


Pristine mic preamps, natural EQ, beaucoup exclusive 
features, astonishing headroom, an extra stereo bus... 

and tens of thousands of enthusiastic owners. 

s a chassis.- control for precise 

a 

*Major act, name deleted because 
we don’t want to tangle with 
entertainment lawyers. 
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■ Constant-
loudness pan 

■ Solid 
steel 

■ “It survived and played 
through a glass of iced tea 
spilled all over it at a fashion 
show for a very important 
client of mine. Show was 
perfect. Client paid. I'm buying 
more Mackie.” (H.. Houston, TX) 

■ “I do work as a Senior 
Executive Producer for [major 
classical music label]. The 
MS1402 was highly recom¬ 
mended by several studio 
engineers.” (S.E, NY, NY) 

■ “Great product!” / 
(C.B.. San Francisco. CA) 

stereo mixes. 

■ Alt 3-4. The-
MS14O2-VLZS Mute 
button is really a 
second stereo bus 
in disguise. A 
Mackie exclusive. 

■ 60mm faders 
with true log taper 
for accurate fades 
throughout the controls' travel. 

Pre/Post 
Aux 1 mode switch. 

■ 2 master aux returns. 

All products made in Woodinville USA by certified Mackoids 
Toll-Free in the US. 800/898-3211 • lnt’1. 206/487-4JJJ 

E-mail: sales@>mackiexom • www.mackie.com • NASDAQ: MKIE À 

■ “The 1402 
RULES! People all 
the time come and 
tell me how 
wonderful the 
sound is.” 
(P.F.,Cinncinati,OH) 

■ “Great mixer. Really cleaned 
up the sound of my recording 
and has done a great job live 
mixing keyboards with the 
band and as my main mixer on 
solo and duo gigs.” 
(J.S., Martinez. GA) 

■ “Finally, a lightweight/ 
compact mixer loaded with 
practical features that delivers 
clean, no-noise sound!” 
(R.B.. Franklin. Wl) 

■ “Beautiful layout and the 
smoothest faders I’ve ever seen 
in a compact mixer.” 
(B.L.. Cedar Hill. TX) 

■ Easy level setting via LED 
display: in-place stereo solo 
feature maximizes headroom & 
minimizes noise. 

L| ; Control Room/Phones 
switching matrix and separate 
volume control lets you submix. 
feed multi-track tape machines, 
create separate monitor mixes, 
preview channels, and much 
more. A Mackie Designs 
exclusive. 

— ■ AFL/PFLsolo 
mode switch. 

■ “The Alt 3-4/Mute is 
ingenious!” (B.L.. Cedar Hill. TX) 

■ “On my test run — a live 
acoustic show — I was 
impressed by the quiet and 
user friendliness of the 
MS1402-VLZ. The audience was 
also impressed with its crystal 
clarity.” (F. A„ Bloomington. Il) 

■ “The RUDE’solo light is 
certainly that, but you never 
have to worry about leaving it 
on by mistake.” (L.B., Winnepeg. LB) 

■ “The Low Cut button is a big 
help in cutting boomy 

stuff 
when 
running a 

» big bass 
and arch¬ 

top guitar 
live.” (GA, 

Kirkland. WA) 

■ “The quality of 
the EQ is amazing! I 

was blown away by the 
tone and clarity." 

(J.D., Pomeret. CA) 

■ “The MS1402-VLZ is great -
excellent specs (I teach audio 
engineering) and really clever 
routing options.” (J.P, Los Angeles, CA) 

■ “What I heard when I 
hooked up my MS1402-VLZ was 
exactly what I wanted to hear. 
Nothing. Cleanest mixer I have 
ever worked with.” oa. 
(R.S., Fergus Falls, MN) 

■ Low Cut Filter lets you use 
LF EQ without boosting mic 
thumps, room rumble, and P-
pops, or losing audible low bass. 
Exclusive Mackie circuitry. 

■ Trim with -lOdB “virtual 
pad” and 60dB total gain range. 

■ EFX to Monitor switch folds -
reverb or other effects back 
into the Aux 1 stage monitor 
feed. Another Mackie exclusive. 

