solicitor— something equivalent to a 

sworn deposition before an American 

notary— Harvey describes a visit that was 

considerably longer and, ultimately, more 

acrimonious than Dannemann had 

described. The two young women from 

his car, Penny Ravenshill and Anne Day, 

“soon started rolling ‘joints,’ which Jimi 

helped smoke with considerable enthusi¬ 

asm,” Harvey says. “Soon everybody in 

the room loosened up and became very 

relaxed in the pleasant atmosphere, with 

the notable exception of Monika, who did 

not appear at ease at all.... Each time they 

rolled a ‘joint,’ Penny or Anne offered it to 

Jimi first so that he could have the ‘hon¬ 

our’ of lighting it up. ... I could see 

Monika across the marble table getting 

more and more upset each time this little 

‘charade’ was played out. Monika took lit¬ 

tle part in the general conversation. I 

remember trying to draw her into conver¬ 

sation several times, but to little or no avail. 

“At about 7 p.m.”— already well over 

the hour that Dannemann claimed she and 

Hendrix spent at the party— “I produced a 

couple of bottles of French red wine and 
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five silver wine goblets,” Harvey contin¬ 

ues. “At one point, Anne, who had her 

acoustic guitar in the house, started play¬ 

ing and singing.... I remember Jimi com¬ 

plimented her warmly on her music, which 

made Monika look very displeased. . . . 

Later on, at about 8 p.m., Penny and Anne 

asked Jimi if he would like something to 

eat. He agreed that he was hungry, and the 

two girls went out to the kitchen and pre¬ 

pared a simple vegetarian meal, which they 

brought back into the reception room on 

trays about half an hour later. I remember 

that the food consisted mainly of rice and 

a mixed salad.... Jimi ate heartily.” 

According to Dannemann, by this time 

of the evening, she and Hendrix had 

already left the party. In his book Electric 

Gypsy, Harry Shapiro paraphrases her 

account: “They drove back to the 

Samarkand flat at 8 p.m. Jimi had a bath, 

and Monika cooked them a meal and 

drank some wine.” In her own book, she 

writes, “I cooked a meal for us while Jimi 

had a bath and washed his hair.... We had 

a bottle of white wine with our meal, Jimi 

drinking more than me.” All this was a 

prelude to several hours of conversation 

about “our future” and other matters. 

Essentially the same scenario was outlined 

in her own testimony before a solicitor on 

Sept. 14, 1991. 

As the hours passed, then, Hendrix was 

either deep in conversation with Monika at 

the Samarkand or having a good time with 

Philip Harvey and his friends. But, as 

Harvey recalls it, the pleasantries came to 

an end around 10 o’clock. “When Jimi had 

gone to the downstairs cloakroom,” he 

states, “Monika quite suddenly, and for no 

apparent reason, got up and stormed down 

the four steps leading from the reception 

room, through the double glass doors, past 

the door to the cloakroom, down the hall, 

and out of the front door into the mews, 

shouting as she left, Tm leaving! I’m leav¬ 

ing now! I’ve had enough!’ Jimi, who had 

obviously heard something, quickly came 

out of the cloakroom. ... I explained to 

him briefly what had happened. He 

looked at us in a most embarrassed way 

and raised his eyebrows to the ceiling. . . . 

He then followed her out into the mews, 

leaving the front door ajar. 

“... I could hear Monika shouting at Jimi 

at the top of her voice. . . . Jimi was just 

standing quietly there in the mews while 

Monika verbally assaulted him in the most 

offensive possible way. As I approached 

them, I remember hearing her shout at him, 

‘You fucking pig!’ I interrupted them and 

suggested that they should come back into 

the house as I didn’t want the police called. 

Monika simply carried on shouting at Jimi, 

telling me viciously to mind my own busi¬ 

ness. . . . Monika’s haranguing of Jimi con¬ 

tinued in my best estimation for half an 

hour.... 

“... At about 10:30 p.m. Jimi came back 

into the house alone and walked into the 

reception room. . . . He apologized pro¬ 

fusely for Monika’s behaviour and said 

that he was very embarrassed. He said he 

didn’t really know what was wrong with 

her but she had obviously had too much to 

drink. He said that Monika refused to 

come back into the house and that, as he 

couldn’t abandon her, [cont’d on page 52] 
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he would have to leave with her. . . . 

Monika was still screaming at Jimi as they 

left and she did not say a word to me. The 

time was about 10:40 p.m.”— approxi¬ 

mately the same time when Dannemann 

says she was making dinner at her flat for a 

mellow Hendrix. 

Which of these stories is true? Or which 

is more likely to be true? As a rule, it’s the 

version corroborated by someone else. In 

this case, that would be Harvey’s, which 

was supported in a separate deposition by 

Penny Ravenshill. Her recollection of 

Dannemann was that she “seemed rather 

insignificant at the time.... My impression 

was that Monika was some kind of 

employee, possibly Jimi’s driver.... There 

seemed no hint of a romantic or sexual 

involvement, and I don’t think they relat¬ 

ed to each other hardly at all while in our 

company.” However, during the argument 

outside, when Penny attempted to calm 
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her down, “Monika turned away rudely 

and wouldn’t answer.... Jimi, who seemed 

to be desperately trying to deal with an 

unreasonable situation with this woman, 

turned, and I saw his expression change 

from [szcj one of agitation.” 

We’re now in parallel universes. As 

Hendrix unwinds with his fiancée at the 

Samarkand in Dannemann’s depiction, 

others suggest that they were on their way 

from Harvey’s to the party to which 

Devon Wilson had invited him earlier that 

day. In this universe, one could imagine 

Dannemann, distraught after watching 

Hendrix kick back with two younger 

women at Harvey’s, less than thrilled at the 

prospect of delivering him to the doorstep 

of another romantic rival. On the other 

hand, judging by comments made by 

Dannemann to police hours after Jimi’s 

death, they may not have gone out at all 

but rather stayed home, where “I cooked a 

meal of spaghetti.” 

Dannemann does acknowledge that she 

took Hendrix to the Wilson party, though 

she places his arrival much later. In a state¬ 

ment made to police on the day of his 

death, Dannemann says that “I drove him 

to a house in Great Cumberland Place” at 
around 2 in the morning. “I asked him if I 

could go with him but he said that they 

were not very nice people. I saw him go 

into the house and later, at about 2:45 a.m., 

I picked him up there and we went home.” 

In her book, she offers a bit more detail. 

“Jimi... explained that he wanted to go to 

the party to which Devon had invited him, 

in order to warn her to leave me alone. Jimi 

thought that her intention was to cause a 

rift between him and me.... He first asked 

me to join him, but we both decided it was 

better if he went alone. I drove home and 

phoned him as we agreed, but he said he 

hadn’t had a chance to speak to Devon yet, 

and that I should ring back about ten min¬ 

utes later. I did so, and he asked me to fetch 

him at once.... He said it had been hope¬ 

less, because Devon had been too stoned 

to speak to seriously.” 

That’s not how Angie Burdon remem¬ 

bered it. In an unpublished letter to Kathy 

Etchingham, Burdon, who was present at 

the party, wrote, “That chick [Danneman]... 

came back about half an hour later. Jimi 

got Stella [Douglas] to put her off. She 

called up on the inter- [cont’d on page 84] 
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From Hootie to Beck, major labels 
seek musicians with “alternative” 
careers. 
by Johnny Angel 

them (like Skid Row’s “18 and Life” or 

“Youth Gone Wild”) and a “power ballad” (a 

simpering love song based around the G-C 

change of Poison’s “Every Rose Has Its 

Thorn” or Warrant’s “Heaven”). Next, hire 

Nirvana and Pearl Jam’s modest stage wear, 

these days it’s the group that has already estab¬ 

lished a following via self-produced CDs, the 

Internet, fanzines and college radio that’s 

sparking keen interest from major labels. 

s 

t seems like eons ago, but only 

five years back the methodology 

for rock bands obtaining a 

major record label deal may as 

well have been etched in stone. 

First, make demo, preferably 

including one fist-raising an-

“When a band proves it can already sell 

records without major distribution, it’s 

almost a no-brainer for the labels,” observes 

Rusty Harmon, manager of Hootie and the 

Blowfish. “We’d already sold 50 thousand 

CDs out of our office [when negotiating 

with Atlantic], There are bands on Atlantic’s 

roster that hadn’t sold that much. Record 

high-powered legal help with much industry 

juice. Last, pack gear into van and head for 

the twin towers of the record business— 

New York or L.A.—to showcase your act. 

But as the granddaddies of hair metal 

Aerosmith once put it, “no more, no more.” 

Just as the spandex and leather have given way 

to more sober uniforms in the wake of 

BY KARI KROL 



companies are mainly interested in sales and 

making their investment back. If they can do 

that and make a little money on the side, 

they’ve met their objective. It’s nice to think 

that record companies are looking at the long 

term, but realistically, if you don’t make a 

profit on the first two records, you won’t get 

signed again anyway.” 

Seems like a contradiction, this idea of a 

band forging its independence, only to be 

scooped up by the majors. But, says Geffen 

A&R man Mark Kates, whose signings 

include cult faves Beck and Elástica, “I 

regard a band much more favorably if 

they’ve made up their own records 

and toured. I’ve always been attract¬ 

ed to indie American rock bands, 

since I was in college radio. Now that 

the public’s taste is similar, these 

groups that may have labored in 

obscurity are making a living.” 

In the old days of band/label mat¬ 

ing rituals, it was the band who 

approached the label with heavy¬ 

weight attorneys in tow. Nowadays, 

that approach is becoming passé, says 

Kates. “Tactically, I don’t get 

approached by bands or artists. I go 

to them. Yes, I listen to tapes too, but 

I’m not like the old-school A&R 

man who signs raw talent and molds 

them into blockbusters. I like to sign 

acts that are already there, that know what 

they’re going to do.” 

Still, Kates feels that certain acts would be 

best served by remaining independent. 

“Superchunk makes great records every 

time out, as does Pavement, and I’d loved to 

have signed those bands, but they’re happy 

where they are. I can see what the pressure 

of fame has done to some artists; perhaps 

they have as well and want to avoid it. Who 

can blame them?” 

The ’90s ethos does seem to contain a 

large chunk of “do-it-yourself” residue 

from the ’80s scene. Hootie, whose bassist 

Dean Felber was a business major in college, 

had already set up its own health insurance 

plan prior to signing with Atlantic. That 

level of sophistication is still unusual in 

today’s pop scene, but not unique. “You’d 

be amazed at what some of the bands know 

about the business end of music, just from 

what little hands-on experience they have,” 

says Debbie Southwood-Smith, an A&R 

executive for A&M. “I’ve been working 

with this band from Charlotte, North 

Carolina, called Luster, who seemed kind of 

naive. But after a few meetings with them, it 

became clear that one of the guys, who had 

worked in retail at a record store, was amaz¬ 

ingly savvy about record placement, charts, 

and the like. I wasn’t dealing with a babe in 

the woods.” 

Southwood-Smith began her A&R career 

at the tiny indie Rockville label in the late 

’80s. “When I signed Uncle Tupelo to 

Rockville years ago, nobody cared,” she 

says. “We were trying to affiliate ourselves 

with a major back then—no luck. Now we 

could sell the whole label on the basis of that 

signing. In the aftermath of Nirvana, people 

want rawer records; it’s that simple. You get 

a little band from a little town, like Nirvana 

was, and a little buzz erupts. Suddenly, bang'. 

One publisher and one label at one gig snow¬ 

balls into a feeding frenzy, and all this before 

a band has done more than a handful of 

shows. The biggest difference between then 

and now, if you’re talking about little baby 

bands, is that it’s harder to find stuff under 

everyone’s noses. Everybody knows every¬ 

thing immediately.” 

So has the climate really changed that 

much? Back in the late ’80s, the key to a big 

contract was the almighty buzz, or “street 

talk,” which usually consisted of mentions in 

gossip columns and barroom scuttlebutt, 

which would catapult an act into the middle 

of a pitched battle for its services. Hasn’t his¬ 

tory repeated itself in that one success story 

(Nirvana) means deals for soundalikes, some 

that have succeeded (Bush) and many more 

that have not? Going further back, to the mid-

’70s, the London Times tried to diffuse the Sex 

Pistols phenomenon by suggesting that the 

“same three-chord assault is just repackaged 

over and over to a new generation.” 

Wrong. The landscape has changed, and 

it’s the bands that have made the difference. 

“It’s almost like there’s a script that the 

bands and the A&R men have when they 

get into conference,” jokes David Katz-

Nelson. The self-proclaimed “house 

lunatic” on the Warner Bros. 

A&R staff, Katz-Nelson is 

responsible for leading Flaming 

Lips, Mudhoney, and the Muffs 

to the label. “It’s like, Band: ‘We 

will never sell out. We demand 

total artistic freedom.’ A&R 

Man: ‘And you’ll get it! We’re an 

artist-oriented label. We’ll never 

make you do anything you don’t 

wanna do!’ Band: ‘We don’t want 

to be perceived as capitalist pigs. 

We have to take total control!’ At 

that point, the label balks a little, 

but that’s because no one ever 

gets total anything.” 

Well, you can’t always get what 

you want—and sometimes, notes 

Rusty Harmon, that’s a good thing. “I wish 

bands wouldn’t go out and beat their man¬ 

agers to get the labels to give them all this 

money up front,” he says. “You don’t need to 

go further into debt. If you need all this 

money for tour support, maybe you’re not 

ready for a major label. Bands will sell their 

soul to get signed and then hope they’ll sell a 

million records. But for every band that does 

that, there are 400 that don’t. I think bands 

should be more concerned with the basics— 

making a good record, going on the road and 

building an audience, doing your own in¬ 

stores, radio .. . helping yourself. When you 

can prove your business sense—a knowledge 

of shipping, invoicing—that says something 

about your level of intelligence and about 

your motivation and foresight.” 

Janet Billig, manager of Nirvana and Hole, 

takes the latest trend in alternative signings 

with a grain of salt. “A bidding war is a curse 

for a band. It tears them apart and creates 
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incredible in-fighting within a group. God 

knows how many acts have collapsed under 

the pressure of label scrutiny. 

“The news media have made the whole 

A&R process seem sexy, like the A&R men 

are stars in their own right. It’s become like 

the fashion business, where the designers are 

as big as the models as names. But the bands 

are wiser to the mechanics of the industry. 

They’ll sit in a room and ramble on about 

‘recoupable advances,’ ‘creative control’ and 

the like—intimate details that you’d assume 

they were clueless about. They’re not so eas¬ 

ily manipulated by the labels because they’ve 

been doing their own releases and they know 

what they want.” 

Geffen’s Kates is more succinct: “Better 

that a band comes to a major having sold a lot 

of their own records and with a substantial 

following in multiple markets. They can call 

a lot of the shots at that point.” 

Even the National Academy for 

Recording Arts and Sciences (NARAS) has 

taken notice of this trend. Last year, NARAS 

changed its rules for Best New Artist 

Grammy Awards nominees, allowing eligi¬ 

bility for bands (such as Green Day, Hootie 

and the Blowfish and Alanis Morissette) 

who’d already released one or more records 

on their own prior to making their major 

label splash. 

Still, similarities between the good old 

days of A&R quasi-tyranny and the new 

school of liberated rockers linger. “You still 

get the same kind of silly press releases,” says 

Billig. “The kind that says things like, ‘We 

sold out Brownies [a Manhattan club] and 

there were ten labels there.’ I mean, how is 

that different from a metal band raving about 

a sold-out house at L’Amours [Brownies’ 

metalloid equivalent in Brooklyn]? Except 

that there’s this stigma about looking like 

you’re trying too hard, like you have to play 

it cool.” 

Scanning the horizon, Billig sees the busi¬ 

ness only getting more competitive. “Ten 

new labels next year, and with all these A&R 

men getting their own companies, that will 

only increase the bidding wars. That I’m not 

looking forward to. I mean, why should 

another 40-year-old decide what a 15-year-

old will buy, like they know? But for artists 

seeking deals, I have only one thing to say: 

Knowledge is power.” 'u' 
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incorporates the latest in sampling/ 
synthesizer technology with sophisticated 
auto accompaniment programming to creóte o 
real musical instrument that anyone can play 

HearThe Rembrandts and the N90 on their new 
CD titled “LP” on Warner-East/West 

You’re about to hear what two users are 
saying about the Stedman N90 

studio microphone... 
: • 

music sources—Songpac “ "albums", Cd's, 
Videos, even Laser Discs! 
If playing music has always been a dream 
of yours it's time to discover the secret 
that thousands of people have, it's time to 

discover THE KEY. 
This is the future 
of music.. 

This is THE KEY! 

“I love the N90 for vocals. It has something 
happening in the high end that I actually prefer 

over my expensive tube mies. ” 
Danny Wilde, The Rembrandts 

7 used to use 57’s to mike my AC 30. but the N90 
brings out so many more nuances, it’s incredible. ” 

Phil Solem, The Rembrandts 

Why Are Thousands Of People 
Who Never Played An Instrument In Their Lives, 

Spending s599 On THE KEY™? 

NOT A COURSE! NO LESSONS REQUIRED! 
Ihe Key unlocks the music in you. " 

If you like what you hear or see... 
Ask your dealer or call us today! 

1-800-873-0544 
ÇTFDMAN 4167 Dedman Dr JI L,l/lVIMIU Richland Ml49083 

corporation Phone 616-629-5930 • Fax 616-629-4149 



e 
racks that rock: what six bands 

use to stage that monster sound. 

Back in the old days, a show like 

White Zombie’s would have sent 

religious men running to the bible, 
prim and proper women to fainting and 

kids crying for more. Truth of the matter, 

the new days ain’t so far away from the old 

days, since that type of reputation has fol¬ 

lowed White Zombie from the beginning. 

Their latest tour, supporting Zombie’s sec¬ 

ond major-label release, Astro-Creep 2000: 

Songs of Love, Destruction and Other 

Synthetic Delusions of the Electric Head 

(Geffen), is an aural and visual feast com¬ 

bining all the best aspects of music with 

video and pyrotechnics. 

The big however here is that along with 

the whole cacophony of entertainment, 

there are supposed to be musicians on the 

stage strumming, pounding and grinding 

away on their instruments. Tour manager 

and sound man Ted Keedick laughs on 

the phone when asked for a laundry list of 

the equipment used during the band’s 

show. Singer Rob Zombie alone uses four 

different effect processors on his voice, 

drummer John Tempesta is playing to a 

click track so that a sequencer triggers the 

various samples at just the right moment 

(they are using a couple of Tascam DA-

88s to augment the acoustic and electric 
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GIVE THE ULTIMATE BOX SET 
(And You Could y/JM a Few Sox Sets!) 

A subscription to Musician Magazine is the perfect gift for everyone on your holiday list who 
is serious about their music. For the price of a single CD, you can give a full year of great 
artists, in-depth interviews, the best record reviews, new music products and a real behind-

'EIGH 

ATTENTION 
LAST MINUTE 
SHOPPERS! 
FOR HOLIDAY 
ORDERS, 
CALL NOW 

800-745-8922 

BOB DYLAN 
Biograph (Columbia) 
The boxed set that 
started it all! 53 
remastered tracks 
spanning the years 
1961-1981. Includes 
21 never-before-
released recordings 
and 36-page booklet 
featuring rare photos 
and exclusive Dylan 
interview annotating 
the collection. 

VELVET UNDERGROUND 
Peel Slowly and See 
(A&M) The long-
awaited 5 CD box 
from the legendary 
Veh et Underground. 
74 digitally remastered 
tracks featuring 25 
previously unreleased 
recordings. Deluxe 
package includes 
peelable banana and 
88 page book with 
essay, photos, credits. 

ELVIS COSTELLO 
2 1 /2 Years 
(Rykodisc) Contains 
E( /s groundbreaking 
first three albums (all 
digitally remastered 
with bonus material 
galore) plus the siz¬ 
zling Live at The El 
Mot ambo CD. “2 1/2 
Years is, track for 
devastating track, an 
unstoppable work of 
ge n i us. "—N ewsday. 

You’ll automatically 
be eligible to win a 
portable CD player 
and a set of five 
essential box sets for 
you and everyone on 
your Musician gift 
list. 

JOHI COLTRANE 
The Heavyweight 
Champion (Rhino/ 
Atlantic) The jazz box 
set of the year—this 
amazing 7-CD collec¬ 
tion chronicles the 
entire Atlantic output 
(including posthumous 
releases) of this jazz 
legend, completely 
remastered. Features 
75 minutes of unre¬ 
leased outtakes. 