■ “Great product. Clean 
sound. Live 
recordings are 
great! (D.L., 
Denton,TX) 

■ “I really 
like the Control 
Room mixing and Alt 
3-4.” (R.P., Fort Lee. NJ) 

■ “I am greatly impressed 
with the very low noise of the 
mic preamps.” (TT., Belair, SA) 

■ “I really dig all the features 
you pack into such a small 
price. My 1402 was really easy 
to get into and use." 
(R.R., Murray. UT) 

■ “I didn’t believe the 
hype until I bought an 
MS1402-VLZ. NOW I 
believe the hype.” 
(J.C., Toronto, ON) 

■ “Sure like that ‘stereo 
solo in place' feature. 
Also, headroom is great 
with lotsa presence.” 
(L.S., Forest Grove, OR) 

■ “You've heard it all 
before. I'm sure. Great 
product. Great price. 
Options and versatility 
out the wazoo, from hardware 
design right down to panel 
labeling.” (J.H., Ithaca. NY) 

■ “I really like the EQ points 
you’ve chosen and the EQ 
curves.” (B.M., Lanseshore, MA) 

■ “Plastic mixers can break 
easily. The MS1402 is made of 
metal!” (M.S., Shorewood, IL) 

■ “I will be using the MS1402 
to track all keyboards on 
MANDBWDWTTWEL’ for 
Atlantic Records.” (R.H.. New York. NY) 

■ 6 mic preamps. — 
The same high 
headroom, ultra-low 
noise (-129.5 dBm 
E.I.N.) preamps used -
in our 8«Bus studio 
consoles. 

■ 6 mono-
and 4 stereo line 
level inputs. 

■ 2 aux sends per 
channel. 

■ 3-
bandEQ. 
Others may have 
copied our EQ band 
centers but not the 
clean, musical-
sound of our unique 
circuit design. 

■ Balanced XLR out¬ 
puts switch between mic &-

line 
levels 
Ba./ 
unbaL 
1/4 TRS 
outputs. 
too 

Below: A few of the 400* folks who work at Mackie Designs in Woodinville, WA. 20 miles north of Seattle 



PHILIPPE SAÍSSE 
NeXT Voyage 
Keyboardist Philippe Saisse heads into new musical territory 
with a streamlined sound. Dazzling melodic fantasies woven 
into subtle hip-hop textures make this smooth jazz with an 
edge. Features Marc Antoine, Jeff Beal. Steve Khan, Andy 
Snitzer, and Kirk Whalum. "... individuality so strong you 
immediately get swept away." — lazziz 

visit us at www.verveinteractive.com 

ORQUESTRA WAS 
Forever’s A Long, Long Time 

the heart race. 

INCOGNITO 
Beneath the Surface 

The£forecast:B 

fL Land 
"Old school" funk, sophisticated grooves, and a jazz W* St M « V 
vibe add up to another smash hit from Incognito. With 
distinctive songs like "A Shade of Blue" and ® H K H 
“Misunderstood." Beneath the Surface conjures up ® ® M SK 
the feeling of classic Chicago soul. Fronting a stunning WB ft 0 
vocal troika is Maysa Leak, who Billboard says "makes "I 

a PolyGram company 

Grammy® award-winner Don Was, famed for 
studio work with The Rolling Stones, Bob Dylan, 
Was (Not Was) and many more, returns with a 
multimedia musical mutation — marrying 
funk, jazz, Motor City R&B, and the hard-luck 
lyrics of Hank Williams! With Sweet Pea 
Atkinson, Terence Blanchard, Merle Haggard, 
Herbie Hancock, and others. 

CHRIS BOTTI 
Midnight Without You 

Best known for a dreamy, sensual approach that showcases _ 
his trumpet like a voice, Chris Botti gracefully walks the | 
line between jazz and pop sensibilities. Includes guest I 
vocals from Paul Buchanan (The Blue Nile) and Jonatha I 
Brooke (The Story). “Botti has created the instrumental I 
jazz answer to alternative rock.” — JazzTimes 

chri)\BOTTI 
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“Beautiful tone speaks 

to me. It takes me to 

unexplored territory.” 