STEVE WINWOOD 
The Finer Things 
(Island) This defini¬ 
tive collection spans 
three decades, featur¬ 
ing 63 digitally-remas¬ 
tered classics from 
the Spencer Davis 
Group, Traf lie, Blind 
Faith, Winwood’s solo 
LPs and more. 
Includes rare and pre¬ 
viously unreleased 
recordings. 

the-scenes look at today’s music. 
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drum tones) and, according to his tech, 

guitarist J. Yuenger keeps his effects 

“behind a black curtain.” Fortunately, 

bass player Sean Yseult plays it straight, 

using only an Ampeg SVT II, Morley 

Fuzz Wah pedal and an Ibanez Tube 

Screamer for distortion. 

While the Zombie ’s storming around on 

its shanty-like stage (they’ve been collect¬ 

ing things from each stop and adding them 

to the set), Keedick is the man who triggers 

a variety of samples that augment the tunes 

from the band’s latest album. He uses a 

rackmounted Kurzweil K2000 sampler 

and triggers it through a keyboard at the 

front of the house. Keedick’s quick to 

point out that this is not some Milli Vanilli 

arrangement. “Nobody’s faking anything, 

but we do use some technology on stage 

for samples and extra percussive things.” 

Ah, the simplicity of rock ’n’ roll. 

—David John Farinella 

WHITE ZOMBIE 
Microphones: Samson UR-5 

UHF Broadcast System with Audix 5 hand-held 

mike. Effects: Yamaha SPX900 units for reverb 

& delay. Eventide H3500 harmonizer for voice 

doubling & quadrupling, Lexicon 224XL for 

additional reverb. 

fl Guitars: Ibanez Iceman, two 

custom Schecters (copies of Teisco Del Reys; 

one is a hard tail, the other a Floyd Rose), one 

Robin Warlock. Strings: Dean Markley Blue 

Steels. Effects: Zoom chorus, Ibanez Tube 

Screamer, Rocktron Intellifex, MXR Phase 100, 

various “secret" modules. Amplification: 

Randall Century 200. Mesa/Boogie Triple 

Rectifier. Speakers: three Randall Jaguar cabi¬ 

nets loaded with 50-watt speakers & two 

Boogie cabinets per side. Yuenger also uses a 

Nady wireless system. 

Q Bass: Ibanez Iceman. Strings: 

Dean Markley Blue Steels. Effects: Morley Fuzz 

Wah, Ibanez Tube Screamer. Amplification: 

Ampeg SVT II. 

Drums: custom Tama kit. 

Cymbals: Zildjian. 

Microphones. Drums: Electro-Voice RE20s 

on kick drums, EV 408s on snare & tom, Shure 

SM57s on snare bottoms. AKG 452s on over¬ 

heads, rides & hi-hats. Guitars: SM57 and 

direct line from Marshall JMP-1 preamp, which 

is used as a cabinet simulator only. Board: 

Yamaha PM 4000 (44 mono inputs. 8 stereo 

inputs, 60 channels). 

Being a three-piece pretty simple 

moronic rock band, there’s not much 

to it. We just kinda plug in and go,” 

says Peter Sjöstedt, guitarist and singer for 

the L.A.-based punk o’ the day band, Ape 

Hangers. Though we’re talking about their 

live music setup, we could just as easily be 

talking about their studio setup or their 

rehearsal setup or any other setup you’d find 

the Ape Hangers around. Not only did they 

tour the club scene without any type of sup¬ 

port staff, they recorded their debut album, 

Ultrasounds (A&M), for about $3000. 

So we’re not talking about racks and racks 

of effects, we’re talking about a guitar, a bass 

and a drum kit at maximum volume. 

Sjöstedt, who only relies on an Ibanez Tube 

Screamer for his Mosrite, says of his setup, “I 

plug straight into a mid-’80s Marshall Super 

Lead and I go through two 4x12 4" bottoms. 

I turn it all the funkin’ way up and go-go-

go.” Bass player Bob Kiah plays a Gibson T-

Bird through an old SVT amp and drummer 

Dennis McCarthy plays a blue sparkle 

Rogers kit with Zildjian cymbals and a rotat¬ 

ing set of snare drums that includes the 

names Gretsch, Ludwig and Rogers. 

Throughout their club tour they’ve relied 

on the house PA, which has been both good 

and bad. One of the worst experiences 

Sjöstedt recalls is the night they played at the 

Whiskey in Los Angeles. “It’s supposed to 

have a NASA-equipped system, but not the 
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Two Classic Open-Aire Marvels 
of German Engineering 

They're both durable and a great value, but the ultra-lightweight HD 414 headphone features 

added comfort and incredible sound. The world's most popular headphone, the HD 414, 

is available again (for a limited time) to celebrate our 50th anniversary. 

Own a classic that doesn't need a garage! 

JUST LISTEN 

HD 414 
HEADPHONES 

□Tl SENNHEISER 
If you need help getting your hands on the HD 414, just give us a call: 
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night we played.” The best was a small a three-piece and it’s not really too difficult 

(20x40) all-brick room downstairs at the 930 to grasp, the sound guys usually get a good 

Club in Washington, DC. “Being that we’re idea,” he says. 

APE HANGERS 
í Guitar: Mosrite. Effects & 

amplification: Ibanez Tube Screamer into a 

Marshall 100-watt Super Lead with two 4x12 4" 

bottoms. Strings: D'Addario, .011 gauge. 

Bass: Gibson Thunderbird. 

Amplification: an old Ampeg SVT. Strings: D'Ad¬ 

dario. 

Drums: Rogers kit with 

Gretsch. Ludwig & Rogers snares. Cymbals: Zitd-

jian. 

Although the Ape Hangers don't travel with 

microphones, nine times out of ten they use 

Shure SM58s. 

Which gives you a clue of what their 

sound is like: fast and loud, but not too hard¬ 

core. Sjöstedt prefers to call it Ramones-

esque. Suffice it to say that this is not a finesse 

band, so their sonic rawness on-stage is just 

right.—David]ohn Farinella 

polara 
I cultivate mutations,” says Polara’s Ed Ackerson with some pride. The song-

writer/vocalist/guitarist of the 

Minneapolis-based quartet displays a 

knack for craftily mixing up pop pleasures 

and sonic textures on the band’s self-titled 

debut alburn (Clean), but in live settings 

those pleasures and textures can be as 

much a surprise to him as to anybody else. 

“It’s very important to allow random 

things to happen in the music,” he 

explains. “Not mistakes per se. But it’s 

important not to be too rigid. In Polara, 

accidents happen continually when we 

play, and it’s one of the main things that 

keeps us excited about the music. We court 

the accidental.” 

A multi-instrumentalist when Polara 

records, Ackerson sticks with guitar on 

stage. But his “happy accidents” philoso¬ 

phy gives him a musical range that extends 

beyond his six strings. “Everything 

onstage is an instrument—that’s kind of 

the way I look at it. The amplifiers and the 

pedals and whatever processing we’re 

using—it’s all stuff that gets played. In cer¬ 

tain ways I feel like the amps are more 

important than the guitars. A lot of what 

we do is based around feedback, and as a 

consequence I’ve gotten pretty good at 

getting properly controlled uncontrolled 

sounds, which is more about playing the 

amp than the guitar.” 

Some may consider feedback fests to be 

the last refuge of the technique-less, but 

that’s not the case with Ackerson. “I spent 

a lot of time when I started out trying to 

get ‘good’ as a musician, which I thought 

meant pure chops. But I got bored with it. 

The thing I find most interesting at this 

point is combinations of harmonics. When 

we’re having a good show, it’s like the 

whole stage is singing. There’s this lump of 

harmonics that move with the chords of 

the song. That’s when I feel like we’re real¬ 

ly happening.” 

Though Ackerson uses a slew of odd¬ 

ball “toys”—vintage effects, analog synths, 

doctored instruments—to get his sounds 
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to happen in the studio, he’s turned to 

more typical gear as the band tours more 

extensively. “I’ve been moving away from 

using the more esoteric devices on stage— 

mainly so that I can replace things when 

they break. But I’m also pretty much con¬ 

tinuously experimenting with my sound. 

Settings and effects are always shifting 

around. I also like to run delay loops—and 

catching those things just right is a little 

tricky live, so the sound always winds up 

being a little different.” 

Ackerson considers himself lucky to be 

surrounded onstage by players whose 

approach is equally adventurous. “Everyone 

in the band has the will to do things that 

sound odd. We’re always looking for ways 

not to be ordinary.”—Chuck Crisafulli 

Jennifer Jurgen' Ed Ackerson. 
POLARA 

Guitar: Gibson ’68 SG Guitars: Fender '62 Jaguar 
(Sonic Blue). ’65 Jaguar (Candy Apple Red). '66 
Jaguar (Fiesta Red). Gibson '65 Firebird III. 
Strings: GHS Boomers (.010). Picks: 1mm 
Dunlop. 
Effects pedals: ProCo Rat, Electro-Harmonix Big 
Muff, Vox wah, DigiTech Whammy, Prescription 
Electronics Experience, MXR Phase 90. MXR Blue 
Box. MXR Dynacomp, Boss Trem-Pan. 
Rack effects: Delta Lab ADM 256, Lexicon Alex, 
Lexicon Vortex. Lexicon Jam Man. 
Amplification: Hiwatt '73 100-watt half-stack, 
Orange Overdrive '95 80 half-stack. Vox '94 AC30 
combo. Marshall '89 JTM 454 combo. 
Sampler: Roland RS I. 

Standard. 
Strings: GHS Nickel Rockers (.010). 
Effects pedals: ProCo Rat. Electro-Harmonix Big 
Muff, MXR Dynacomp. MXR Phase 90. 
Keyboards: Roland 020. Multivox Dual Oscillator. 
Crumar Toccata organ. Korg PolySix. 
Amplification: Fender Twin Reverb reissue ('93). 

Bass: Fender Jazz (’62), Fender 
Precision C68), Rickenbacker 4001 ('73). 
Strings: Rotosound roundwound medium. 
Effects: Electro-Harmonix Big Muff. Dunlop 
Tremolo, Dunlop Bass Wah. 
Amplification: Trace Elliot heads, Ampeg SVT. 

Drums: Ludwig Vistalites & 
udwig Super Classics. Heads: Remo Emperor & 

Ambassador. 
Cymbals: Zildjian K. 
Pedals & hardware: DW. 

rusted 
root 
H

ere’s a head scratcher: How do you 

mike a gourd so that its true sound 

gets to the audience? Well, scratch 

no more, because according to Turk, who 

runs sound for the percussion-oriented 

band Rusted Root, the best thing to do is 

nothing. “I leave it alone,” he says. “I just 

make sure everything is in its place and 

proper.” Yep, you heard right—no mike. 

But since we’re talking about a band that 

can feature as many as six players at a 

time on percussion, you figure that Turk 

(his real name is Don Shell) knows what 

he’s doing. 

Turk’s simple approach to miking, or 

non-miking, is a perfect example of Rusted 

Root’s aesthetic philosophy: Let the music 

speak, not the gear. Michael Glabicki, lead 

singer and guitarist, says, “I think the most 

important thing to good sound is to make 

it as transparent as possible. As opposed to 

digging the technical aspect, you gotta dig 

what’s cornin’ through the musician.” 

That’s not to say that the band doesn’t 

mess with equipment at all. 

In fact, Glabicki has fiddled 

with his guitar system con¬ 

siderably. He’s running his 

array of acoustics through 

five Pendulum SPS-1 stereo 

preamps simultaneously; 

with two different pickups 

per guitar, that gives him the 

ability to choose between 25 

different settings or to mute 

the channel altogether. The 

outputs from the Pendulums run through 

a modified Mackie 1604 so Glabicki can 

group the signals and send them to the 

main board without putting an equalizer 

on them. This setup makes for maximum 

versatility, allowing him to switch in an 

instant from an in-your-face Latin sound 

to a strummy Johnny Cash tone. 

In the end, of course, it still comes down 

to the music. “When we get too cerebral 

with what we’re doing, the feeling 

becomes unclear,” Glabicki says. “I think 

there’s a whole Zen aspect to it.” And 

nowhere is that aspect more present than 

in Rusted Root’s way of miking a gourd: 

They let it be a gourd. 

—David John Farinella 
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The EON PRO-AUDIO SYSTEM is unlike any other 

system you've ever cranked. As a made-to-match 

With a special built-in Thermocaster Heat 

Management System™, EON actually works better 

system, all EON components 

are built to work together 

harmoniously. Even when 

used with wild abandon. 

when pushed. A heat dissipating 

aluminum baffle and tuned 

ports combine to draw heat away 

from the internal components, 

The first pro-audio system des 
The bi-amped powered 

speakers give the system 

balance by distributing just 

the right amount of power 

making it nearly impossible 

to blow a speaker. 

For flexibility, the EON 

speakers are built to work as both 

to the high and low frequency drivers. This 

feature is designed to eliminate the risk of 

power compression and distortion. So even 

when the bass is pounding and the high 

frequency horn is screaming at full tilt, the 

sound is crisp, clear and uncolored. 

And while most systems threaten to 

melt down under extreme pressure, the EON 

powered speakers stay amazingly cool. 

upright speakers and tilted monitors. And being light¬ 

weight, they're remarkably easy to carry. So you 

can transport the system to a gig without worrying 

about putting a permanent tilt in your back. 

In fact, going full tilt is why we designed the EON 

line the way we did. It’s easy to carry. Simple to set 

up. And a pleasure to use. Because EON allows you 

to do what no other system can — put all your energy 

where it belongs, into your performance. EON 
JBL 

H A Harman International Company 

S 0 II I II T II I T C I li HIES 

JBL Professional. 8500 Balboa Blvd.. Northridge, CA 01329 
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RUSTED ROOT 
Guitars: Ibanez PF 30. Guild Jumbo JF 30, Yamaha 

FG411 & Guild Jumbo JF 68 12-strings, Alvarez AY 20, Guild D25; each guitar 

has one Sunrise pickup & one L.R. Baggs pickup. Strings: Martin lights. 

Effects: Ensoniq DP/2 parallel effects processor, dbx 166A compressor lim¬ 

iter. Amplification: Mackie CR 1604 16-channel mixer, five Pendulum SPS-1 

stereo preamps with footswitches, Furman 20-amp Pro Series power condi¬ 

tioner, Furman PL-Plus power conditioner, Hafler P 3000 Tran Nova power amp, 

Stewart PA 200 & PA 1000 power amps, two Dedalus speaker cabinets, two 

Ampeg SVT 50DL speaker cabinets. 

Guitars: Guild 04 ENT acoustic. Guild SF-4 electric. Strings: 

Martin mediums. Amplification: Trace Elliot acoustic, Fender M-80. Also Latin 

Percussion bongos, Gibson mandolin, doumbeks, flute, pennywhistle, tam¬ 

bourine. 

Bass: Tobias five-string. Amplification: Trace Elliot AH600 

SMX, Trace Elliot 1818T & 1048T cabinets. Strings: GHS Boomers. Tuner: 

Korg DT-1 Pro. 

Drums: Yamaha kit (blue), with 10" rack tom. 24" kick with 

pinstripe head. 16" floor tom with RIMS mounting system, 14“ DW snare. 

Remo Ambassador batter heads, DW 5000 pedal, Zildjian Super 5A sticks with 

nylon tip. Cymbals: Zildjian, Sabían & Paiste. Throne: Roc N Soc. 

Drums: 13"xl3" Drum Workshop tom. 15" African 

Percussion djembe, three LP congas (Patato Fiberglass), two ll3/«" & one 

123/4" with Remo plastic heads, Jag From Boston talking drums, Jag Drum 

talking djembe. Indian tablas. Cymbals: Zildjian A Custom 15” crash, Zildjian 

China Boy 20" swish, Zildjian China Boy 12" splash. Hand Percussion: two 

basket shakers, Latin Percussion fisheye tambourine, two metal shakers 

(medium & high), medium & high African log drums, extensive Latin 

Percussion gear, including wind chimes, rackmounted fisheye tambourine, 

rackmounted triple cowbell, salsa cowbell, plastic rackmounted woodblocks, 

jingle stick, red bead shakeree & table. Rhythm Tech agogo bells, Strand goat 

hoof shaker. 

Sunnyland washboard w/ two spoons & one bottle opener, two 

pennywhistles. Latin Percussion cowbell, bamboo shaker, güiro, talking drum, 

custom agogo bells, True Colors tambourine, shakeree, two tiny gourds. 

A
s Dweezil Zappa prepares to tour 

in support of Music for Pets 

(Zappa Records)— the second 

album from he and his brother Ahmet’s 

band Z— he’s discovering that the sounds 

he wants are frequently being produced 

by his feet. After Z’s 1993 debut. 
Shampoohorn, Dweezil played live with 

an army of guitars and a fairly elaborate 

MIDI system, but these days he’s finding 

greater satisfaction with a few axes and a 

plethora of pedal effects. 

“My rack’s smaller but my pedalboard’s 

twice as large,” he chuckles. “I used to use 

a lot more MIDI, but now I’ve just got one 

controller and a lot of stompboxes. It’s still 

a little tricky stepping down in the right 

place at the right time, but I feel more in control of my sounds. I used to have a lot 

of funny, non-functional guitar noises.” 

With his “two rigs in one” system—a 

chain of effects units that splits into two 

discreet signal paths to separate additional 

effects and separate amps—Zappa some¬ 

times uses a slight delay on one side of the 

rig to produce the coveted “backward 

sucked-out sound.” And though Z’s 

newest tunes are shorter and slightly less 

complex than the batch that appeared on 

Shampoohorn, during shows Dweezil still 

has a few moments of extended improvisa¬ 

tion to play with. “That’s where I get to 

step on the most buttons. But I try to start 

with a cleaner sound and give the guitar a 

chance to breathe before getting into the 

goofier sounds.” 

Dweezil’s setup has one family heir¬ 

loom. “I’ve got one effect from my dad’s 

old rack. He told me it was an Oberheim, 

and it’s called a Sample and Hold. It’s a lit¬ 

tle white stompbox, basically a voltage-

controlled filter. It creates its own rhythms 

with your sound, and it seems to bubble 

and squeak randomly. Using that at the 

right moment is always a pleasure.” 

Z’s most unpredictable sound generator, 

however, is still brother Ahmet. “He’s a 

loose cannon,” sighs Dweezil. “He still 

talks about his anus on stage whenever he 

can. And it’s still my job to try to quiet him 

down when he gets too repulsive.” 

—Chuck Crisafulli 
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Mike Keneally. 

■ 

DWEEZIL ZAPPA 
Guitar: Ibanez Iceman, two custom-built Hamer Explorer style 
Telecaster, all with P100 pickups. Strings: Ernie Ball Light Toj 
.010-.046. Effects: DigiTech Whammy, Dunlop wah 
Octave. Mu-Tron 3. Octavia, MXR Phase 30. Arion chon 
split into two paths, with channel one through Stac 
and Hold. & Chandler delay into Peavey Classic 1 
cabinet: channel two through ADA TFX4, ( 
Bender and MXR Blue Box. Electro Harmonix 
Zoom Choir into 1x15 Peavey Delta Blues a 

Eric Clapl 
'52 reissue Telecaster 

is: Boss FV 300L 
ular Effects 

Bryan Beller. 

Joe Travers. 

brooklyn 
funk es¬ 
sentials 
W

hen New York’s Brooklyn 

Funk Essentials hit a stage, 

audiences are treated to a 

mighty spectacle of groove. The supreme¬ 

ly fat musical foundation laid down by the 

band’s rhythm section is topped by 

swirling keyboards, a pumping horn sec¬ 

tion, a scratching DJ and a shifting cast of 

singers, rappers and poets. So it’s a little 

odd to learn that the band’s grand funk 

began life as a one-man studio project. 

“A few years ago I decided I’d only 

work in the studio,” says bassist/band-

leader Lati Kronlund. “I didn’t want to 

worry about touring and carrying things 

around and making phone calls for 

rehearsals. Now I’m on stage with 13 

people. Yeah, it’s weird. But this is the 

music I always dreamed of making. Every 

time we soundcheck, we explode into 

some kind of jam that has us all saying, 

Latí Kronlund. 
Etienne Stadwijk. 

Yancy Drew 

Paul Shapiro. 

Joshua Roseman. 

BROOKLYN FUNK ESSENTIALS 
Bass: Fender Jazz. Effects: Novation Bass Station. 

Korn 

Soprano sax: Yanagifawa. Hute: 

Bach 42B with 5G Megafone 

Bach-Stradivarius. Flugelhorn: 

tuntables. 

¡Sion: 11" quinto conga, 13” tumba conga. 
(12" & 13"). toys tree. Sticks: Vic Firth 

& sound modules: Roland JV-80. 
Micro Piano. Roland Sound Canvas. 

E. J. Rodriguez 

Bob Brockman. 

DJ Jazzy Nice. 

17 wah/volume. Dunlop Crybaby wah. Amplification: 
JC120 stage amp. 

intage Ludwig five-piece kit. with 22" kick & 
X14" snare. 12” rack tom & two 13" rack
system, 14" floor tom. Cymbals: Zildjian. 

‘Wow. This all right.’” 

Kronlund began piec¬ 

ing that music together in 

1993 during down time at 

Arthur Baker’s studio, 

where he was working as 

an arranger and program¬ 

mer on an Al Green 

album. He played almost 

everything himself on 

early demos, but as he 

called in friends to con¬ 

tribute to his work, a 

band vibe began to blos¬ 

som. By early ’94, BFE’s 

sizable lineup had 

become a major draw on 

the NY club scene. Signed by RCA, their 

debut album was released last August. 

Though the record makes extensive and 

creative use of samples, every sound they 

make in concert is 100 percent live. “This 

is a band of good listeners,” says 

Kronlund. “And the interplay between us 

is probably the best part of our show. 

Machines are not good listeners, and it 

would be restraining to let one be in charge 

on stage.” 

He does reluctantly count on a touch of 

high-tech to achieve the classic funk key¬ 

board sounds— Clavinet, Fender Rhodes, 

Hammond B-3— that are often the meat of 

the tunes. “I’m not totally happy that our 

Rhodes sound comes from a Korg Ml, but 

we just can’t carry everything we want 

with us,” he explains. “Our backs couldn’t 

handle it.”— Chuck Crisafulli 
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o matter where you are in your music and songwriting career, you can use a 

Portastudio™ Whether you’re an experienced engineer or just getting started. TASCAM 

Portastudios let you easily record, overdub and mixdown high quality demos or live 

recordings. In fact. TASCAM Portastudios are the highest quality, most reliable, greatest 

sounding, and best value in cassette multitrack recording After all. what else would you 

expect from the company that invented cassette multitracks? And there are plenty to 

choose from — check them out and choose the Portastudio that's right for you 

The f Q Ministudio™ 

You'll want this one if you're looking for an economical musical 

notepad A great 4-track for those just getting into multitrack recording 

Perfect for players, students, teachers or anyone looking to improve their playing and 

songwriting. Weighing less than three pounds and costing less than a good cassette deck 

or CD player, the Porta03 is easy to use — right out of the box. You'll have a blast over¬ 

dubbing. mixing down and organizing all your musical ideas on tape Choose the 

Porta03 and capture your music. Call FaxBack document # 1700* | msrp $319. | 

Besides all that, it sounds incredible So if you're serious about writing and recording 

songs or making demo tapes, the 424 is an incredible value Choose the 424 and let 

your creativity run wild Call FaxBack document #\73Q* |msrp $739.| 

This top-of-the-line 4-track 

Portastudio™ is for players and engineers 

looking to take their recording and songwriting skills to 

the next level. If you've got high quality microphones, several guitars/basses, or have 

tons of MIDI gear, you'll appreciate the 464 s 12-input mixer Complete with XLR 

connectors, insert points, two stereo inputs, two effects sends, and a 3-band equalizer 

with mid-range sweep, the 464 has the features you’d find in a professional recording 

console. If you’re aiming for that recording contract or need to make a killer demo for 

your next gig. the 464 delivers the best. Its two-speed transport and dbx noise reduc¬ 

tion gives you superior quality recordings and mixdowns The 464 can record on all 4 

tracks simultaneously and features advanced transport control, like auto punch-in/out. 

memory locations and repeat capability This speeds up the recording and mixdown 

Ministudio™ 

The Porta07 is virtually a 

laptop portable recording studio Four tracks with a 4-input 

mixer, you’ll get better sounding tapes because the Porta07 

records at high speed, has dbx noise reduction and features 

individual EQ controls on each channel Also incredibly 

lightweight, the Porta07 is great for taking on the road, yet 

it's packed with enough features to make it an ideal home 

studio You can add effects units, get more than 4-tracks 

by bouncing tracks, plus MIDI musicians can even add live 

stereo "virtual" tracks from the synth to the final mix using 

the Porta07’s stereo sub-mix" input As a musical sketch pad, 

IT'S EASY TO 

CHOOSE THE 

1^-1 E 

THAT'S RIGHT 

FOR YOU 

process — important if you have a lot of songs to do in a 

short period of time Call FaxBack Document » 1750* | msrp $ 1049, | 

The^œ^n «Ni 

Sometimes 4-tracks 

are not enough This 

is the kingpin of all 

Portastudios It's 

the only 8-track 

Portastudio™ and it features the latest generation transport 

and head technology yielding the best sounding 8-track 

recordings A great portastudio for the MIDI musician or 

anyone with lots of gear looking to create more complex 

songs or soundtracks The sound is amazing That's because 

the Porta07 offers much more without breaking the bank. Call FaxBack document #1710* 

I msrp $529.1 

Some call the 424 the guitar players' 

Portastudio™. That's because it has three record 

speeds A slow speed for playing back guitar licks super slow, making them a cinch to 

figure out. and a high speed for getting the best sound. The truth is, any musician will 

like the 424's soft-touch solenoid controls, auto locator function and other automatic 

features A truly expandable Portastudio, the 424 has an 8-input mixer and includes 

stereo inputs for drum machines, keyboards or effects Plus, SYNC jacks for syncing 

MIDI gear to tape It’s also great for live gigs because it records on all 4 tracks at once. 

the 488 mkII actually outperforms the original 8-track reel-to-reel decks It has all the 

features of the other Portastudios, plus it adds pro-studio stuff Like phantom-powered 

XLR inputs for using high quality microphones, sweepable mid-range EQs and two 

effects sends on each channel, and a sophisticated monitoring matrix giving you 

complete control of what you hear during recording and mixdown You won’t find any 

limitations with this Portastudio. So, if you’ve outgrown your 4-track or want to jump 

right in to serious multitracking, the 488 mkII is an incredible buy! Call FaxBack Document 

#1770* I msrp $1899 | 

Now that you’ve narrowed it down to one or two Portastudios, if you still want more 

information, call TASCAM FaxBack for complete details and specifications Then get 

to your dealer and pick up your new Portastudio And start recording all those songs 

you’ve been meaning to get to! 

‘ Complete information, specifications, feature lists and diagrams of all these 
Portastudos are available via fax using TASCAM FaxBack Call 800-827-2268. 
reference the FaxBack number of the model(s) you’re interested in. and you’ll 
quickly have all the information you need to make the right Portastudio'“ decision 

TASCAM 
Take advantage of our experience 

© 1995 TEAC America. Inc. 7733 Telegraph Road. Montebello. CA 90640 (213) 726-0303 TEAC CANADA LTD., 340 Brunel Road, Mississauga. Ontario L4Z 2C2 Canada (905) 890-8008 



fast forwai 
1 prs carlos santana 
Carlos Santana's been playing a Paul Reed 

Smith for years, and now, at long last, his model 

is available to all (for $6000). A 24-fret 

mahogany neck with rosewood fingerboard, 

maple top and mahogany back are responsible 

for the warm tone, while the rippled abalone 

bird inlays and OM symbol on the truss rod 

cover ensure that it doesn't look half bad either. 

It only comes in Santana yellow, but what other 

color would you really want? 

File Edit Transform 

2 supra simple 
internet 
These days, more and more people are itching 

to investigate the mysteries of the 'Net, includ¬ 

ing musicians. (We assume they're people too.) 

Supra makes the going easier for all with 

Supra Simple Internet, a com-

Msh -

should 

need to get on. A V. 1-1 28.800 bps 

fnxmoclem. Supro Mosaic Internet 

a CD ROM tuton.i 

the mam. but not the only, indu-

sums. Price ranges from $179 to 

$210 (internal and external modem 

prices vary). 

3 musicator audio ' 
software 
Musicator's Audio software ($399) combines 

digital audio recording, MIDI sequencing and 

music scoring in a single Windows program. 16 

audio tracks are instantly available; vocals and 

live instruments can be recorded directly to disk 

and synchronized to MIDI tracks. Musicator 

Audio's sequencer allows for easy editing of 

both MIDI data and notation, while its printed 

output will make any copyist look twice. 
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4 ADA flanger 
Not much to say about this one; it's simply a 

classic. ADA first brought out its flanger in 

1978, and the new reissue ($249.95) is still a 

wonder to audition. If you’re looking for bizarre 

metallic effects, chilling vibrato, or glorious 

sonic reproductions of passing jets, your search 

is herewith completed. 

5 yamaha QS300 
Yamaha bills its new QS300 ($1895) as a 

"music production synthesizer,” an appropriate 

term considering the very big productions you 

can devise with it. A 932-voice tone generator 

with 22 drum kits, three digital stereo effects 

sections, and an 86,000-note sequen¬ 

cer are notable in themselves. 

But the most intriguing 

feature of the QS300 

is a memory bank of 

100 musical styles and 

3093 phrases that can be called up 

and altered at will, perfect for songwriters who 

like to experiment. 

6 cad megamix 
M1600 
Having trouble getting that final mix of your demo 

just right? Consider the CAD MegaMix M1600, a 

disk-based 16-track automation system for 

Macintosh. The hardware component of the 

M1600 is a box of 16 voltage control amplifiers 

(VCAs), one for each track, that connects to both 

your mixing console and your Mac. The MegaMix 

software allows you to program and change 

mutes and fader moves independently, merge 

tracks, and combine sections of different mixes. 

All that control (and a transparent signal too) can 

be yours for $995. 

'indow Options Help 

i I.-IJH~lel Bjaa lit) -Il 
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Wavedrum, but 

» 
by mac randall 

Six-String 
Superbox 

O
ne of my most prized possessions 

is a 1963 Gibson Melody Maker 

electric 12-string. The store I 

bought it in ten years ago picked it 

up in rough shape, so they did some work 

on it, giving it a new black paint job and 

chrome pickguard. It’s still got the same 

SG body, though, and the same thin neck. 

And what a tone: perfect for engaging the 

overdrive and kicking into an old 

Zeppelin tune. I don’t think I could ever 

bear to part with it. 

Correction. I didn’t think so until I 

tried out the new Roland VG-8 guitar 

system. Now I’m thinking twice. You 

see, one of the first things I did when I 

plugged my Strat into the VG-8 was dial 

up a preset meant to duplicate the sound 

of a Les Paul going through a Marshall 

stack. The tone was crunchy and thick, 

with a suitably heavy bottom end. But I 

wasn’t satisfied. I kept thinking: What if 

that sound had 12 strings instead of 6? 

metal casing—other 

guitars (with 4, 5, 10 

and 12 strings), amps, 

effects, you name it. 

So what is the VG-8? It’s 

not a guitar synth, even 

though it’s driven by a guitar 

(electric 

six-string) 

guitar. Just 

about every¬ 

thing else you’d 

want is inside that 

synth pickup. It’s not an effects proces¬ 

sor, even though it looks like one. I guess 

you could say it’s the missing link 

between the two. The VG-8 reads the 

editor’s' 
pick 

So I simply pressed two buttons, turned 

one dial two notches to the right, and 

started strumming “Achilles Last Stand.” 

And there was my Melody Maker, recre¬ 

ated in such amazing detail that for sev¬ 

eral seconds I questioned whether I real¬ 

ly needed that old axe anymore. 

vibrations of guitar strings and turns 

them into sounds derived from computer 

models of instrument characteristics. The 

process Roland uses is called COSM, or 

been applied to the guitar. And the result 

is stunning. 

For proof, check out nearly any one of 

the 128 available patches. (The 64 in the 

The Roland VG-8 isn't a gu 
Plenty of guitarsts may ask themselves 

similar questions upon experiencing the 

VG-8. Don’t get me wrong; I’m not sug¬ 

gesting a big black box can take the place 

of your favorite instrument. But if you’d 

rather not haul that instrument around 

and expose it to the world’s dangers, this 

particular box can come in handy. If 

you’ve got the VG-8, you only need one 

Composite Object Sound Modeling, and 

it simulates the sonic qualities of every¬ 

thing from transistors to speakers, trans¬ 

formers, even the kind of finish on a 

given guitar; it can also fiddle with the 

vibrating strings’ harmonics to produce 

weird new synth sounds. The same type 

of technology has been employed by 

Yamaha’s VL synthesizers and Korg’s 

Preset bank can’t be erased or permanently 

changed, while the other 64 can; both 

banks are subdivided into two groups of 

32, labeled respectively A and B.) From an 

open-D-tuned swamp tone to a bright 

Rickenbacker 12-string, the realism of the 

guitar sounds is outstanding. The bass 

sounds, including simulations of Chris 

Squire, Stanley Clarke, Jack Bruce and oth 
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ment, alter your vibrato, play above the 

fretboard—it’ll give you back exactly 

what you’ve done. Tracking, such a buga¬ 

boo with effects processors and guitar 

synths, is a non-issue here. That said, I 

did notice that certain harmonics, partic¬ 

ularly on low strings over the 5th or 7th 

fret, can make the VG-8 wack out mo¬ 

mentarily if you pluck them real 

hard. The boingy sound it creates 

in such cases is actually quite 

enjoyable, but it’s not always 

wanted, so be gentle. 

If you’re not knocked 

out by every single 

patch as is, no prob¬ 

lem—change ’em. 

And here’s 

where this 

unit’s power 

really 

shows. 

Press the 

Instrument button on 

the bottom row of the VG-8’s 

Patch Edit section, and get your jaw 

ready for a drop. For most patches, the 

Instrument menu lets you choose 

between five different types of amplifica¬ 

tion (including DI), three different speak¬ 

ers, three mike types and positions, and 

four pickup types. One of those four 

pickup settings can be custom designed: 

ers, are monstrous. And the synth patches, 

largely futuristic interpretations of wind 

instruments, are loads of fun. Particularly 

cool are the hybrid patches, like that 

strange cross between a Strat and a 

Hammond B-3; it had me laughing deri¬ 

sively at first, but I kept coming back to it. 

Select single-coils, humbuckers or piezos, 

move them anywhere from the bridge to 

the 12th fret, put them in or out of phase, 

and angle them as you wish (you could 

conceivably have the first magnet at the 

bridge and the sixth on the fretboard). 

There’s also a pitch shifter, which allows 

synth. It's way better. 
Two modified 12-strings similarly caught 

my fancy. Both double the bottom two 

strings with notes an octave below; the 

first doubles the top four with notes a fifth 

above, while the second doubles them with 

notes a thirteenth above. I believe “shim¬ 

mering” is the appropriate word. 

In every case, the VG-8’s sensitivity is 

remarkable. Pick anywhere on the instru-

you to program alternate tunings (that’s 

how I turned a Les Paul into a 12-string). 

The next button over puts you into the 

Effects menu, where you can select and 

alter the settings of modulation (chorus, 

flange, phase, tremolo), delay or reverb 

effects. The VG-8 presets often have 

effects programmed in and sometimes 

overdo it, but you can fix that fast. The 

nicest part of these menus are the simple 

icons displayed on the LCD screen; I 

found the “Amp” one especially cute. 

Once you’ve got your sound the way 

you want it, you can save it using any one 

of the 64 User patch slots. But remember, 

saving a new sound will erase the one 

that’s in that slot now, so either be sure 

you can’t stand the old one or buy a 

Roland memory card. (You can also dump 

the data to a MIDI library or sequencer.) 

With a couple extra footswitches, you can 

set the VG-8 up for editing with your 

feet—nice for live work. 

My use of these editing features has 

taken me down some ugly paths, but the 

VG-8 has come through nearly every 

time. I didn’t think it could turn a normal 

Strat sound into a complete wall of sludge 

and still allow me to play recognizable 

minor-9th chords; it did. I didn’t believe 

moving two out-of-phase humbuckers 

right next to each other would sound 

much different from their normal posi¬ 

tion; it did. The VG-8 has disappointed in 

only two ways. First, my search for the 

perfect Robert Fripp lead sound has been 

fruitless; one patch got me the basic tone 

and sustain, but bending up to high notes 

brought in shortwave radio-style frequen¬ 

cies. Second, several patches feature a thin 

layer of unpleasant distortion; you can get 

rid of it, but finding an ultra-clean sound 

is tough. (In this respect, of course, the 

VG-8’s no different than most guitar 

amps. Plugged into my Dean Markley 

tube combo, it sounded perfectly nor¬ 

mal.) However, I get the feeling that with 

time and further knob-twiddling, these 

dilemmas may be resolved. 

If you want to use the VG-8, you’ll 

also need the Roland GK-2A pickup (an 

extra $275 over the VG-8’s $2695 list 

price). Fender, Godin and Ovation all 

make guitars with the GK-2A built in, 

but you can install it on any 6-string. 

Strats are easiest, Les Pauls will require a 

few of the provided pickup spacers, arch¬ 

tops are tougher and may have to be 

modified. Screwing the pickup in requires 

drilling holes in your instrument. If, like 

me, you shrink at the [cont’d on page 81] 
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Hot, New and Hi-Tech 
From AES '95, the gear you'll want in your 

studio in '96. 

by howard massey 

he message of the 1995 Audio 

Engineering Society convention in 

New York was clear: The conver¬ 

gence of the audio, computer and 

communications industries is inevitable. 

As yet, there’s still no clear idea how to 

pull off this grand merger. But so far, 

home project studios have been the main 

catalyst in merging the creative world of 

music making with the largely technical 

worlds of audio engineering and multime¬ 

dia production. Pro audio and software 

manufacturers are now targeting home 

recordists as never before. If this keeps 

up, a revolution in the production and 

distribution of music could be just around 

the dual advantage of not sounding bad 

and requiring no hardware for decom¬ 

pression), and heard the MIDI 

Manufacturers Association’s proposal for 

a “Multivoice Digital Audio Engine” 

standard merging MIDI and digital audio 

workstation technologies. 

As usual, though, the heaviest action 

was on the exhibit floor. Judging from the 

long lines at the demo room, Buzz of the 

from $299 to $359 each, can be added, 

each of which allows eight tracks of digi¬ 

tal audio to be input to and output from 

the console in all popular formats. Thus, a 

single 02R could bring in 32 tracks from a 

variety of tape-based or hard disk 

recorders. What’s more, optional cards 

allow multiple 02Rs to be cascaded or 

interfaced with analog multitracks. Unlike 

its smaller cousin, the ProMix 01, this is a 

mixer built for recording, with many 

high-level pro features: motorized faders, 

channel EQ and dynamics, eight aux 

sends, word clock and time code 

input/output for synching with other 

devices, and a large-screen LCD display. 

In short, this puppy can do a lot of what 

the big boys do, at a fraction of the cost— 

the same reasoning that sold so many 

ADATs and DA-88s. 

Speaking of AD AT Alesis proved 

the bend. 

The hottest topics at the AES work¬ 

shop and technical paper sessions were, 

Show award goes to Yamaha lor their 

02R mixer, which should be available at 

the beginning of ’96. This product could 

From top: Alesis' ADAT-XT, Yamaha's O2R 

digital mixer, Otari's UFC-24 universal 

format converter 

in rough order, multimedia, networking, 

and multimedia networking. In the 

“Professional Audio in an Interactive 

World” workshop, representatives from 

companies like Apple, Microsoft, and 

Electronic Arts debated the state of audio 

in multimedia (consensus: it sucks) and 

speculated on future developments 

(which presumably won’t suck) while 

trying not to leak proprietary informa¬ 

tion to their competitors. Attendees at 

the “Multimedia and Networking” ses¬ 

sion found out what new audio features 

have been added to Windows ’95 (not a 

lot), got information on how to route 

have enormous impact on 

home project studios— maybe 

as big as that of digital multi¬ 

track tape recorders like 

the Alesis ADAT and 

Tascam DA-88. The 

02R is a completely 

digital, complete¬ 

ly automated 

40-input, 8-

bus mixer

with a list price 

of $8699. (Previously, all-

digital multibus mixers ranged from 

$200,000 on up.) Up to four optional 

that they aren’t rest¬ 

ing on their laurels 

with the debut of 

their ADAT-XT. 

This is essentially a 

hot-rodded 

ADAT, with

improved transport 

controls (including 

much faster rewind/fast 

forward shuttling), built-in

synchronous functions 

(many of which were previ¬ 

ously available to ADAT own¬ 

interface cards, ranging MIDI messages over an Ethernet LAN 

(Local Area Network), caught a preview 

of the new proposed IMA 

(Interactive Multi¬ 

media Association) 

4:1 audio compression 

standard (which has 

ers only with the addition of the BRC 

controller), enhanced display, and heavier 

casing. Best of all, the ADAT-XT is com¬ 

pletely compatible with the existing 

ADAT, so it can be used to play back or 

overdub onto older ADAT tapes. List 

price of the ADAT-XT is $3459 (just 
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$500 more than the original ADAT), and 

it should be in stores now. 