-Vernon Reid 

m Roland 
BluesCube Amplifiers The perfect expression of an idea. 
Roland Corporation U.S.. 7200 Dominion Circle. Los Angeles. CA 90040 I 2131 685-5141 Roland Canada Music Ltd..5480 Parkwood Wa; Richmond. B C V6V 2H4 ( 6041270-6626 

CompuServe': GO ROLAND http://www.rolandus.com Fai-Back Information: (213) 685-5141. ext. 271 iBoc *10(791 (Doc. *10080) ©1997 Roland Corporation All Rights Reserved 
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THE DLUE NOTE LABELS. 
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MOSE ALLISON #54901 

#55230 GERRT MULLIGAN 

ARTILAKEY #54905 

#54899 DUOrOWELL 

#54906 

All CDs feature new liner 
notes and recommended listening 

lists! Perfect for the novice 
OR the collector! 

Brought to you by BLUE NOTE, 
the most venerated name in jazz. 
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s 
dissin' the biz 
In response to your June '97 cover story: Has 

anyone thought to ask the real experts—the 

consumers—why they aren't buying records? 

Can anyone define what draws someone to a 

song? My guess would be a quality that couples 

good songwriting and great lyrics with an evoca¬ 

tive emotional statement, and I sure haven't 

heard a lot of that this year. As much as I want¬ 

ed to support old faves Pearl Jam and Counting 

Crows, their recent releases just didn't have 

that quality, whatever it is. Most of the stuff I'm 

hearing now is cute or fun but kinda like bubble 

gum: no staying power. Does that mean that 

record people are going to throw modern/alt 

rock out the window? I sure hope not. You've 

just got to find that ''quality” and let us hear it. 

If you do, we ll buy it. I promise. 

c. f. renn 

c.f.Renn@ix.netcom.com 

While it behooves no one to complain about the 

quality of the current crop of musical trash that 

the geniuses at the majors have decided to foist 

upon the public, this composer, lyricist, player 

and performer predicted four years ago, in a 

lengthy letter to Epic's then A&R chief Michael 

Rosenblatt, that the biz would flop due to the 

dreck (rhymes with "Beck") and crap (rhymes with 

"rap") that now alienates those with the real dol¬ 

lars to purchase new software and the hardware 

to play the stuff. 

In any business, marketing studies determine 

the sales potential of new items. Do majors do 

this? I doubt it, big time. Record companies must 

be accomplices in the conspiracy to dumb-down 

America. Since Picasso, shit painter that he was, 

decided to become outrageous and make a good 

living (and thereby treat no-talent garbage like 

Madonna and offshoots like Dennis Rodman to a 

ride on the billionaire bicycle), the "businessmen" 

have realized that it’s hard to find talented folks 

to record. So we’ll just invent the belief that these 

jackasses must be good cuz they got CDs out! 

I know a thousand phenomenally talented 

musicians who are disgusted because no one will 

listen to their work. One friend of mine is the best 

arranger, writer, keyboardist, and singer around, 

yet he's working as a $7.5O-an-hour security 

guard because there's one ability he lacks: the 

ability to be out of work. If talented folks like 

these were on CDs, people would spend their 

money on entertainment like they did before they 

broke the machine. 

paúl santa maria 

miami, FL 

Part of the drop in domestic CD sales can be 

blamed on Japan. I've stopped buyzig a lot of 

discs in the U.S. because of Japanese bonus 

tracks. Why should I shell out fifteen bucks for 

an incomplete CD? For around thirty dollars I get 

the disc plus an average of two bonus tracks. 

American companies can solve this problem by 

releasing CD-5 (CD singles) with the extra 

tracks. 

curveboy@aol.com 

I’m not surprised that the record industry is a 

bit nervous at the prospect that their busi¬ 

ness practices over the last decade are final¬ 

ly beginning to backfire (“Bad Times in the 

Music Biz," June '97). In their frenzied search 

for the next shallow catchy tune that can be 

neatly tied in a genre box and forced down the 

throats of consumers, the industry has erod¬ 

ed the foundations of good long-term invest¬ 

ment: musicianship, originality, artistic devel¬ 

opment, meaningful lyrics, and cross/multi-

ple genre appeal. 