Digital multitrack recorders like the 

ADAT have created such a large profit 

base that other manufacturers are quickly 

leaping into the fray. Alesis’s previously 

announced alliance with Fostex resulted 
in the RD-8 ADAT-compatible recorder; 

at AES, Fostex unveiled the second-gen¬ 

eration CX-8, which retains compatibility 

and adds many of the features provided 

by the Alesis ADAT-XT. The plot thick¬ 

ened further with the announcement at 

the show of the impending release of the 

Panasonic MDA-1 ADAT-compatible. 
The Tascam DA-88, which enjoys more 
popularity in the video post-production 

world than in the home project studio, is 

no longer the only player in its arena 

either; it now receives competition from 

Sony's DA-88-compatible PCM-800, 
first unleashed at the ’94 AES show. 

Eight-track, tape-based digital record¬ 

ing may be winning the popularity con¬ 

test, but hard-disk recording is by no 

means dead. In fact, many industry lead¬ 

ers forecast a shift in this direction in the 

months ahead, particularly as prices of 

storage devices continue to plummet. 

Which brings us to Akais new DR 16. 

The DR16 is significant not only because 

it provides 16 tracks of hard disk record¬ 

ing (as compared with the eight tracks 

provided by tape-based systems) but 

because it does so at a list price of $4995, 

including a built-in mixer but excluding a 

hard drive. Another new entry in this 

field is the Fostex DMT-8, which offers 

eight tracks of hard disk recording, 

including mixer and 540Mb internal hard 

drive, at a list price of $2795. And 

Yamaha’s CBX-D3, which requires a hard 

drive and a Mac or Windows computer 

plus appropriate software, provides four 

tracks of hard disk recording for an 

almost unbelievable $995. 

The current leader in hard disk record¬ 

ing, Digidesign, had lots of new 
announcements, including the anticipated 

word that future Pro Tools III hardware 

will be PCI-based. Their current hardware 

connects into Apple’s now-extinct NuBus 

slots; in order to soften the blow to exist¬ 

ing Pro Tools owners, the company has 

announced an exchange program. 

Digidesign also showed their soon-to-be-

released ProControl mixer (or “tactile con¬ 

trol surface,” as the jargonmeisters would 

have it), as well as a slew of new software 

“plug-ins” for Pro Tools, including a t.c. 
electronics reverb module, a Focusrite 
RED2 EQ module, and the Antares 
Spectral Shaping Tool, which not only can 

measure and calibrate your speakers but 

can also adjust their frequency response to 

emulate different listening environments, 

such as a car radio or TV speaker. 

Of course, if engineers have anything 

to say about it, the sound you hear will 

most likely pass through one or more sig¬ 

nal processors first, and there were quite a 

few new ones at the show. The 

Behringer Ultra-Curve provides 31-band 
digital graphic EQ, with built-in real time 

analyzer, limiter and noise gate, all under 

MIDI control, with a list price of just 

$899. The DigiTech Studio Quad com¬ 
bines four independent mono multi¬ 

effects processors (configurable to two 

stereo processors) in a single rack space 

for just $499. In a similar vein, the dbx 

1046 provides four channels of compres¬ 

sion at a list price of $549. 

On the software beat. Opcode's 

Studio Vision 3.0 stood out among new 

AES releases. Besides doing audio-to-

MIDI and MIDI-to-audio conversion 

(yes, you read that right), this baby adds 

many features normally found only in 

digital audio editors, such as time com¬ 

pression/expansion, pitch shift, and audio 

tempo adjustment. Also attracting atten¬ 

tion was SIA's Smaart software, which 
enables a full range of acoustical measure¬ 

ments to be taken with just a Windows 

computer and soundcard. 

Plenty of hip new products at AES 

fell into the “miscellaneous” category. 

These included Mackie's long-awaited 
Ultramix automation system, which adds 

up to 32 channels of automation to any 

mixer with channel inserts; the Samson 
MixPad9, a 9-channel mixer that literally 

fits into the palm of your hand; Peaveys 
Big MAQ/Little MAQ power amps with 

built-in graphic equalizer and feedback 

locating circuitry; the Fender PX-22160 

powered mixer (a compact unit that folds 

up into its own flight case); Rolands 

DIF-800 digital interface, which enables 

their DM-800 digital audio workstation 

to hook up to ADAT- [cont'd on page 84] 
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Sound Isolation Enclosures 

PRACTICE MAKES PERE ECT 

Includes: Stationary floor, fan-
powered ventilation system, and 

cable passage. 
Available in two sizes. 

Tel: 423-585-5827 Fax: 423-585-5831 

116 S. Sugar Hollow Rd. 
Morristown, TN 37813 USA 

RELEASE YOUR 
OWN CDs! 
300 CDs plus 
300 Cassettes 
with two-color inserts & chrome tape 

for only $2,390 

DISC MAKERS 



Gregg Rubin, Engineer 
After several platinum 
and gold CDs, and an 
Emmy, he has an ear 
for sound. 



SONY 

He listens. Half the year in the 

studio. The other half on the 

road as a live sound mixer. For 

Gregg Rubin the challenge is to 

capture the immediacy of music. 

After hundreds of live perfor¬ 

mances and countless hours in the 

studio, he knows what music really 

sounds like. What goes in his ear 

is what gets laid down on Sony 

Digital Audio Recording Media. 

"It doesn't matter if a perfor¬ 

mance is great if the tape 

you're recording it on, isn't. That's 

why I trust Sony DAT tape for my 

live and 2-track masters. In the 

studio, I prefer Sony DASH tape. 

It's so precise, and I can punch 

as many times as I want without 

compromising the quality of the 

recording. And for live multi¬ 

track recording, I've discovered 

the DARS series for 8mm MDMS 

— it's performed flawlessly. The 

bottom line is that I know every¬ 

thing I'm putting down is safe — 

so the sound I hear the day of the 

recording is exactly the sound 

I hear the day of the mix." 

Whether you're working in the 

control room, on location or in 

your basement, make the most 

of every note. Sony Digital 

Audio. After all, sound that 

inspires is not a luxury, it's a 

necessity. For a brochure call 

1-800-955-SONY. 

SONY 
Converting the industry bit by bit.™ 

au DAY UNCONDITIONAL MONEY BACK GUARANTEE ON ALL PRODUCTS 
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TO CALL producer deity Don Was’ personal 

recording facility a home studio would be selling 

it considerably short. Was doesn’t merely have a 

studio in his home; his studio is a home. 

Previously the domicile of soft-porn auteur Russ 

Meyer, the ranch-style house was purchased by 

Was shortly after his family’s home was built on 

the adjacent lot. “I bought the house mainly to 

prevent anyone from tearing it down and build¬ 

ing a house next door to mine,” says Was. 

While Was initially had no intention of con¬ 

verting the house into a studio, a nudge from 

Bonnie Raitt during the sessions for Raitt’s album 

Longing In Their Hearts prompted a radical 

rethink. “When we were recording Bonnie’s 

album over at Ocean Way in Hollywood, she 

started to become uncomfortable with people 

hanging in the hallways, eavesdropping on the 

sessions,” says Was in between puffs on a super¬ 

fine Cuban stogie. “She suggested that we just 

grab some equipment and go to my house, which 

is really how this studio got started. We didn’t 

acoustically treat it in any way. I just put a win¬ 

dow in and knocked out a two-way mirror that 

Meyer had installed between two bedrooms.” 
Was’ sprawling complex, nestled deep in the 

Hollywood Hills, gives the producer and his 

clientele—an eye-popping roll call of music leg¬ 

ends that includes Raitt, Bob Dylan, the Rolling 

Stones and Brian Wilson—the privacy and sanc¬ 

tuary they need to conjure up the proper vibe. 

“Except for the flight path from Burbank 

Airport, you’re really in Nowheresviile over 

here,” says the Was (Not Was) alumnus. “I 

mean, I’ve had some pretty famous people run¬ 

ning around this joint and no one knows they’re 

here. Everyone’s really relaxed and loose when 

they work here. You don’t really feel like you’re 

in L.A. and yet you’re two minutes away from 

the supermarket.” 

Although the studio has the capacity to turn 

out the kind of slickly crafted, impeccably 

arranged albums that are Was’ trademark, he 

prefers to use it mostly for vocal overdubs and 

mixing sessions: “For rhythm tracks, I haven’t 

found better rooms than the ones at Ocean Way.” 

Was describes his studio setup, which was 

designed by longtime assistant engineer Dan 

Bosworth, as “not too high-tech. We tried to keep 

it as simple as possible.” An idiosyncratic blend of 

vintage and cutting-edge gear, it’s certainly a far 

cry from Ocean Way (which Was uses so fre-
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quently they have a tape vault named after him), 

but it’s hardly your garden-variety four-track rec 

room jobbie, either. For basic demo tracks, Was 

primarily uses a Hammond XB2 keyboard O 

(“I use it to simulate Leslie organ sounds”) and a 

creak)- Morat drum machine O. “This machine 

was invented by two engineers that used to work 

for Roger Linn,” says Was. “But they put it out 

two years before it was ready, and it bankrupted 

Linn’s company. There are more sophisticated 

machines, but this one just has the right feel. I 

actually made a whole album with Sweet Pea 

Atkinson using this machine.” 

Other keyboards in Was’ arsenal include an 

Oberheim OB-8 synthesizer O and no less than 

three Roland products: JD-800 O and PG-800 

0 synthesizers and an RD-1000 digital piano 

0 , the latter a gift from Elton John. “I was 

admiring his piano one day, and the very next 

morning he sent me one,” says Was. 

For sampling, Was relies on the Roland S-550 

digital sampler ©(connected to a Tandy comput¬ 

er screen 0 for navigation through the parame¬ 

ters), an E-mu Proteus 3 World Module O, 

which gives him unusual ethnic drum sounds, and, 

for a fat bottom, a Peavey MidiBass module ©. 

It’s all funneled though an Ensoniq KMX-16 

patch bay © with a Furman PL-8 power condi¬ 

tioner ©. “The S-550 is the main sampler I use,” 

says Was. “It’s primitive but funky. I’ve got 16 

tracks of Power Tools sitting in my garage, but 

who has the time to learn that stuff? I could’ve 

either figured that out or made a Stones record; I 

chose to make the record.” 

Was lays down all of his vocal and instrumen¬ 

tal tracks in what was formerly the house’s living 

room. He relies almost exclusively on Shure 

SM58 microphones ©for his vocals. Was runs 

everything through a Peavey 2400 console ©, 

which has 24 busses, but can accommodate as 

many as 84 separate tracks; the console is then fil¬ 

tered through a Neve equalizer/preamp ©. 

“As long as you have the Neve,” Don gushes, 

“you’ve got the best console in the world.” Was 

has recently mixed tracks on the Peavey for Paula 

Abdul, Ringo Starr and his own forthcoming 

solo album. His custom-made Manley monitors 

BY MARC WEINGARTEN 
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© are supplemented by a smaller pair of Yamaha 

NS-lOMs ®. Next to the left one is a Studio City 

vocal splicer © for comparing different vocal 

tracks—“my best friend in the studio.” Leaning 

against the console is an Ovation 12-string© that 

Keith Richards used during the sessions for 

Voodoo Lounge. “He said, ‘I need a 12-string with 

an action that’s impossible,’ so we got this guitar,” 

says Was. “I bought it from him for $300. I 

should’ve had him sign it, though.” 

The two racks to the left of Was’ console feature 

some of his favorite gear. In the first one, below 

another Furman PL-8 power conditioner© , is a 

dbx 160A compressor/limiter © that Was claims 

is “the single greatest piece of equipment ever 

designed by man. I would run everything through 

it if I could. It adds a grain that makes everything 

sound wonderful. It’s the Sonny Liston of com¬ 

pressors.” Stacked with the 160A are a dbx 160X 

compressor ©, a Zoom Advantage 9200 effects 

processor ©, a Yamaha SPX90 ©, a BBE Sonic 

Maximizer © , a Peavey Ultraverb II © , a 

Panasonic SV-3700 DAT player © (“I don’t 

like it too much. Too many mechanical problems”) 

and a pair of Tascam 112MKII tape decks ©. A 
Sabine RT-1601 rackmount tuner © rests on top 

of the rack in case of harmonic uncertainty. 

Was’ power cabinet, which includes two Hailer 

250-watt amps©, a Carver PM 175 power amp 

©, yet another Furman power conditioner© and 

a custom-made patch bay ©, also features a Sony 

TCD-D10 tape machine © and a pair ot Denon 

DCD 815 CD players © . “I’ve discovered that 

there’s a great difference between the CDs you get 

from the mastering lab and the CDs you get from 

the manufacturing plant,” says Was. “There’s a 

thing called jitter that creates these wild discrepan¬ 

cies, so I have to really A-B everything I do.” 

Although Was is clearly enamored with his stu¬ 

dio goodies, he cautions against the dangers of 

audio fetishism. “I’ve always felt that technology 

in its place is a great thing,” says Was, whose next 

project is a reggae album with Willie Nelson(l). 

“It’s only when you use technology for its own 

sake that you get into trouble.” 'm' 

[cont’d from page 75] or DA-88-compatible 

recorders; the Neumann M-149 tube micro¬ 

phone (the first tube mike introduced by this 

venerable company in over 30 years); and, for 

those of you planning to bounce lots of tracks 

between different format recorders, the Otari 

UFC-24 Universal Digital Audio Format 

Converter, which can convert up to 24 chan¬ 

nels of audio at one time and simultaneously 

output up to five different formats. 

One last notable trend was the large number 

of AES exhibitors announcing their presence on 

the World Wide Web area of the Internet. 

Checking into these sites regularly (call the man¬ 

ufacturer for the Web address) is a good way of 

getting up-to-date information about equipment 

and interfacing with other musicians—maybe 

not as fun as attending an AES show but, given 

New York prices, certainly a lot cheaper. 'u' 

HENDRIX 

[cont’d from page 52] com. She came back 

again. Jimi put her off this time. By then he 

seemed quite uptight. I knew Jimi, so I knew what 

he was feeling. She came back again. He got angry 

because she wouldn’t leave him for long enough. 

In fact, she was bugging him.... He asked Stella 

again to put her off. Stella was rude to her, and the 

chick asked to speak to Jimi. Well, when he final¬ 

ly got to the intercom, he mumbled something, 

and then without saying anything, just got into 

the lift and split. That was around 3 a.m.” 

Hendrix, either apprehensive or relieved to 

see Dannemann, was retrieved and taken back to 

the Samarkand. There, she has alleged on several 

occasions, she made him a tunafish sandwich 

after he asked for something to eat. Significantly, 

in a manuscript written with Richard C. Levy 

before publication of The Inner World of Jimi 

Hendrix, she recalls that “after eating the snack” 

he launched into a weighty conversation about 

“magic, miracles, and his message of Love, Peace 

and Freedom.” 

Nc Mere In This World 
In these last hours, time is critical. Questions 

even of minutes take on significance as medical 

experts, police investigators, friends and family 

probe for the truth. Perhaps the simplest way of 

deciphering these conflicting testimonies is to 

arrange them along a timeline. 

4 a.m. Apparently wide awake, Hendrix 

expresses an interest in taking some of Monika’s 

Vesparax sleeping tablets, but she dissuades him, 

makes him a tuna sandwich (of which, she notes 

in her book, “he had only a bite”), and “carries on 

discussing life after death”—so says Dan¬ 

nemann in her book. At the same time, after wait¬ 

ing for Hendrix to arrive at a jam session he had 

been invited to at the Speakeasy, Mitch Mitchell 

decides to head back home to East Sussex. 

5:30 a.m. Possible time of Hendrix’s death, as 

estimated in 1992 by Dr. Rufus Crompton, 

director of forensic medicine at St. George’s 

Medical School in London. Crompton based his 

conclusion on the results of Hendrix’s autopsy, 

which turned up whole grains of rice. Given the 

time needed to digest rice, especially after the 

ingestion of alcohol and certain drugs, he could 

not have eaten it much later than 2:30 that morn¬ 

ing, at the party with Devon Wilson. The autop¬ 

sy turned up none of the tunafish or the snack 

Dannemann says he ate sometime after 3 a.m. 

6 a.m. According to an interview of Dan¬ 

nemann by Harry Shapiro, she and Hendrix 

stop talking and get into bed. Dannemann, in her 

unpublished manuscript, takes a sleeping tablet. 

And in East Sussex, Mitch Mitchell comes home 

and decides to stay up and wait for his baby 

daughter Aysha to awaken. 

6:30 a.m. Around this time, Judy Wong, a 

houseguest of Eric Burdon’s girlfriend Alvenia 
Bridges, is awakened by a phone call. Wong later 

tells Tony Brown that it was Monika, desperate¬ 

ly asking to speak to her friend Alvenia. Wong 

admonishes Dannemann for calling so early but 

tells her that Alvenia is at the Russell Hotel, 

spending the night with Eric Burdon. According 

to Burdon’s autobiography, I Used to Be an 

Animal, But Now I’m Alright, he too receives a 

call from Dannemann “at crack of dawn,” with 

the “first light of day coming through the win¬ 

dow.” He reinforces the point in a recent inter¬ 

view with the fanzine Straight Ahead, telling 

reporter Steven Roby, “It was still dark.” 

Dannemann, distraught, says that Hendrix is 

unconscious and that she’s unable to revive him. 

“I told her to get an ambulance,” Burdon recalls 

to Roby. “She argued about it, saying that there 

was incriminating things in the flat, which I 

guess she took care of.” 

7 a.m. As noted in her deposition of 

September 14,1991, Dannemann takes a sleeping 

pill at the Samarkand and goes to sleep. Hendrix, 

she says, is still awake. 

8-9 a.m. According to research and interviews 

by Harry Shapiro, Gerry Stickells, Hendrix’s 

road manager, receives a call from Terry Slater, a 

former roadie for the [cont’d on page 94] 
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MM. 420 Lesser St.. Oakland. CA. 94601, 

(510) 532-1152 Flanger, 71 TFX 4, ®7 

/MM. 1316 E Lancaster Ave., Ft. Worth. TX. 76102, 

(800) 433-5627 DR16, 7$ S900, 7 S1OOO, 2« 

MtSM, 3630 Holdredge Ave.. Los Angeles. CA. 

90016, (310) 558-4530 ADAT-XT, 74 

M.WMÊ2, 1400 Ferguson Ave., St. Louis, MO. 

63133. (800) 727 4512 ÄY20, «4 

MHM M3. C/0 RICHARDE & CO., 444 Airport Blvd-

Ste. 207, Watsonville. CA. 95076, (408) 688-8593 

Spectra Shaping Tool, 75 

WOT». 29103 SW Kinsman. Wilsonville. OR. 97070, 

(800) 966-8261 Microphone, SO 

WEMS ZALD/MN CD, 22 Longwater Dr.. Norwell. 

MA. 02061. (617) 871 2200 A-Custom, 66 China 

Boy, 66 cymbals, 60. 62. 63, DO. 07 Super 5A 

sticks, 66 

LR. BASSS, 483 N. Frontage Rd.. Nipomo. CA. 

93444. (805) 929-3545 pickup, «6 

BM SOUND. 5381 Production Dr.. Huntington 

Beach. CA. 92649, (800) 233-8346 Sonic 

Maximizer, 04 

BEIMWIGER, P.O, Box 9031, 575 Underhill Blvd-

Syosset. NY. 11791-9031. (516) 364-2244 

UltraCurve, 70 

BUA RIBBON SOUNDWORKS. P O. Box 8689. 

Atlanta. GA. 30306. (404) 3150212 SuperJAM!, 00 

CM/. 341 Harbor St., Conneaut, OH. 44030, 

(216) 593-111 1 MegaMix M1600, 74 

CARVER. P.O. Box 1237, Lynnwood. WA. 98046. 

(206) 7751202 PM 175, 04 

CHANDLER GUfTARS. 370 Lang Road. Burlingame. 

CA. 94010, (415) 342-1490 delay, 07 

CODA MUSIC TECHNOLOGY, 6210 Bury Dr.. Eden 

Prairie. MN. 55436-1718. (800) 8452066 Finale, 7 

DADDARIO. 595 Smith St.. Farmingdale. NY. 

11735. (516) 391-5400 strings, 62 

DEAN MARKLEY, 3350 Scott Blvd.. Ste. 29. 

Santa Clara. CA. 95051, (800) 800-1008 

Blue Steel strings, SO tube combo, 72 

DENON ELECTRONICS, 222 New Rd.. Parsippany, 

NJ. 07054, (201) 5757810 DCD 815, 84 

DIGIDESIGN 1360 Willow Rd.. Ste. 101. Menlo 

Park. CA. 94025. (800) 333-2137 Pro Tools III, 75 

ProControl, 7S 

DIGITECH. 8760 S. Sandy Pkwy.. Sandy. UT. 84070, 

(801) 5658919 Studio Quad, 75 Whammy, S3, 87 

dbx 1046, 75 dbx 160A, 84 dbx 160X, 84 

dbx 166A, 66 DOD FX-17, 87 DOD Octoplus, 67 

DRUM WORKSHOP. 101 Bernoulli Circle. Oxnard. 

CA. 93030, (800) 4557867 DW5000 pedal, 83. 

88. 67 kit, 67 snare, 86 tom, 86 

DUNLOP MFG. P.O. Box 846. Benicia. CA. 94510. 

(800) 722 3434 bass wah, 83 Crybaby Wah, 67 

1mm picks, 63 Tremolo, 63 MXR Blue Box, 83. 

67 MXR Dynacomp, 63 MXR Micro Amp, 87 

MXR Phase 60, 100 MXR Phase 63, 90 

E-MU. 1600 Green Hills Rd.. Scotts Valley, CA, 

95066, (408) 438-1921 Proteus 3 World 

Module, 83 

ELECTRO-VOICE, 600 Cecil St.. Buchanan. Ml. 

49107. (616) 6956831 EV408, 60 RE20, 80 

EMD, P.O. Box 4394. Santa Rosa. CA. 95402, 

(800) 8211446 pickups, 07 

ENSONIQ 155 Great Valley Pkwy.. Malvern. PA. 

19355, (610) 647 3630 DP/2, 06 EPS, 7 

KMX-16, 83 

ERNIE BAU, 151 Suburban Rd.. P.O. Box 4117. 

San Luis Obispo. CA. 93403, (800) 5452255 

strings, 87 volume pedal, 67 

EVENTIDE. 1 Alsan Way. Little Ferry. NJ. 07643, 

(201) 6411200 H3500, 80 

FENDER MUSICAL INSTRUMENTO, 7975 N. Hayden 

Rd.. Scottsdale. AZ. 85258, (602) 596-9690 

Blues Deluxe amp, 87 Eric Clapton Signature 

Stratocaster, 67 Floyd Rose System, 60 

'62 Jaguar, 63 '65 Jaguar, 63 '66 Jaguar, 63 

Jazz Bass, 63. 67 five-string Jazz Deluxe, 67 

M-80. 66 Nickel Plated Steels, 67 Precision 

Bass, 7, 63. 75 '51 reissue Precision Bass, 67 

PX-22160, 75 Rhodes, 67 Stratocaster, 44, 71 

Telecaster, 67 '52 reissue Telecaster, 67 

'93 Twin Reverb reissue, 83 Guild D4 ENT, 60 

Guild D25, 66 Guild Jumbo JF 30, 66 

Guild Jumbo JF 60. 68 Guild SF-4, 66 

VIC FIRTH. 65 Commerce Way. Dedham. MA. 

02026. (617) 326-1273 SB, 67 Conquistadors, 87 

sticks, 67 

FOCUS RHE AUDIO ENGINEERING. 80 Sea Ln-

Farmingdale. NY. 11735, (516) 249-1399 

RED2, 70 

PODTEX. 15431 Blackburn Ave., Norwalk. CA, 

90650, (800) 7F0-STEX CX-8, 70 DMT-8, 70 

RD-8, 75 

FURMAN. 30 Rich St- Greenbrae. CA. 94904, 

(415) 927 1225 PL-8, S3, 84 PL-Plus, 66 

Pro Series power conditioner, 86 

GHS. 2813 Wilber Ave., P.O. Box 136, Battle Creek, 

Ml, 49015, (616) 968-3351 Boomers, 63. 66 

Nickel Rockers, 63 

GIBRALTAR. P.O. Box 507, Bloomfield, CT. 06002-

0507, (203) 2457941 rack system, 67 

GIBSON. 641 Massman Dr.. Nashville. TN. 37210. 

(800) 2857135 EB-1, 7 '65 Firebird III, 63 Les 

Paul, 71 Mandolin, 66 '63 Melody Maker, 72 

T-Bird, 82 

GODIN GUITARS. 4240 Sere St- St. Laurent. PQ. 

Canada. H4T 1A6, (513) 3455560 guitars, 73 

GRETSCH. P.O. Box 2468. Savannah. GA. 31402. 

(912) 7451101 Snare drum, 62 

MAFIEN, 2055 E Fifth St.. Tempe. AZ. 85481 3015. 

(800) 366-161" 250-watt amps. 84 P3000. 66 

HI-WATT. 2-14-26 Shimoochiai. Shinjuku. Tokyo. 

Japan. (339) 508141 '73 lOO-watt half-stack, 83 

HOSHINO/IBANEZ. 1726 Winchester Rd-

Bensalem. PA. 190200086, (800) 669-8262 

Ibanez Iceman, 66. 67 Ibanez PF, 36. 66 Ibanez 

Tube Screamer, 66. 62 

twn, P.O. Box 828, Newbury Park, CA. 91319-

0828. (805) 492-5553 Translator, 81 

JBL PROFESSIONAL. 8500 Balboa Blvd-

Northridge. CA. 91329. (818) 894-8850 

AKG 452, 60 

KAMAN. Box 507. Bloomfield. CT. 060020507, 

(203) 2457941 Hamer guitars, 67 

KONG, 89 Frost St- Westbury. NY. 11590, 

(800) 645-3188 Ml, 67 MI-EX, 67 

Marshall JMP-1, 60 Marshall JTM454, 63 

Marshall stack, 71 Marshall Superlead, 82 PME 

Modular Effects Unit, 67 Poly 6, 83 Wavedrum, 

73 X3, 7 XS, 67 

KURZWEIL, 13336 Alondra Blvd- Cerritos. CA. 

907052245. (310) 926-3200 K2000, 60 

Micro Piano, 67 

LEXICON, 100 Beaver St- Waltham. MA. 02154-

8425. (617) 7360300 224XL, 80 Alex, 63 

Jam Man, 83 Vortex, 63 

MACKIE DESIGNS. 16220 Wood-Red Rd. NE. 

Woodinville. WA. 98072, (800) 258-6883 

1202, 28, 67 1604, 66 Ultramix, 75 

MANLEY LABORATORIES. 13880 Magnolia Ave-

Chino. CA, (909) 627-4256 monitors, 83 

MARTIN. 510 Sycamore St- P.O. Box 329, Nazareth, 

PA. 18064. (800) 345-3103 strings, 66 

MESA ENGINEERING. 1317 Ross St.. Petaluma. 

CA, 94954, (707) 7756565 Mesa-Boogie 

Triple Rectifier, 66 

MIBAC MUSIC SOFTWARE. PO. Box 468. 

Northfield, MN. 55057. (800) 6453945 

MiBAC Jazz. 78 

MICROWORKS. (201) 492-1691 

CAMPS. 76 

MORLEY. 185 Detroit St.. Cary. IL. 60013. (800) 

284 5172 Fuzz Wah Pedal. 60 

MUSICATOR. P.O.Box 16026. Oakland. CA. 94610, 

(510) 251 2500 Musicator Audio, 76 

NADY, 6701 Bay St- Emeryville. CA. 94608-1023, 

(510) 652 2411 wireless system, 60 

NEUMANN UDA, 6 Vista Dr.. Old Lyme. CT. 06371, 

(203) 434-5220 M-149, 84 

OBERHEIM. 2230 Livingston St.. Oakland. CA. 

94606. (800) 2794346 OB-8, 83 Sample & Hold. 

67 Tone Bender, 67 

OPCODE. 3950 Fabian Way. Palo Alto. CA. 94303, 

(415) 8553333 Studio Vision 3.0, 76 

ORANGE AMPLIFIERS. 1818 Elm Hill Pike. 

Nashville. TN. 372153781 '95 Overdrive 80 half-

stack, 63 

OTARI - SOUND WORKSHOP, 378 Vintage Park Dr-

Foster City, CA. 94404. (415) 341-5900 UFC-24, 84 

OVATION. P.O. Box 507, Bloomfield. CT. 06002 

0507. (203) 243-7941 12-string, 84 

PAISTE. 460 Atlas St.. Brea. CA. 92621. 

(800) 472-4783 cymbals, 66 

PANASONIC. 1 Panasonic Way. Secaucus. NJ. 

07094. (201) 3437000 MDA-1, 76 

PAUL REED SMITH. 1812 Virginia Ave., Annapolis. 

MD. 21401. (410) 2632701 Carlos Santana 

Model, 70 

PEAVEY ELECTRONICS. 711 A St.. Meridian. MS. 

39301. (601) 4855365 2400, 83 Big MAQ/Little 

MAQ, 76 4X12 cabinet, 67 Classic 100-watt amp, 

67 1X15 Delta Blues amp, 87 DPC 1000, 67 

Foundation 5, 12 MidiBass, 83 Ultraverb II, 84 

PENDULUM AUDIO, P.O. Box 339, Gillette. NJ. 

07933. (908) 6659333 SPS-1, 66 

PG MUSIC. 32 Hess St. S. Hamilton. ONT. L8P 3N1. 

Canada. (800) 2656272 Band-ln-A-Box, 78 

Super PAK 78 

PRO CO SOUND, 135 E Kalamazoo Ave-

Kalamazoo. Ml. 49007. (800) 2557360 Rat, 63 

REMO, 12804 Raymer St.. N Hollywood. CA. 91605. 

(818) 9852600 Ambassadors, 63, 86. 67 

Emperor, 83 plastic heads, 66 

RHYTHM TECH. 29 Beechwood Ave., New Rochelle. 

NY. 10801, (800) 7252279 agogo bells, 86 

RICKENBACKER, 3895 S Main St.. Santa Ana. CA. 

92707-5710. (714) 5455574 '73 4001, 63 

12-string, 72 

RIVERA KAI, 13310 Ralston Ave., Sylmar, CA, 

91342, (800) 809-2444 

100 Duo 12, 87 foot switch, 67 

ROC-N-SOC, 2511 Asheville Rd.. Waynesville, NC. 

28786, (704) 452 1732 throne, 66 

ROCKTRON. 2870 Technology Dr.. Rochester Hills. 

Ml. 48309. (800) 855R0C Klntellifex, 60 

ROLAND. 7200 Dominion Circle. Los Angeles. CA. 

90040. (213) 6855141 D-20, 63 DIF-800, 7S 

DM SOO, 7S GK-2A, 73 JC-120, 87 JD-800, 83 

JV-80, 67 PG-800, 83 RD-1000, 83 RS-1, 63 

S-550. ST S-760. 7 Sound Canvas. 67 

VG-8, 72 Boss Octave, 67 Boss Term-Pan, 83 

Boss Volume, 67 

ROTODOUND9UPERW0UND. Unit 3. Morewood 

Close. Sevenoaks. Kent. England. TN13 2HU, 

(44) 732-450838 strings, 63 

SABIAN. 1 Main St.. Meductic. NB. EOH 1L0, 

(506) 272-2019 cymbals, 66 

SABINE. 4637 NW Sixth St.. Gainesville. FL. 32609, 

(800) 625739 4RT-1601, 84 ST-1600, 67 

SAMSON. P.O. Box 9031, 575 Underhill Blvd-

Syosset. NY, 11791-9031, (516) 364-2244 

MixPad 9, 79 UHF Broadcast System, 80 

Zoom Advantage 9200, 84 Zoom chorus, 80 

SCHECTEW GUTTAR RESEARCH. 6920 Santa 

Monica Blvd- Los Angeles. CA. 90038, (213) 851-

5230 Teisco Del Ray copies, 60 

SELMER/LUDWIG. P.O. Box 310, Elkhart. IN. 

46515. (800) 3457426 flute, 67 5-piece set, 67 

snare drum, 02 Super Classics, 63 tenor sax, 67 

Vistalites, 83 

SEYMOUR DUNCAN, 5427 Hollister Ave.. Santa 

Barbara. CA. 93111, (805) 964-9610 

pickups, 67 

SHURE BROTHERS. 222 Hartree Ave., Evanston, IL, 

60202, (800) 257-4873 microphones, 82 SM57, 

60 SM58, «3 

SIA, 235 E 13th St. #6C. New York, NY. 10003, 

(212) 260-3817 Smaart Software, 75 

SET STRING COMPANY, 815 South Broadway. Akron. 

OH. 44311. (800) 2552211 Strings, 7 

SONY ELECTRONICS. 1 Sony Dr.. Park Ridge. NJ. 

07656, (201) 222 7669 PCM-800, 76 

SOUNDTREK 3408 Howell St- Suite F, Duluth. GA. 

301353381. (404) 6250879 The Jammer 

Professional, 88 

ST. LOUIS MUSIC, 1400 Ferguson Ave., St. Louis, 

MO. 63133. (800) 727-4512 Ampeg SVT amp, 68, 

62. 83 Ampeg SVT 50 DU 66 

STEWART ELECTRONICS. 120 Blue Ravine Rd.. Ste. 

3. Folsom. CA. 95630. (916) 9857200 PA200, 66 

PA1000, 88 

SUNRISE PICKUP SYSTEMS. 8101 Orion Ave., Unit 

19. Van Nuys. CA. 91406, (818) 7853428 

pickup, 66 

SUPRA, 312 S.E. Stonemill Dr., Ste. 150, 

Vancouver, WA. 98684, (360) 604-1400 Supra 

Simple Internet, 70 

SWR ENGINEERING, 12823 Foothill Blvd- Unit B. 

Sylmar. CA. 91342. (818) 8953355 Goliath 4X10 

cabinet, 67 SM-400, 67 

TAMA, P.O. Box 2009, 327 Broadway. Idaho Falls. 

ID. 834052009. (800) 2457276 drum kit, 60 

TASCAM, 7733 Telegraph Rd.. Montebello. CA. 

90640, (213) 7250303 DA-88, 7, 98. 74, 79 

112MKII, 84 

TC ELECTRONICS. 705A Lakefield Rd.. Westlake 

Village. CA. 91361, (805) 3751828 

reverb module, 79 

TECH 21, 1600 Broadway. New York. NY. 10019-

7413. (212) 3151116 SansAmp & SansAmp 

switcher, 67 

TECHNICS. 1 Panasonic Way IC-8, Secaucus. NJ, 

07094. (201) 392-6140 SL 1200, 07 

TORMO, 1050 Acorn Dr.. Nashville. TN. 37215 

3781. (800) 7456456 5-string bass, 66 

TRACE ELLIOT. P.O. Box 507, Bloomfield, CT. 

06002-0507. (203) 2457941 1818T, 66 

1048T, 06 acoustic, 66 AH600 SMX, 66 

heads. 63 

VAN HORNE VISIONARTS 24690 W Saddlepeak 

Rd.. Malibu. CA. 90265, (310) 4552207 

Arranger's Tool Version 3.5, 80 

VOX. 89 Frost St.. Westbury. NY. 11590, 

(800) 6453188 '95 AC-30, 63 wah, 63 

WARWICK. 5427 Hollister Ave., Santa Barbara, CA 

93111-2345, (805) 964-9610 bass guitar, 7 

WASHBURN INTI, 255 Corporate Woods Pkwy., 

Vernon Hills, IL. 60061-3109, (800) 877-6863 

Randall Century 200, 60 Randall Jaguar, 60 

YAMAHA. 6600 Orangethrope Blvd-

Buena Park. CA. 90622, (714) 522-9011 

CBX-D3, 7 drum kit, 66 FG411, 66 

NS-10M, 84 O2R, 74 PM4000, 60 

QS300, 71 SPX90, 84 SPX900, 00 
VL synthesizers, 7 

YANAGISAWA. 7001 Leblanc Blvd- Kenosha. Wl. 

53141-1415, (800) 5559421 soprano sax, 07 

3HD^^E] 
A&M Records 1416 N LaBrea. Los Angeles. CA 90028, (213) 469-2411 30,36 

ABG Mgt. 1107 S Mountain Ave. Monrovia. CA 91016 (818) 932-1488 . 48 

Alesis 3630 Holdredge Ave . Los Angeles. CA 90016 (310) 5554530. 49. 50-51 

BBE Sound Inc.—5500 Bolsa Ave.. Suite 245. Huntington Beach. CA 92649 (714) 897-6766 27 

CAD—341 Harbor St.. Conneaut. OH 44030 (800) 762-9266 .34 

CMCI 9017 B Mendenhall Ct. Columbia. MD 21045 (800) 381 7972 . 52 

Creative Forces Publishing PO Box 22536. San Diego. CA 92192 2536 .43 
D'Addario—595 Smith St.. Farmingdale. NY 11735 (516) 3915400 .48 
Deering Banjo 79350 Lester Ave.. Lemon Grove. CA 91945 (800) 8457791 42 

Discmakers 7905 N Rt. 130. Pennsauken. NJ 08110.75 
Drum Workshop 101 Bernoulli Or.. Oxnard. CA 93030 (805) 4856999 30 

Fender 7975 North Hayden Rd- Scottsdale. AZ 85258 (602) 5959690 . 41 

Future Disc Systems 3475 Cahuenga Blvd. W. Hollywood. CA 90068 32 

Grooves 1450 E. Parham Rd- Richmond. VA 23286 (800) 6535588 . 6587 

Jarrod Lee Amplification 2411 5th Ave.. Los Angeles. CA 90018 .42 
JBL—8500 Balboa Blvd.. Northndge. CA 91329 (818) 8938411.64-65 

Lonestar Technology—920 S. Oyster Bay Rd- Hicksville. NY 11801.57 
Mackie Designs. Inc. 16220 WoodRed Rd. N.E.. Woodinville. WA 98072 (800) 8953211 . 11 

Martin Guitar Co.—510 Sycamore St- Box 329. Nazareth. PA 18064 (610) 759-2837 47 

Musicator—PO Box 16026. Oakland. CA 94610.80 

Musicians Institute—1655 McCadden Pl. Hollywood. CA 90028 (213) 4021384 .88 
Nady Systems, Ine.—6701 Bay St- Emeryville. CA 94608 (510) 652 2411. 19 

PG Music Inc.—32 Hess St. S. Hamilton. Ontano. Canada L8P 3N1 79 

Passport—100 Stone Pine Rd . Half Moon Bay. CA 94019 (415) 7250280.38 

Peavey 711 A St . Mendian. MS 39301 (601) 4835365.22-23 

Penguin Books 375 Hudson St- 4th R.. New York. NY 10014 (212) 3652000 . 10 

Remo—12804 Raymer St.. North Hollywood. CA 91605 (818) 9832600 .5 
Reprise Recorde 3300 Warner Blvd . Burbank. CA 91505 (818) 8459092 .13 

Roland 7200 Dominion Circle. Los Angeles. CA 90040 (213) 685-5141 .4 

Sabine 4G37 NW Sixth St . Gainesville. R. 32609 (904) 371 3829 .48 
Shure 222 Hartrey Ave., Evanston. IL 60202 (708) 8652200.3 

SIT String Corp-—815 South Broadway. Akron. OH 44311.31 

Sony Business and Professional Products Group 3 Paragon Dr.. Montvale. NJ 07645 

(800) 365-S0NY.17 

Stedman Corp -1167 Stedman Dr., Richland. Ml 49038 (616) 629-5930 .43 

Swttchcraft 5555 N. Elston Ave., Chicago, IL 60630 (312) 792-2700 .33 

Tascam—7733 Telegraph Rd.. Montebello, CA 90640 (213) 7250303 . 68-69 

Warner Bros.—3300 Warner Blvd- Burbank. CA 91505 (818) 8459092 .29 

Washbum Inti 255 Corporate Woods Pkwy., Vernon Hills. IL 60061 (708) 9135511.C2 

Whirlwind 99 Ling Rd- Rochester. NY 14612.• 

Whisper Room -116 S. Sugar Hill Rd.. Morristown, TN 37813 (615) 5855827 . 75 

Yamaha- T56OO Orangethorpe Ave., Buena Park. CA 90620 (714) 522-9011.C4 
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1 Otn anniversary 

south by southwest music & media conference 

march 13-17, 1996 
(austin convention center) 

austin, texas 

The Tenth Annual SXSW Music and Media Conference and Festival will draw 5000 music and media industry professionals from around 

the world to Austin, Texas, for three days of panel discussions, workshops and demo critiques and four nights of music featuring 500 

acts in over 30 venues. Coll for info on the SXSW Multimedia Festival and the SXSW Film Festival. 