When I first stepped into the commercial 

music arena, my entertainment attorney and 

producer both told me I would have to make 

a decision that would affect the rest of my 

career: Did I wish to compromise my artistic 

statement to fit the short-sighted demands of 

the major labels just to increase my chances 

of signing a contract that isn't designed with 

the artist's needs in mind? The answer was 

no. Instead, I started my own management 

firm, independent label, and publishing com¬ 

pany. The road I’ve chosen is long and hard, 

but ultimately more fulfilling because I can 

keep faith in myself and my work. I strongly 

encourage other artists to stop waiting for the 

“big deal.” Get your music out to the people 

who want to hear it. Only hard work and dedi¬ 

cation to what you love will bring your true 

"ewards. 

angel west 

cambierent@aol.com 

Record chains charge $13 to $17 per CD, but in 

the back of your magazine I see that I can have 

a very small quantity of CDs of my own material 

manufactured for between $1 and $3 each. The 

industry can do its song and dance about mid¬ 

dlemen and overhead, but these items are over¬ 

priced—not at retail but on the industry side. 

Otherwise, all these chains wouldn’t be going 

under. 

rick fisher 

rfishjr@erols. com 

joseph arthur's diary 
The journal entry you published by Joseph Arthur 

(June ’97) was one of the cooler things you guys 

have ever printed. Being from Atlanta, I've read a 

lot of press on Joseph that's only conjured up the 

usual skepticism. Also, reading about the compa¬ 

ny he’s been keeping has tended to make me feel 

equal shades of curiosity and envy—curiosity 

because there’s only a number of famous modern 

rockers who have the ability to offer music that 

remains true to their artistic vision, and envy 

because I spent a good portion of my life "living it” 

but missing it. What got me was Joseph’s way of 

interpreting his circumstance through the artistic 

eye. His success proves to me that the good shit 

somehow does shine through. I'm a computer 

geek now, but I still write music and keep up 

with—still need—the “good shit." 

michael courier 

mcourter@mindspring.com 

doo who? 
Bravo for your piece on Doo Ramalama. I came 

home from playing a session tonight at about one 

in the morning. The bowels were clenching, so I hit 

the can immediately. I took your June '97 issue 

with me. Just as I had almost finished my busi¬ 

ness I turned to the Backside page and read the 

article. Halfway through I started laughing out loud 

and waking up the household, my voice echoing 

and my ass farting. Keep up the good work! 

mike loce 

revere. MA 

I was saddened to read of the passing of one of 

the forgotten greats: Doo Ramalama. Way back in 

1970, as a teenager trying to cope with the post¬ 

Beatles era, I was fortunate to attend a Masked 

Marauders show at the now defunct Roosevelt 

Stadium in Jersey City. I was not aware at the time 

that the opening act was an even rarer event: Doo 

Ramalama and his brother Boom Shakalaka 

together onstage for the first time! Needless to 

say, their performance immediately filled my musi¬ 

cal void, and I have been a disciple ever since. My 

personal favorite, by the way, is "Da Doo Doo Doo 

Da Ram Ram Ram(alama)." 

avid peters@wmg.com 

errata 
Apologies to Jah Wobble for misspelling his name 

in our June '97 Studio Techniques piece. 

Send letters and comments to: Musician. 1515 

Broadway, New York, NY 10036. Email us at: edi-

tors@musicianmag.com 
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Boney James 
Sweet Thing 

Virtuoso saxophonist Boney 
James returns with some 
thing tasty. A soulful and 
seductive set of sounds, 
featuring “Nothin' But 
Love," “Sweet Thing” and 
“I Still Dream" with vocals 
by Al Jarreau. 

Produced by Paid Brow and 

Honey James. 

Fourplay 
The Best Of Fourplay 

George Duke 
Is Love Enough? 

Featuring vocal performances 
by Dianne Reeves, 
Jonathan Butler, Rachelle 
Ferrell and Duke himself. 
Providing instrumental 
support is an A-list of 
musician’s musicians, 
including Everette Harp, 
Gerald Albright, Doc Powell 
and Airto Moreira among 
others. 

Produced by George Duke for 

George Duke Enterprises. 

All the hits—“After The 
I Dance," “Between The 
j Sheets," and brand new 
I Fourplay music—“Higher 
Ground" with Take 6 
and “Why Can’t It Wait 
Till Morning" featuring 
Phil Collins. 