REGISTRATION RATES & DEADLINES 

Postmarked by January 15, 1996 • $295; by February 12, 1996 - $350; Walkup Rate ■ $395 

Co 

by southwest 

FOR MORE INFORMATION 

write SXSW, Box 4999, Austin TX 78765 

Tel. 512/467-7979; FAX 512/451-0754 

E-mail: 72662.2465 @ compuserve.com 

Check out our World Wide Web site at http://sxsw.com/sxsw 



■ 

copies of A Little On the CD Side Volume 19. Please send me 

Enclosed is S3.99 per disc (S5.99 foreign-US funds only). 

Vol 18 Vol 19. Start subscription with Vol 17 

Please include appropriate sales tax in CA, DC, IL, MA, NJ, TN, PA VA, OH, CAN. Thanks. 

Send check/money order to: MUSICIAN CD SIDE, PO Box 99100, Collingswood, NJ 08108 

Name 

Address 

State Zip City 

‘Note: All prices include shipping. If the volume you requested is sold out, your subscription will begin 

with next available volume. Please allow 4 weeks delivery. 

Or Please enter my 5-CD subscription to CD Side (a new volume every 3 months). 
Enclosed is S18 per subscription ($30 foreign-US funds only). 

Volume 18 
featuring: Catherine Wheel, 
Paul Weller, Never The Bride, 
A.J. Croce, Memphis Horns, 
Eleven, Charlie Sexton 
and 11 more! 

SON VOLT 

HOLLY COLE 

EMMYLOU HARRIS 

FABULOUS 
THUNDERBIRDS 

PATTY LARKIN 

FRANCIS DUNNERY 

BROOKLYN FUNK 
ESSENTIALS 

MARCUSHUMMON 

STACY DEAN 
CAMPBELL 

SAL'S BIRDLAND 

VINCE CONVERSE/ 
INNES SIBUN 

CAROLYN 
WONDERLAND 
&THE IMPERIAL 

MONKEYS 

SUGAR BLUE 

WILLY PORTER 

NICHOLAS LENS 

DEAD CITY RADIO 

ANCEL ROMERO 

RANDY ROOS 

ALSO AVAILABLE . . . 

Volume 17 
featuring: PJ Harvey, Pat 
Metheny Group, Wilco, Joan 
Osborne, Steve Morse Band, 
Del Amitri, Sonia Dada, Jann 
Arden and 5 more! 

HE CD 

B 
Musician Magazine’s 
New Music Sampler 

19 is the lucky number! Volume 19 of A Little On The CD Side contains 19 brand new 

songs from 19 diverse and exciting artists, complete with extensive liner notes — all for 

just $3.99 (even less if you subscribe). Order now and hear tomorrow’s releases today! 
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Okie frouiw Jersey 

O

f the adjectives to describe Bruce Springsteen 

and his music, one clearly leads the pack: 

American. The other two leading pop icons 

of his generation, Michael Jackson and 

Madonna, belong to the world. Their 

chameleonic images transcend national and 

cultural boundaries. But Bruce, like Ten¬ 

nessee Williams or Jimmy Hoffa, is undeni¬ 

ably ours. 

Moreover, Springsteen stakes a claim to being one of 

us. His songs have articulated the hopes and fears of this 

country’s working class with such eloquence that, 20 

years after he became the Boss, fans still look to him for 

empathic insights into populist concerns. Which might 

explain in part why 1984’s Bom In the U.S.A, sold more 

copies than 1987s Tunnel of Love, Springsteen’s most 

introspective album. Or why 1992’s companion albums 

Bruce Springsteen 
The Ghost of Tom Joad 

(Columbia) 
Human Touch and Lucky Town were criticized as self-

indulgent, when they really represented Springsteen’s 

honest (if artistically choppy) attempts to address por-

blems that affect rock stars as well as coal miners. 

With his first studio effort since then, The Ghost of 

Tom Joad, Springsteen takes what could be viewed as a 

professionally savvy shift of focus back to the underbelly 

of the American beast. On Tom Joad he spins more talcs 

of blue-collar sex and violence and despair, with charac¬ 

ters who lead dead-end lives, make all the wrong choices, 

struggle to keep their faith, and date girls named Jenny 

and Mary. So, Springsteen doesn’t exactly break new 

ground here. But he docs reaffirm his stature as a percep¬ 

tive social critic and, more significantly, one of pop’s 
greatest storytellers. 

This hardly has the earmarks of a smash hit, however. 

Bleak and brooding throughout, with sparse, grainy 

acoustic arrangements—six of the eleven tracks, which 

were co-produced with a rugged elegance by Springsteen 

and Chuck Plotkin, feature only the singer accompanying 

himself on guitar and sometimes keyboards—the album 

alludes more closely to 1982’s Nebraska, Springsteen’s 

most subtle, least ingratiating album, than any of his big 

commercial gestures. 

But, as on Nebraska, there are songs that remain awe¬ 

inspiring in their grim beauty and grace. On the title track, 

Springsteen wields a harmonica and a familiar highway-

to-nowhere metaphor, setting a chilling account of dis¬ 

possession against a warm, wistful melody. “Youngs-
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town” is a talc of economic entrapment with strains of 

violin so dark and bittersweet you can almost hear the 

singer “sinkin’ down” in them. It’s one of several vivid 

plots centered on broken men whose only means of 

escape are dreams and death. Characteristically, 

Springsteen paints them as victims of both circumstance 

and their own flaws, so that the wayward ex-con on 

“Straight Time” and the trusting, doomed migrant work¬ 

er on the softly glowing “Sitalda Cowboys” are equally 

credible and equally sympathetic. 

And as always, his songs convey the possibility, if not 

the realization, of salvation through love. What drives his 

cast of luckless losers, and lends spirit to even his most 

depressing lyrics, is the need to belong to someone, be it 

God, family, or that girl down at the local bar. In this 

respect, Springsteen’s American landscape is one that the 

whole world can relate to. We’ll take credit for him, any-

way.—Ely sa Gardner 

John Scofield 
Groove Elation 
(Blue Note) 

Wayne Krantz 
Long to be Loose 

(Enja) 
2 Drink Minimum 

(Enja) 

A
mong the top echelon of contemporary jazz 

guitarists, John Scofield reveals the deepest 

connection with blues, bebop and post¬ 

Wayne Shorter harmony. On Groove Elation, fea¬ 
turing New Orleans drummer Idris Muhammad, 

the progressive Hammond organ stylings of Lar¬ 

ry Goldings, the robust big-band bass of Dennis 

Irwin, and an ace horn section, Scofield has pro¬ 

duced a retro nouveau hybrid of funk, spirituals, 

Clarence Fountain on how the 
Blind Boys of Alabama brought him back live 

Concert recordings are a staple for other 
gospel groups, but before / Brought Him with Me. 
the Blind Boys of Alabama had done all their 

recording in the studio. As frontman Clarence 

Fountain explains, "When you're cutting live, you 

can't back up. Stay in the studio, and do it bet¬ 
ter, you know?” What made Fountain and the 

Blind Boys change their minds? Their label, 

House of Blues, wanted a live album from L.A.'s 

House of Blues. "I was talked into this," 

Fountain laughs. "I didn't really want to do it." 

For one thing, he was worried about playing to 

a “mixed” audience, which in his case means 

the sinners and the saved. “Where you can get 

the most out of things, gospel-wise, is in church. 

Because you're singing to an audience that 

knows how to handle the music.” 

Most of the material on I Brought Him with Me 
does consist of traditional gospel tunes like 

“Walk in Jerusalem" and "Lord Will Make a 

Way." But Fountain included modern fare like 

“No Dope” in the House of Blues set. “I put that 

on there specially, because I think it will be all 

right for who’s listening,” he says. "'No Dope' is 

a message tune that tells you, 'You don't need 
dope, because you've got hope. And who is your 

hope? Your hope is Jesus." 

Overall, Fountain is pleased with his group's 

performance. But he still would rather have 
stayed in the studio. “It's just not a good thing to 

do, to cut live," he says. “You can do it, but what 

you need to do is go into a town where you know 

the crowd loves you. Like Montreal, Canada. 

That was a place to cut if you want a live album, 

because they had 40,000 people out there, and 

they just came to see the Blind Boys. Only. And 

they were live, and they know what they came 

for. and we gave it to them, and they reacted to 

it. And that makes the difference, see?" 

—J.D. Considine 

HOUSE 

blues and soul jazz worthy of James Brown and 

His Famous Flames. 

On several tracks he’s stripped away all that yum¬ 

my stereo chorus (the easier to play lines with, my dear) 

to reveal a stark hollering timbre in the best Chicago 

blues tradition, as on the nasty shuffle “Let the Cat 

Out,” with its oblique horn harmonies. He also makes 

excellent use of acoustic guitar, pours hot grease all over 
his Sunday school lunch on “Carlos,” and paraphrases a 

Charlie Parker line in the funkiest manner possible on 

the title tune. 
Wayne Krantz has been operating in a more 

oblique personal zone, searching for innovative struc¬ 

tures on which to construct rhythmically elaborate, 

harmonically complex trio excursions. On these dates 

with bassist Lincoln Goines and drummer Zach 

Danzinger, he treats his Stratocaster like a classical 

guitar, as if Chet Atkins were on some Owsley blot¬ 

ter. The studio recording Long to be Loose is the 

more refined outing, while 2 Drink Minimum, the 

live record, is a rawer presentation, with more em¬ 

phasis on rhythmic intricacy and heavy electric funk 

modulations. 

On the studio side, Krantz’s “Although One Be¬ 

gan” employs vinegary harmonies, evocative chord 

melody work, dancing leads and a skanky in-between 

pickup sound to create a shifting, keyboard-like den¬ 

sity. His jaunty lines on “From a Little Croaking 

Sound” transcend the hackneyed pentatonic cadences 

most fusion players lean on—a truly modern vision 

of orchestral guitar. On the live date, the interplay is 

more incendiary, as if Frank Zappa had woken up 

one morning and realized he could play his long lines 

and sophisticated rhythm changes over more than 

one chord at a time ... wotta concept! 

Guitarists looking for a dab of old-time Tabas¬ 

co should check out Groove Elation. Those seek¬ 

ing to escape the labyrinth of techno-snore cli¬ 

ches, and who have a taste for truly modern chord 
voicings, should jump on Krantz.—Chip Stern 



Alice in Chains 
Grind 

(Columbia Records) 

T
hough Alice in Chains’ churning din of death im¬ 

agery and contorted textures implies ominous pow¬ 

er, their sparse alterna-metal is permeated with an 

unsettling frailty. Rather than flex their muscles (as 

would most metalheads), here the players barely shad¬ 

ow the groove, as if no one wants to expend unneces¬ 

sary energy. Instead of a mushrooming explosion, Al¬ 

ice’s web of skin-rotting guitars and languorous 

drumming leaves you feeling nauseous and nasty. 

That fatigue with life, and a stoner’s approach to 

playing metal, endeared Alice’s 1994 EP Jar of Flies to a 

multi-platinum audience. Fueled by rumors of the 

group’s heroin addiction and breakup, many expected 

the band to give up the ghost. But the group’s resilience 

lies in its seeming confusion. On Grind, Layne Staley’s 

double-tracked vocals never veer far from a lethargic 
drawl, sucking in the listener with odd, layered melod-

icism. Around Staley the band raises a weird well of tur¬ 

moil, as on “Brush Away,” where squirming guitars im¬ 

itate wailing hellhounds. Other songs provide slinky 

funk beats and Johnny Watson-ish guitar solos, adding 

further to the strangeness. Then “Heaven Beside You” 

breezes in, an acoustic blues covered in scabrous 

thoughts and cliched rock guitar, and with a pretty cho¬ 

rus that Hank Williams could’ve written. 

Alice in Chains’ sullen music is like stomach acid 

climbing up your throat. But once Grind satisfies your 

senses in its queasy way, another listen feels all but in¬ 

evitable.—Ken Micallef 

Michael Hurley 
Wolfways 
(Koch) 

H
e’s as pro-pot as the Cypress Hill crew, ’cept his 

blunt is a corn-cob pipe filled with homegrown. He’s 

an advocate of antiquity, meaning 8-tracks and 

scratchy fiddles are de rigueur. He’s a philosopher, too, 

but aging, sub-rosa folkster Michael Hurley pontificates 

in a wrinkled flannel ’n’ corduroy manner that allows 

room for plenty of cosmic drift. To some, these pregnant 

pauses are the reason his tunes have such a comfy feel. 

Hurley, a guy who’d likely saunter out of a burning build¬ 

ing, doesn’t rush anything. Wolfways is a prime example 

of his largely seductive, sadly undervalued 30-year-old 

oeuvre, where digression and leeway beget a charming 

atmosphere of casual existentialism. 

Evocative descriptions spark most of the tunes on 

this 13-track collection. The doomful minor-key pick¬ 

ing and banshee warble of his signature song, “The 

Werewolf,” are as vivid as the fleeting snapshots of 

Marilyn Monroe stepping out of a pool or of Smokey 

the Bear assessing a burned forest in “Eyes, Eyes.” 

With an ache that underscores his reverence for 

Appalachian mountain music, Hurley gets to the heart 

of his oft-sad matters sooner than more formal folkies. 

And when the woe gets too much, he grabs a fiddle and 

saws out a lighthearted riffsong like “The Mayor of 

Alburg,” or lets whimsy rule with a John Hurt cop like 

“Ditty Boy Twang.” Or goes dada in a life-’n’-death 

novelty like “Hog of the Forsaken,” whose protago¬ 

nist owns a boogie-blues bar and sings for “these and 

those times, as well as the times to go.” That sounds a 

lot like Hurley himself. Wolfways is a fine entry into 

his world for the uninitiated; once someone saves his 

Raccoon masterpieces from oblivion, all of folkdom 

will be a more enticing place.—Jim Macnie 

Henry Mancini 
The Days of Wine and Roses 

(RCA) 

H
e was a most genteel revolutionary. The lasting 

impression of Henry Mancini is that of a calm, 

unflappable conductor, but his lasting impact is the 

way he blazed a trail for jazz composers in Hollywood 

with the Peter Gunn soundtrack in 1959. That was just 

one color on his musical palette. This three-CD collection 

includes marches, a samba, a Baroque piece, a Western 

hoedown, an homage to the big bands, and a suitcase full 

of songs with French, Irish, Italian, Russian, African and 

Hawaiian accents. 

Though he was a talented arranger and conductor, 

Mancini’s greatest gift was for composing gorgeous, 

timeless melodies. His best songs, including the 

melancholy “Days of Wine and Roses” and the bit¬ 

tersweet “Two for the Road,” seem to capture in 

music the yearnings of the human heart. “Moon 

River,” Mancini’s most famous composition, com¬ 

bines the elegance of a waltz with the simplicity of a 

folk song. Like movie classics such as “Over the 

Rainbow” and “As Time Goes By,” it proves that 

songs can be simple and universal without sacrificing 

depth. Elsewhere, his sense of playfulness comes 

across on the impish “Baby Elephant Walk” and the 

mischievous cat-and-mouse game of “The Pink 

Panther Theme.” His sole weakness was a fondness 

for syrupy vocal choirs, which often undermined the 

power of his material. 

This set runs through 1977, when Mancini left 

RCA, and leaves the impression that his career ran out 

of gas after that. In fact, he went on to have several 

other successes which RCA was unable or unwilling to 

license. Boxed sets carry the aura of being complete 

and definitive. It’s a shame to have such gaps and omis¬ 

sions in a posthumous boxed set on a composer of 

Mancini’s stature.—Paul Grein 

Various Artists 
Big Band Renaissance: 

The Evolution of the Jazz Orchestra 
(Smithsonian) 

W
hile big-band jazz never really prospered after the 

Swing Era, it certainly proliferated. From the 

opening horn shouts of Jay McShann’s 

“Swingmatism” (1940), with its boppish solo by Charlie 

Parker, to the harmonic freedom of Muhal Richard 

Abrams’ “Hearinga” (1989), producer Bill Kirchner has 

compiled and annotated six hours of music infused with 

blues and Bartók, that swings in 4/4 or rushes in 13/8, 

with saxes seductive or zany, phrasing that originated in 

black churches as well as in Japan, wordless vocals and 
Jon Hendricks’ rap on the joys of New York City. 

This five-disc boxed set includes 75 selections 

by 60 ensembles divided into road, part-time, stu¬ 

dio and avant-garde bands. If there’s a trend evi¬ 

dent over 50 years, it’s the movement of the main 

stream away from swinging, improvisatory music 

based on simple charts that could be modified in 

the midst of performance (the Basie band) toward 

orchestrations that leave room for individual 

soloists. The one constant is the absorption of 

new sounds, whether Cuban rhythms or Mexican 

folksongs, made by flutes, electronic keyboards, 

or the advances of jazz itself from bebop to the 

avant garde. 

You could quibble about individual selections or 

the inclusion of smaller eight- and nine-piece bands. 

But a careful listening might inspire a new apprecia¬ 

tion for groups led by figures as diverse as Buddy 

Rich or Sun Ra, Don Ellis or the Elgart Brothers. As 

with its predecessor, Big Band Jazz, the sound quali¬ 

ty is high, and the 88-page booklet is informative and 

profusely illustrated.—Dave Heliand 
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them in a haze of drugs, depression and dubious psychiatric 

care. But as Parks bangs out the tricky chords of “Orange 

Crate An” and Wilson sings its old-timey, hints-of-

Stephen Foster melody, it’s hard not to feel some hope. 

Sure, decades have been lost, but couldn’t the magic return? 

It hasn’t happened here. Though the album’s cer¬ 

tainly easy on the ears, it lacks the timeless resonance 

of the Smile songs, even as it occasionally refers to 

them with strategic uses of instruments like slide guitar 

and harmonica. The problem isn’t the writing, which is 

generally high-quality, and nearly all by Van Dyke; 

Brian’s contributions are primarily vocal. The title 

track remains a standout, while “Palm Tree and Moon” 

approaches the harmonic complexity of old. Hearing 

Wilson sing now can be disconcerting at first, but once 

you realize that Pet Sounds voice is gone forever, his 

frogginess grows on you. He’s still great at putting lush 

overdubbed harmonies together, and his lead singing is 

much more relaxed than on his 1988 solo album. 
No, Orange Crate Art's main flaw is its sound—too 

high-gloss, with too many shiny happy synth parts. 

Nothing against joyful music, of course; God only 

knows Brian deserves some happiness. But a big smi¬ 

ley rendition doesn’t jibe with the wistful tone of most 

of these songs. And it seems false to not acknowledge 

the last quarter century’s wreckage in some way. In the 

end, one keeps returning to the simple piano version of 

“Orange Crate Art” in Was’ film. It shows there’s still 

life in this old partnership, and it hints at depths this 

pleasant album doesn’t reach.—Mac Randall 

Count Bass D. 
Pre-Life Crisis 

(Hoppoh/ Work/Columbia ) 

Y
ou’d expect a hip-hopper from Nashville to pos¬ 

sess either a peculiar outlook on life or serious mu¬ 

sical chops. Count Bass D. has both. The combi¬ 

nation of wit and craft make Pre-Life Crisis about as 

close to pure hip-hop fun as you’re going to get; listen¬ 

ing to it is like being tickled in your sleep. Just being 

Count Bass D. seems to be a non-stop giggle (I mean, 

rapping about lip balm?), and here he’s letting every¬ 

body in on the fun. 

Verbally, D. (Dwight Farrell) delivers some memorable 

lines. To be sure, he sometimes overdoses on hip-hop sim¬ 

iles, but he scores more often than not (“fucking up like 

Chris Webber” and “dumber than Dan Quayle” should 

earn him a trash-talk MVP). “Agriculture”’s central 

metaphor—women as plants waiting to be “fertilized” (har, 

har)—is pretty stupid, but other raps are enhanced by a 

refreshingly honest perspective and a wickedly sly delivery. 

He bares his checkbook on “Broke Thursday” (“If you 

hang with nine broke friends, you’re bound to be the tenth 

one”), recounts his chance meeting with a TLC front 

woman on “T-Boz Tried to Talk to Me,” and affirms his re¬ 

ligious roots on “Sunday School,” which comes across as 

heartfelt rather than pandering. 

D.’s multi-instrumental skills are just as solid. His bass 

drums and keyboards wind through smooth jazz-styled 

soulscapes; a little funk here, some bossa nova and gospel 

there. Nothing mind-bending, just enough to keep you 

engaged through this funky, funny ride.—Tony Green 

Brian Wilson 
and Van Dyke Parks 

Orange Crate Art 
(Warner Bros.) 

he most stirring moment in Don Was’ recent Brian 

Wilson documentary / Just Wasn't Made For These 

Times features this album’s tide track. Toward the end 

of the film, Wilson sits at the piano next to Van Dyke Parks, 

his collaborator on the unfinished 1967 Beach Boys album 

Smile. Nearly 30 years have passed since those startlingly 

innovative songs were written; Wilson has spent most of 

Mike Scott 
Bring 'Em All In 

(Chrysalis) 

W
hen inspiration dwindles and careers 

fade, some musicians attempt to rein¬ 
vent their music. Others, searching for a 

rejuvenated soul and spirit, look to reinvent 

themselves. With Bring 'Em All In, former 

Waterboy Mike Scott has taken the latter 

tack, producing an intimate, sincere album of 

personal revelations. Reflecting a year spent 

in the quasi-religious Findhorn Community, 

his new songs embrace life, God and love. 

The Waterboys’ “Big Music” alluded to these 

grand subjects, but stripped of rock pretense 

and any ties with his past, the nomadic Scott 

emerges here to tackle the big questions. 

And in novel settings. On the resounding 

title track, for instance, he marshals simple 

elements—galloping acoustic guitars and a 

luminous vocal choir—to frame a whispered 

vocal delivery. In fact, each song here is a rare study in 

economy, in eliciting tension and intensity through 

stripped-down instrumentation. With the emphasis on 

Scott’s voice and little else, these songs send shivers. 
Stinging harmonica and purring organ underscore 

“What Do You Want Me To Do?,” a plea for guidance 

that will resonate with anyone who has wrestled with 

faith. The Dylan-ish “Wonderful Disguise” humor¬ 

ously examines the mask people present to the world, 

and how the soul can starve while the body appears 

healthy. Scott confronts romantic love in “She Is So 

Beautiful,” describing both its joy and crippling dev¬ 

astation with elegance. 

Spirituality, of the sort which forces you to rectify 

your place in the world, is so un-PC these days as to be 

laughable to many. Mike Scott has followed this unfash¬ 

ionable path, and in the process he’s tapped into a brac¬ 

ing well of emotions and insights. As he sings, “Those 

who have ears to hear, let them hear. Ken Micallef 

The Grateful Dead/ 
John Oswald 

Grayfolded 
(Swell/Artifact) 

Various Artists 
The Music Never Stopped: 
Roots of the Grateful Dead 

(Shanachie) 

E
ven those who believe that the average Deadhead is 

about one bong hit shy of a cosmic revelation should 

be able to get behind these two unusual projects. 

Grayfolded is the mind-boggler of the two. Assembled by 

Canadian composer-musician-tape manipulator John 

Oswald, the two-CD set is Oswald’s most daring utiliza¬ 

tion of his “plunderphonics” techniques to date. Over 50 

performances of the titanic live set-piece “Dark Star,” span¬ 

ning the years 1968 to 1993, were scrambled into a single 

one-hour-and-45-minute mega-version, using Oswald’s 

customary slice-and-dice editing, superimpositions (or 

“folding,” hence the punny title), and radical varispeeding. 

The resultant epic makes for head-rending, sensuous listen¬ 

ing; especially intoxicating (and, given Jerry Garcia’s recent 

demise, moving) are the folded passages on “Transitive 

Axis,” in which what sounds like a dozen Garcia solos are 

sublimely overlapped. By synthesizing the multiplicity of 

dynamics in this concert warhorse, producer Oswald man¬ 

ages to isolate what was truly marvelous and pathfinding in 

the Dead’s much-vaunted jamming. 

The Music Never Stopped has a humbler objective. 

The 17-track disc pokes through the Dead’s record 

library, exposing the eclecticism of the band’s sources 

in rock, folk, country and blues works by Merle 
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Haggard, Bob Dylan, Jimmy Reed and Howlin’ Wolf, 

among others; such obscuros as old-time banjoist 

Obray Ramsey, Canadian folkie Bonnie Dobson and 

songster Henry “Ragtime Texas” Thomas were also 

appropriated over the years. The originals are delicious 

listening, and Dead expert Blair Jackson’s notes expli¬ 

cate how the Dead adapted the tunes to their own pur¬ 

poses. Fanatics will derive much from both of these 

albums, and listeners who have long been immune to 

the Dead’s charms may find them an invaluable road 

into the band’s rich, resourceful music.—Chris Morris 

Various Artists 
Def Jam: The First 10 Years: 

Vol. 1-4 
(Def Jam) 

H
ip-hop’s unapologetically capitalist leanings helped 

propel it into the public eye before most of Amer¬ 

ica knew what to make of it. And Def Jam’s 

courtship of major label muscle (Columbia and later 

Polygram) helped create a pop-culture juggernaut, one 

that shredded conventions on television rather than on 

the indie circuit. The label’s four-volume retrospective 

not only captures the highlights of rap’s premier label, 

but shows how hip-hop grew up before our eyes. 

Def Jam’s output over the past decade wasn’t defini¬ 

tive, merely essential. No discussion of maggotronic hip-

hop/funk would be complete without the ever-reliable 

EPMD, just as rap’s lyrical line would be poorer with¬ 

out L.L. Cool J’s “I’m Bad” or Slick Rick’s “Children’s 

Story.” And Public Enemy’s pointed cultural critiques 

like “Shut ’Em Down” and “Fight the Power,” counter¬ 

balanced by fiascoes like the Professor Griff episode, be¬ 

came one of pop culture’s more riveting spectacles. Stal¬ 

warts like the Beastie Boys (who bolted to Capitol near 

the end of the ’80s), 3rd Bass and Nice N’ Smooth are 

represented here too. 

Def Jam had its share of busts, and endured a serious 

dry spell in the early ’90s, but has consistently shown an 

ability to keep up with hip-hop’s dizzying trend turnover. 

When the times called for harder-than-hard rocks, Def Jam 

upped the ante with Onyx (“Slam,” “Throw Ya Gunz”). 

When heads started nodding toward West Coast boom, 

out came G-Funk Lords Warren G (“Regulate”) and 

Domino (“Sweet Potatoe Pie”). Currently, the label boasts 

a piece of the Wu-Tang rock (Method Man) as well as rap-

per/crooner Montell Jordan. Def Jam hasn’t stopped to 

contemplate its past here—it’s just keeping an eye in the 

rear view mirror.—Tony Green 

Chavez 
Gone Glimmering 

(Matador) 

C
ould this be the last gasp of rock ’n’ roll? Gone 

Glimmering is the unnerving noise of an endlessly 

resilient style ground down to almost nothing, lack¬ 

ing the comforts of melody and steady rhythms, and 

drained of desire, excepting the desire to hurl oneself 

into the abyss. Featuring alumni of such East Coast out¬ 

fits as Live Skull and Bullet La Volta, Chavez recasts the 

standard guitar band as pitiless machine. Apparently dis¬ 

gusted by the limitations of the instrument, Clay Tarver 

and Matt Sweeney wield their axes brusquely, avoiding 

guitar solos like the plague, while dazzling drummer 

James Lo supplies tonal variety. Chavez’ thrilling dead 

end makes Helmet seem timid, Sonic Youth excessively 

sentimental and Metallica just plain old. 

Chavez does play pop tunes, albeit bent, mutilat¬ 
ed ones. Amid the stabbing riffs and sputtering tem¬ 

pos, “Break Up the Band” and “Pentagram Ring” 

give the impression of being real songs; “Peeled Out 

Too Late” might have devolved from R.E.M., and 

“Wakeman’s Air” carries a faint whiff of Black 

Sabbath, providing a quaint resonance in bleak sur¬ 

roundings. Often rendered unintelligible by the tur¬ 

moil, Sweeney’s pained bleat of a voice gives away 

little beyond nervous anxiety. He wails, “What was 
the cause?” in “Nailed to the Blank Spot,” striking an 

appropriately bewildered stance; “Relaxed Fit” finds 

him repeatedly chanting, “I don’t like that style,” 

perhaps eager to comment on jeans fashions. 

Elsewhere, Sweeney could be singing about moon¬ 

beams and daisies for all the sense he makes. But 
don’t bet on it. 

In the terminally self-conscious manner of so many 
hipster groups, Chavez pose a greater threat to them¬ 

selves than to others. There’s no hint of spontaneity in 

these nine tunes, which they handily dispatch in a half¬ 

hour flat. A masterpiece in its own dispiriting way, 

Gone Glimmering is just the ticket for masochists who 

think catharsis equals sellout. Party down, dudes! 
—Jon Young 

out of the ordinary, such as the gospelly “Anthem” or 

the placid, major-chord sweetness of “Little Glory,” 

he arrives at thoughtful tunes that challenge his co¬ 

horts and beg for further elaboration. Only one prob¬ 

lem: Those compositions only comprise about a third 

of Dragonfly. When forced to flesh out the record with 

perfunctory ballads or blues (see the particularly hack¬ 

neyed “Brother Blues”), Mulligan offers mundane ma¬ 

terial, and not even the efforts of his all-star guests can 

rescue it.—Mark Row I and 

Billy Pierce 
Epistrophy 

(Evidence Music) 

Epistrophy finds the impressive Boston-based tenor saxophonist in the company of fellow Jazz Mess-

senger Donald Brown, bassist Christian McBride 

and drummer Billy Drummond. The album, an homage 

to Thelonious Monk and Sonny Rollins, was recorded 

three years ago, and the rhythm section often sounds 

less than crisp or emphatic. Having chosen a daunting 

repertoire, Pierce bests it in a performance defined by 

long lines that are engagingly knotty and lyrical. His 

reading of “Strode Rode” is so exuberant the tune seems 

too short, and “Bye-Ya” and “Criss Cross” arc espe¬ 

cially bracing. Pierce’s sureness and his full sound para¬ 

doxically underscore and redeem his band’s weakness¬ 
es.—Karen Bennett 

Gerry Mulligan Quartet 
Dragonfly 

(Telare Jazz) 

B
aritone saxophonist Gerry Mulligan 

has never gotten his props as a com¬ 

poser or arranger, but this album— 

which benefits greatly from special 

guests Grover Washington Jr., John 

Scofield and Dave Grusin, and also fea¬ 

tures a cushiony cool-jazz brass ensem¬ 

ble—should change that, at least partial¬ 

ly. When Mulligan sets up a mood that’s 

Reeves Gabrels 
The Sacred Squall of Now 

(Upstart) 

L
ike the best solo efforts by flashy sideman gui¬ 

tarists—Adrian Belew’s Lone Rhino and Phil 

Manzaneras Diamond Head come to mind— 

this debut by Bowie/Tin Machine vet Gabrels suc¬ 

ceeds by providing real songs along 

with interstellar fretwork. Gabrels 

proves here that he not only creates a 

dazzling universe of sound with his 

axe, as on the aptly-titled “Fire-

Dome,” but that he can also write 

some darned catchy hooks, as on the 

remake of his and Bowie’s “You’ve 

Been Around.” His dry sense of hu¬ 

mor helps immensely; so does a sup¬ 

porting cast that includes Bowie, 

Frank Black and Charlie Sexton. 

—Thomas Anderson 

Various Artists 
Help 

(Go! Discs/London) 

I
nspired by John Lennon’s “Instant Karma,” the songs 

for this benefit CD (for the Brian Eno-founded 

Bosnian relief charity War Child) were recorded in a 

single day and put on sale a week later. Featuring the 

cream of current British popular music (Charlatans, Boo 
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Radleys, Blur, Orbital, Oasis, Portishead, Stone Roses, 

loads more ...), it’s surprisingly solid, despite a number 

of cover songs. Radiohead and Stereo MCs score high¬ 

est on original contributions, while Paul Weller is joined 

by Noel Gallagher of Oasis and Paul McCartney for a 

version of “Come Together.” Good cause, good music. 
—Dev Sherlock 

HENDRIX 

[cont'd from page 84] Animals and a friend of both 

Eric Burdon’s and Hendrix’s, during this hour. Stickells 

remembers Slater saying that there was “a problem with 

Jimi at the hotel.” He dashes off to the Cumberland, not 

knowing that Hendrix had been staying with 

Dannemann at the Samarkand. 

9 a.m. In a 1975 interview with Caesar Glebbeek, 

Shapiro’s collaborator on Electric Gypsy, Dannemann 

remembers waking up at this time. 

9:30 a.m. As noted in documents filed by Special 

Operations One at Scotland Yard, Slater reports arriving 

at the Russell Hotel, where he finds Eric Burdon on the 

phone with Dannemann, telling her to call an ambu¬ 

lance. (Note: In his book, Burdon admits to possibly 

falling asleep after taking the initial call from 

Dannemann, then suddenly waking up when the real¬ 

ization that something serious may be going on jars him 

from his dreams.) Meanwhile, Margaret Redding, Noel’s 
mother, insists in an interview with Musician that she 

definitely heard of Jimi’s death from her son at this time, 

then passed the news along to Mitch Mitchell. 

10 a.m. In her unpublished manuscript, Dannemann 

remembers waking up at this time. “Jimi was still sleep¬ 

ing soundly. I got out of bed, put on some clothes, and 

ran across the street to fetch some cigarettes.” 

10:20 a.m. According to her deposition in ’91, 

Dannemann “woke up. He was sleeping normally. I 

short takes 
by j.d. considine 

Rolling Stones 
Stripped 

(Virgin) 

That these oldies seem as fresh as they did a 

quarter century ago is impressive enough; that 

there's also a note-perfect “Like a Rolling 

Stone” suggests the band really is sharper 
than ever, or else did cut that deal with the 

devil. I favor the former, both because the 

rhythm lock is awesome (has "Let It Bleed” 

ever sounded so together?) and because of 

Lucifer never liked the kind of clarity Dap Was 

brings to this production. 

Tha Dogg Pound 

Dogg Food 

(Death Row/lnterscope) 

As usual, the talk about profanities and bad 

attitudes missed the point. What matters 

about Tha Dogg Pound aren’t the words but 

the music—phat, bass-driven rhythm tracks 

that evoke classic P-Funk without actively imi¬ 

tating it. And because those grooves are 

played, not sampled, there’s reason to 

believe that Tha Dogg Pound’s Daz may be 

the brightest auteur in gangsta since Warren 

G. Chew on that, Time Warner. 

Passengers 

Original Soundtracks 1 

(Island) 

Whereas Eno's knack for turning texture into 

an extra level of hook was the icing atop 

Achtung Baby and Zooropa, with this album it's 
pretty much the whole cake. Not that the lads 

from U2 are unequal Passengers, exactly, for 

no matter how much Eno may fiddle with these 

sounds, the source remains recognizable. But 

by shifting the focus away from the super¬ 

group, this collection allows non-melodic fare 

like "United Colours” or “Ito Okashi" to be 
given as much weight as broad-stroke pop like 

the snarky “Elvis Ate America" or the Pavarotti-

augmented “Miss Sarajevo." These exercises 

hardly rank as major work, but they're still fun 
to hear. 

Coolio 

Gangsta's Paradise 

(Tommy Boy) 

Coolio is old-school in the best sense: He 
favors chorus-strength hooks, isn’t afraid of 

playing off a well-known tune, and loves all 

kinds of vocal interplay. But it isn’t the choral 

arrangement or even the Stevie Wonder sample 

that makes Gangsta's Paradise so powerful, 
it’s that Coolio ties his music to a message 

that's as deep as the groove. That's as true of 

party tunes like "Cruisin’” as social statements 

like "The Revolution." 

Super Junky Monkey 

Screw Up 

(Tristar) 

These four Japanese seem equally fond of PiL, 

Metallica and the Beasties; what makes Screw 
Up such a kick is the way the band brings those 
influences together. “Paka patsuka,” for 

instance, has no trouble matching funk drum¬ 

ming, droning punk guitar and dancehall toast¬ 

ing (in Japanese, no less), while "Popobar” 

offers a palatable blend of King Crirrison skronk 

and Chili Pepper rap. Add in a surprisingly accu¬ 

rate gloss on the Balinese Monkey Chant, and 

there’s reason to become a Junky Monkey 

junkie yourself. 

went ’round the comer to get cigarettes.” 

11 a.m. At this time, Dannemann told police on the 

day Hendrix died, “I woke up and saw that Jimi’s face 

was covered in vomit. I tried to wake him but could 

not.” (In her October ’94 deposition in Seattle, she 

retracts this testimony.) 
11:18 a.m. Phone records indicate a call for an ambu¬ 

lance from the Samarkand Hotel. 

11:27 a.m. The ambulance arrives at the Samarkand. 

Dannemann tells Shapiro that she watches as the two 

crewmembers “checked his heart, his pulse, his breath¬ 

ing, and said it’s all right, it’s fine, nothing to worry 

about.... They were not worried one bit. They said this 

afternoon, you will walk out of the hospital with him.” 

But that’s not how Reg Jones and John Suau, the 

ambulance crew, remember it In interviews recorded by 

Dolores Cullen, a.k.a. Dee Mitchell, they remember find¬ 

ing the front door wide open, with nobody inside except 

for Hendrix, who was lying on the bed. Jones said, “ It was 

horrific.... He was covered in vomit. There was tons of 

it all over the pillow—black and brown it was. His airway 

was completely blocked all the way down. His tongue 

had fallen back.... John ran up and radioed for the police. 

He got the aspirator too. We felt his pulse between his 

shoulders, pinched his ear lobe and nose, shone a light in 

his eyes. But there was no response at all. I knew he was 

dead as soon as I walked in the room.” Suau concurred: “I 

knew it was hopeless. There was no pulse, no respiration. 

We knew he was gone.... But we are not doctors. It’s our 

job to keep trying until we get him to the hospital. As 

soon as the police arrived, we were off.” Suau also recalls 
that Hendrix’s vomit was dry, suggesting that he had been 

dead for more than a little while. 

11:30 a.m. Two policemen, Ian Smith and Tom 

Keene, arrive at the Samarkand. Dannemann, in her 

book, quotes Smith as saying that “he was at the flat but 

never saw Jimi dead.” Yet Smith apparently disagrees. In 

a 1990 interview with the Bucks Advertiser, the newspa¬ 

per in his home town of Aylesbury, he remembers being 

greeted by Monika at the Samarkand. “Hendrix was on 

the floor, lumped out. The ambulance people were 

already there, and as far as they were concerned he was 

dead.” And in a taped interview with Dolores Cullen, 

Smith repeats, “Jimi was dead. It wasn’t very pleasant. 

They [the ambulance crew] had taken some of the bed¬ 

ding from around him. He was dressed, but there was a 

lot of mess, so they just wrapped it around his body and 

took him off.” 

In a conversation with Tony Brown, Smith joins Reg 

Jones and John Suau in challenging Dannemann’s claim 

that she was even in the flat at all. “We closed up the flat, 

as there was no one about. If she’d been in the flat, they 

would never have called us to come, because they could 

have just taken him as normal. But because no one was 

there, he was dead, and circumstances were a little odd, 

they radioed their control to get us in.” (After being vis¬ 

ited by Dennis Care, a private investigator working for 

Al Hendrix, Suau reportedly changed his story slightly, 

indicating that someone may have let him into the 

Samarkand flat.) 

11:45 p.m. With Hendrix inside, the ambulance, hav¬ 

ing left the Samarkand, arrives at St. Mary Abbots 

Hospital. In many different interviews, Dannemann 
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insists that she rode with Suau and Jones. Hendrix, she 

says, was seated upright in a chair between the two, with 

his head occasionally falling forward onto his chest. She 

also tells Shapiro that they drove with the siren off. But 

according to Jones and Suau, the siren was blaring, the 

lights were flashing, and Hendrix was lying flat. “There’s 

a standard procedure, especially for someone who’s 

unconscious,” Suau told Martin Shankleman for the 

Radio One show Wink of an Eye. “All the equipment 

is at his head, if you need to do resuscitation.” So it was 

with Hendrix, Suau says, who adds that Dannemann 

was not in the ambulance; the only passengers, he 

insists, were “me and the casualty, and Reg the driver. 

Nobody else.” 
This point was underscored in January ’92, when the 

London Ambulance Service, after conducting its own 

investigation of Dannemann’s allegations, issued a state¬ 

ment: “In the light of our extensive enquiries, it is appar¬ 

ent that the ambulancemen acted in a proper and pro¬ 

fessional manner. There was no one else, except the 

deceased, at the flat... when they arrived; nor did any¬ 

one else accompany them in the ambulance to St. Mary 

Abbots Hospital.” 

12 noon. The ambulance arrives [cont’d on page 9^] 

[cont’d from page 14\ Gibson, which is what I 

write all my songs on, this old 1947 LG2, I bought 

down at Gruhn’s Guitars about eight years ago, from a 

fellow who works there named Dan Green. His per¬ 

sonal guitar! Not expensive, about three or four hun¬ 

dred bucks. There’s something about these small old 

box Gibsons, I just like the way they sound—not too 

plump, not too tinny. Just real woody. I knew as soon 

as I hit a chord that it had many a song in it. 

I write on piano about once every five years. 

“Friend of Mine” is about a good buddy I’d lost. I had 

no intention of writing a song about it. We were in 

Sacramento, and my tour manager at that time had a 

remarkable ability to get perks out of hotels. 

Somehow, for a regular room rate, he got me the 

Presidential Suite at the Hyatt. I put my key in, opened 

the door—there’s a grand fucking piano in my room. I 

sat down, and the next thing you know it’s evening, 

and I’m kind of sad and blue, and my friend had been 

dead for six months, and it just came out. So that might 

not have happened if I hadn’t had the Presidential 

Suite. Talk about a snake in the woodpile. 

Record-making collaborations are fun, but for 

songwriting, for me, the verdict is still out. I got noth¬ 

ing against it, but it’s a different beast you build. I 

mainly do it with friends and it’s like a boys’ outing: 

Verse and chorus and then we can have lunch. Of 

course it’s all the rage here in Nashville. It’s gotten to 

the point of, let’s not even write them, you know—let’s 

just draw them out of a hat. But I like songs that have 

the stance of a particular view and that are peculiar to 

that individual. I like the quirks. When you collabo¬ 

rate, you tend to shave those off rather than encourage 

them. I prefer them art songs to them craft songs. 

I think I get closer to the pure essence of the reason 

to write now, which is just the music itself—the inspi¬ 

ration. Having the opportunity to dance or pal up to 

the inspiration, to touch it, conduct it—it’s a terrific 

feeling. I’ve not always had that. I’ve had all kinds of 

other baggage attached. It’s like the French and their 

sauces—you keep reducing down, and it gets more 

intense and flavorful. 

I’ve used songwriting for therapy, God knows, 

many times for many years. And still it’s that too, in a 

way. It’s about getting something up and out. If you 

look at trials and tribulations as useful, that’s the only 

time they make any sense. If pain had no point to it, 

then you have to figure that God or whoever it was 

that designed it is kind of a shithead. You know? Or 

just a little too mean. So you gotta figure, you get good 

stuff out of being down. 

GERALD LEVERT 

[cont’d from page /$] the single drops off the charts 

and never returns. To say that you’re angry is an under¬ 
statement, but what can you do? 

This is the scenario that many new artists face 

everyday. By the time they realize that they have been 

hoodwinked or bamboozled, it’s too late. They’re 

stuck in a six-album-or-more deal. It can be terminat¬ 

ed, but by the time you go through all of that, you’re 

worse off than before. Then let’s say your album is a 

hit and you are a mega-star—the only thing is you 

have no money. 

What’s the moral of this story? How can you avoid 

all this happening to you? You must be in charge of 

your own destiny. Get yourself a personal manager, a 

business manager, an attorney and an accountant. 

Make sure these people have some prior knowledge of 

the record business and are trustworthy. If you’re a 

writer and producer, learn about the music publishing 

side, read your own royalty statements. Be true to 

yourself and the music you want to record; the image 

you want to have. Then when the record company 

president tries to override your vision, just speak up 

and tell them what you want and try to come to a 

happy medium. But, if you fail, you have no one to 

blame but yourself. 
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around your own schedule. 

1600 Broadway, NYC, NY 10019 
212-315-1116 - Fax: 212-315-0825 

CATEGORIES: Please mark category desired. 
J Accessories □ Books/Publications J Computers 
□ Employment □ For Sale □ Instruction □ Instruments 
J Miscellaneous □ Musicians □ Records & Tapes 
□ Services □ Software J Songwriters □ Talent J Video 

□ American Express 

Credit Card # Need an ad fast? 
Call Jett Serrette. 
In NY State (212) 536-5174 
Outside NY St. (800) 223-7524 

Call now 
for our 
catalogue 
or quote: 
Roadie Producta. Inc. 
1-800-645-1707 
(516) 565-1181 (NY) 
(516) 565-1590 (fax) 

RECORD COMPANY NATIONAL DISTRIBUTION 
wants Rock, Pop, R&B, AC, Dance, Alternative Demos—Submit 

Tape, Pictures, Resume, Phone to: TopNotch® Entertainment Corp. 

Box 1515 Sanibel Island, Florida 33957-1515 (941) 982-1515. 

1954 Gibson Les Paul Custom, 1924 Gibson Lloyd Loar F5. SUB¬ 

SCRIBE NOW to our monthly used and vintage instrument list with 

20 jam-packed pages of quality instruments for players and collectors 

at down-to-earth prices. $12.00/year ($25.00 overseas). Current issue 

free on request. ELDERLY INSTRUMENTS, 1100 N Washington, 

POB I4210-EC5, Lansing, MI 48901 (517) 372-7890._ 

RADIO AIRTIME now available for artists/musicians on THE 
CAMEO CLUB PERFORMER show aired in Hollywood, CA. LA 

IS THE HOTTEST place on Earth for artists!! Details/Rates call 1-
800-809-387 

This is one MIDI footcontroller 
that won't make you go 

★ TRAIN AT HOME 
Easy Home-Study practical training In 

— Diploma. Job Placement, & More. I 
I FRH IK FORMATION; 

! Lixlio luMiluK- of imerira 
2258-4 Union St. Suite H, San Francisco, CA 941231 

ATTENTION: KEYBOARDISTS. Beginners to 

pros. FREE Report reveals how to sound like your favorite keyboardists 

on recordings. (800) 548-5601 24 Hrs. FREE Recorded Message. 

MUSICIANS NATIONAL REFERRAL—Professional 

musicians seeking bands— bands seeking professional musicians. 

Bands register free. Call now for information. 1 (800) 366-4447, 

PROFESSIONAL MUSICIANS RE¬ 
FERRAL—Musicians/Bands— Connect with the RIGHT 

group or player. Call PMR— America’s original national referral! 

(612)825-6848. 

! Une (404)482-2485-Ext 20 
ng Better Than Karaoke! 

WANTED: SÍ» 

GRATEFUL DEAD PHOTOS 
Jerry, Bob and band. Up close, no crowd shots! Send SASE for photo spec 

sheet to: Photo’s Unlimited, PO Box 27587, Seattle, WA 98125-2587. 

ON THE JOB TRAINING 
IN MAJOR LOCAL RECORDING 
STUDIOS/RADIO STATIONS 

Part time, nights, weekends. No experience 
required. Free brochure and recording tells how. 

1-800-295-4433 

• 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 

2324140 

°n 'r $2,590 
with B&W inserts 

We're your #1 source for the 

world’s best sound absorbents, 

barriers & accessories. Clients in¬ 

clude AT&T, NASA, Sony, Warner 

Bros., Ford, 20th Cent. Fox, NPR, 

Univ. Studios, US Gov’t, Shure, etc. 

Why use great gear in a lousy 

room? Call today for great stuff! 

1-800-95-WEDGE 
Es, USAFoamFax 317-842-2760 

COUPON 
HOW TO ORDER AN AD 
regular CLASSIFIED (ads without borders): 
20 word minimum. $2.90 per word, minimum 
$59 per insertion. 
classified display (all ads with borders): 
1x/1” $163 per, 6x/1" $152 per, 12x/1" $142 per. 
bold face CAPS: First line, additional $20. 
MUSICIAN BOX NUMBER: Add $4 per insertion 
for handling. 
PAYMENT MUST BE ENCLOSED with your ad. 
Send to Musician Classified, Jeff Serrette, 
1515 Broadway, NY, NY 10036. 
deadline: Two months prior to date of 
publication. 
ALL AD CANCELLATIONS MUST BE IN WRITING 
AND MAILED TO THE MUSICIAN CLASSIFIED 
DEPARTMENT. 

FAX YOUR AD TODAY (212) 536-5055 

EEK!" 

SINGERS!^ Ê
Unlimited. Low Cost, Instantly Available 

Background Music from Original Standard 
Recordings! Does Everything Karaoke 
does... Better and gives you the 
Thompson Vocal Eliminator'" < 
Free Brochure & Demo Tape.«» 
LT Sound Dept Md 7 i 
7988 LT Parkway 4 
Lithonia, GA 30058 
24 Hour Demo/lnfo Request 
When You Want Somethin 

Recording Engineer 
Radio Announcer 

Exp. Date 

Your Signature 

THE 
RECORDING 
EXPERIENCE 

Telephone_ 

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

g 

3 

RECORD LABEL 
LOOKING FOR NEW ACTS >5 gs um a i + [ci a»j ;< ¿ i avrjh kit-

M RECORDING CONTRACT H 
gg $15,000 00* WORTH OF PRODUCTS 

RECEIVE 40 HOURS STUDIO TIME 
Qjg WITH ESTABLISHED PRODUCER 

1,000 CDS & 500 CASSETTES IN FULL COLOR 

£ S»»!?«’ c+nrcnr^s > Iconic (919) 746-30211 

I Records EXT 24 5 
‘Minimum Retan Tatue 5) 

SERVICES 

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

FOR COMPLETE COMPACT DISC, 
CASSETTE & RECORD MANUFACTURING 

QCQ (800) 859-8401 
KA, INC. • 2832 SPRING GROVE AVE. • CINCINNATI. OH 45225 

(513) 681-8400 • FAX (513) 681-3777 

> Producing Your Own CD 
’ ï Shouldn't Make You Scream 

your music is a masterpiece...our prices are a steal. UlUdl l,fWl»5 500 Cassettes "S" 
design«duplicafion*masfenng J 

call far air Fill brechara! H8C0TQ 

DUPLICATION 
COMPACT DISC 

AUOia+VIOEO CASSETTE 
CO ROM 

MOW FEATURING THE 

\ \ THE LATEST IN DIGITAL 
1 CASSETTE BIN TECHNOLOGY 

FROM GAUSS. 

map 
/ wwmW,INC. 

WORLD MEDIA GROUP 
8472 Brookville Road 

Indianapolis, Indiana 46239 
317/3B3-1113 Fax 317/353-0750 

Internet wmg0indy.net 

’. [s®] SU H NAKÍRID 

SERVICES 

TOLL FREE 1-800-835-1362 
Incredible Compact Disc & 

Cassette packages... 
Complete Full Color CD Packages: 
500 CD's $1199. 
1000 CD's $1649. 

Complete Full Color Cassettes Packages: 
500 Cassettes $614. 
1OOO Cassettes $909. 

American Clients: No Tax... No Duty... No Problem! 
CD Package includes: color 2 page folder, color traycard. 2 color on 
CD printing, pre master & glass mastering, jewel box. shrinkwrap, 

insertion of graphics. Does not Include film or typesetting. 

HEALEYdisc 
- t' Z^y. 

MEDIAWORKS INTERNATIONAL. I N C 
1719 WEST END AVI. STE 100E 
NASHVUE, TN 37203 

The one you 
need to call! 

Compact Discs. Cassettes, and Vinyl Disc Manufacturing. 
Graphics. Printing, and Packaging. 

Best Quality Campe itive Pricing Fastest Turnaround Time 
Call (615) 327-9114 

MASTERING • MANUFACTURING • PRINTING 

Dl^l-R/M 
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 I 

CD BOOKLET PRINTING... 

...COSTS LESS! 

1000 CDs at $1.55 w/Jewel Box. Shrink, Insertion. 
2500 at S1.50. Glass Mastering Free with 2500+ CDs. 

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

Complete CD packages 
Retail ready including full color inserts. 

300 500 

CD’s s975 81075 

Cassettes s396 s506 

1,000 

s1637 

s752 

1-800-928-331 O 
World Audio Video Enterprises 

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

I 

SERVICES 

212-333-5953 
E-Mail: digitalforce@morebbs.com 

TOTAL CD, CD-ROM 
& CASSETTE PRODUCTION 

MASTERING GRAPHIC DESIGN 

REPLICATION PRINTING 

PERSONALIZED EXPERT PACKAGING 

The Power of Excellence SM

330 WEST 58th ST, NY, NY 10019 

Compact Disc Manufacturing 
Cassette Duplication 

Printing & Alternative Packaging 
Graphic Artwork 

1 -800-668-0098 
Internet Address: Torgray@NETAXIS.QC.CA • FAX: (5I4)6950593 

SONGWRITERS 

SONGWRITER PRODUCTS, IDEAS, NECESSITIES! 
Books, Contracts, Copyrights, Business Forms, Record Co/Radio 

Directories, Duplication, Stationery, Music Gifts, Jewelry, Apparel, 

Holiday Gifts. “Free Catalog” SPIN 345 Sprucewood, #M(J, Lake 
Man-, FL 32746-5917 (407) 321-3702._ 

$15,000.00 SONG LYRIC WRITING 
CONTEST No entry fee. Legal S.A.S.E., Music Equity 
Guild of America, PO Box 769, Palo Cedro, CA 96073. 

TALENT 

|~ NATIONWIDE TALENT SEARCH ’96 
SEEKING: * BANDS ★ ARTISTS 

★ ACTS * SONGWRITERS 
* All types of original music considered. 

* FREE Promotion & exposure if you qualify. 

a NOT a contest! This is a career-launching opportunity. 

Send o cassette of your music with none, 

address, phone X best time to contact to: 

RODELL RECORDS 
P.O. Box 93457^ • Holywood, CA 90093 

[cont’d on page 95] 
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[confd from page 95] at St. Mary Abbots. 

Dannemann says that just before they pulled in, Suau and 

Jones quickly whipped an oxygen mask onto Hendrix; at 

this point, she says, she knew something was going wrong. 

Dr. John Bannister, the surgical registrar, observes Hendrix 

and, as he noted in a letter to Shapiro and Caesar 

Glebbeek, “on his admission, he was obviously dead. He 

had no pulse, no heartbeat, and the attempt to resuscitate 

him was merely a formality, an attempt we would perform 

on any patient in such condition. . . . The very striking 

memory of this event in my mind was the considerable 

amount of alcohol in his pharynx and larynx, despite suc¬ 

tion, and it was obvious that he had drowned in his own 

gastric contents.... I recall vividly the very large amounts 

of red wine that oozed from his stomach and his lungs, and 

in the London Times describes as “an accounting error.” 

No one other than Dannemann has publicly criticized 

his performance as a doctor. 

Even while contradicting the police, ambulance crew, 

and doctors at the hospital, Dannemann contradicts her¬ 

self. In her book, she writes that after Hendrix died, “a 

nurse allowed me to go and see him. I was still weeping, 

but the moment I entered the room and saw Jimi lying 

on some kind of stretcher I couldn’t cry any more. . . . 

The room was filled with an atmosphere of complete 

peace. Jimi looked like he was just sleeping, with a faint 

smile on his face, as if he was having a beautiful dream. 

For a long time I just looked at him, caressing his face.” 

This tender scene, according to Seifert, could not 

have happened. “No one would have been allowed to 

look at him or stand over him,” he told Dolores Cullen. 

“That would never have been done.” Not only that: 

It was Vesparax that Hendrix took—nine tablets of 

this German brand-name sleeping pill. They belonged 

to Dannemann; she gave them to him or directed him to 

where they were. Or perhaps he already knew and 

found them himself. The label was in German, which 

Hendrix couldn’t read. Each tablet contains 200 mil¬ 

ligrams of barbiturates—three parts Quinolbarbitone 

sodium, one part Brallobarbitone calcium—and 30 mil¬ 

ligrams of Hydroxyethyl hydroxyzine dimolente. The 

recommended dosage, as noted by the post-mortem 

examination, dated Sept. 21, 1970, is one-half a tablet. 

Hendrix, then, took 18 times the normal amount. 

In a letter to Harry Shapiro, dated Feb. 28, 1992, Dr. 

Rufus Crompton writes, “Vesparax is indeed as strong 

as a 200-milligram barbiturate capsule. Hendrix may not 

have realized this. [He] may have realized that he was 

too high on amphetamine and looked for a barbiturate 

in my opinion there was no ques¬ 

tion that Jimi Hendrix had 

drowned, if not at home then cer¬ 

tainly on the way to hospital.” 

Bannister’s view is confirmed 

by Dr. Martin Seifert, who spent 

some time trying to revive 

Hendrix at St. Mary Abbots. 

Dannemann quotes, but does 

not document, statements 

allegedly made by Seifert that he 

had forgotten the details of that 

day and that he was called to 

work on Hendrix a full five to 

ten minutes after his admission. 

She has also posed the question 

of why Seifert would spend up 

to half an hour trying to revive 

to bring him down. Not being 

familiar with Vesparax, he could 

have taken too much, seriously 

inhibiting his normal cough 

reflex, so that when he drank 

some wine it went down the 

wrong way and was not coughed 

up. In favour of this is the fact 

that though he smelled of wine 

and it was on his face and hair, his 

blood alcohol was low.” 

Ultimately, one has to hold 

Hendrix himself responsible for 

actions that brought his life to an 

end. Many of those who act out 

this tragic drama around him are 

peripheral players, drawn by the 

flame of his music and, perhaps, 

Hendrix if the patient was obviously dead. This year, in 

Martin Shankleman’s broadcast, Seifert gives his expla¬ 

nation: “We must have thought at the time that there was 

a possibility that we could try and resuscitate him. 

Unfortunately... it was obvious that we weren’t able to. 

I have always assumed that Jimi Hendrix was brought in 

dead.” In interviews with Harry Shapiro, Seifert elabo¬ 

rates: “Jimi was rushed into the resuscitation room. He 

was put on a monitor, but it was flat. I pounded his heart 

a couple of times, but there was no point He was dead.... 

We didn’t work on him anything like an hour—just a 

few minutes.” 

In interviews and in her book, Dannemann argues 

repeatedly that Hendrix was alive on delivery to the 

emergency room and that it was medical incompetence 

that did him in. “It makes me uncomfortable to think 

that this doctor [Bannister] had Jimi’s life in his hands,” 

she writes, adding that “Dr. Bannister had been struck 

off the medical register.” The implication is clear that 

Bannister was a bumbling Major Bums type. In fact, he 

was disciplined in Australia, though for what an article 

Dannemann herself has said she never saw Hendrix in 

the casualty room. When Tony Brown asked her who 

identified Hendrix’s body, she replied, “As far as I know, 

Gerry Stickells, because I didn’t want to see him. They 

asked me, but I just couldn't [italics added].” 

Then there’s the question of the coroner’s report. 

Dannemann quotes the coroner as stating “clearly at the 

inquest that [Hendrix] died at the hospital.” But the offi¬ 

cial report of the Kensington coroner lists 12:45 p.m. on 

September 18 as the time when “the deceased died or 

was found dying or dead [italics added].” This was 

recorded only after efforts to revive the patient were 

stopped and Stickells had identified the body to officials 

as Jimi Hendrix. 

... Nothing Can Harm Me At AH 
If Hendrix died in the hospital, then the blame arguably 

lies with a handful of Keystone Koppish attendants and 

doctors. But if he died at the Samarkand, it was quite 

likely due to that tragic and familiar interplay of booze 

and drugs—specifically, sleeping pills. 

driven back into the darkness for fear of being burned. 

Hendrix will survive in sound; the position his story will 

take in history is, however, the responsibility of those 

who war with each other in his name. 

Thanks to the artists, officials, and friends of 

Hendrix who cooperated with Musician Angie Burdon 

and Devon Wilson are both deceased. Eric Burdon, con¬ 

tacted on our behalf by Noel Redding, declined to be 

interviewed. In our attempt to speak with members of 

the Hendrix family, we contacted Jimi's sister Janie, who 

referred us to her publicist, who was unable to arrange an 

interview before our deadline. Alvenia Bridges, who was 

with Burdon when Monika Dannemann called on the 

morning of Hendrix's death, told us—twice— “/ have 

nothing to say.” On Oct. 30, 1995, we spoke with 

Dannemann, who agreed to receive 20 questions from us 

via fax; just before press time, she declined via fax to 

address these questions, noting, “/ can see no reason why 

I should have to defend myself before persons who ques¬ 

tion the veracity of my words. ” 
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If this doesn’t change your tune, it will add 
a whole lot of new ones to your repertoire. 
USD Introducing the world’s first XG synthesizer and a powerful music production workstation. Complete voice editing for 

YAMAHA 
For more information on the QS300, call (HIKI) 932-0001 Ext. 610. ©1996 Yamaha Corporation of America, Digital Musical Instrument Dept., P.O. Box 6600, Buena Park, CA 90622 

». 11111111111

ultimate control. 947 XG, GM, preset and user voices for maximum expression and compatibility. 3,093 editable musical phrases with 
“play effects” for infinite creativity (over 1,000 drum and percussion tracks, 575 bass lines, 500 guitar chords and riffs, and 800 keyboard 
chords and riffs). Three totally programmable effects processors with realtime control for total production capability. And a huge screen 
and elegant GUI interface for ease of use. Go from inspiration to ovation without ever leaving the QS300. 