Produced by Fourplay. 



After the Water 
Show... 

... Your Medusa® Power Snake 
will be ready to play. 

Some things you should only have Vo buy once. 

Whirlwind products are like that. 

whirlwind" 
TOLL FREE: 888.73 3.4396 . FAX: 716.805.8930 • WEB: http://www,whirlwindusa.coni 
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I’m so 
old-fashioned 

M U S I C I 

n your new album. Raming Pie, there's a great sense 

of simplicity and spontaneity in the songwriting and 

rformance. After all these years, was it difficult to 

apture that kind of feeling? 

sy this time to get back to, and I'm not sure why. 

>bably listening to a lot of early Beatles stuff, seeing how 

'■hearing the directness of it and all that. But in 

a® it has 'befen hard, because one tends to equate com-

th .goodness. 

Yoirtried to avoid musical comparisons to the Beatles 

for many years in your own work. 

The natural thing in a career is to view it as a 

progression, so you do tend to think, “Well, I've 

done the Beatles, now let's do something 

else. Let’s have my own sound now that's not like 

the Beatles.” Which is always a little bit of a 

loser idea because you tend to end up 

like whoever's the flavor of the month. 

You wrote much of the material on 

Raming Pie while on vacation with your 

family. Do you travel with any recording 

equipment? 

Nah, Oust] a little cassette. I always 

write the words down and hope to remem-

3F * ber the tune. I may forget it by the evening 

but I always remember it the next morning. 

Something about sleeping on it. 

Although you recorded these songs with Jeff 

Lynne, Steve Miller, and Ringo Starr, you played 

most of the basic parts—guitars, keyboards, bass, 

and drums—yourself. 

Linda is always saying to me—not just Linda but the 

kids, they're always saying, "We want to hear you on 

a record, and other people do too. They don't want 

to hear you and lots of other people." Elvis Costello 

also warmed me up a bit. He said, “There are some 

great drummers who have a feel. There's Ringo and 

you. ..." And I said, “Oh, well, great, I think I’ll drum 

then," because I’d done it before, on Band on the 

Run. 

The keyboards on Raming Pie include harmonium, 

harpsichord. Hammond organ, and Mellotron, but no 

synthesizers. A bit old-fashioned, wouldn’t you say? 

I'm purposefully old-fashioned. But it's so old-fash¬ 

ioned it’s in fashion. I got all the synths when they 

I Kf came out. The overall string bank is quite 

good on a synth. But synths are severely limit-

ed in my bodk, particularly when they're trying to 

“ emulate real instruments. 

What do you think of the young Britpop bands? 

The songs tend to be along the lines of the Beatles, the 

Kinks, and those kind of groups. There's always some good 

voices, like Jarvis Cocker or the Oasis guys. I mean, it's very 

erivative. Okay, but having said that, it's derivative of me and 

he lads’ style, so I don't mind. I'd rather they tributed us than 

anyone else.—Thom Duffy t
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I Are you often called to do remedial 

repair on rhythm tracks? 

Many times, because the drummer 

can't be in that pocket and play the 

whole song correctly. There are 

times when they’ll keep a band’s 

drum part, but I'll come in and lay 

down some tambourine tracks to 

_I cover up tempo fluctuations. 

What's behind the sounds you used for the remixes 

of U2 's ‘Daddy's Going to Pay for Your Crashed Car" and 

“Dirty Day"? 

Well, as a producer, Butch Vig definitely knows what 

he wants, and on “Crashed Car" he wanted this really 

loose shaker sound. So we laid down a few tracks of 

really loose shakers and tambourines. U2 has always 

had a sort of patterned tambourine rhythm, and we were 

trying to adhere to the Achtung Baby/Zooropa feel. I 

think we were being a little refined, actually, on "Dirty 

Day." We could have gone crazier on the mixes. 

Are you the “Mr. Anonymous " who coined the name 

for Vig's band Garbage? 

Yes, your honor [laughs]. Butch, Duke, and Steve 

were in the studio, mixing a song. It was late at night, as 

I recall. I walked in and said, "Jesus Christ, you guys. 

This shit sounds like fucking garbage!" It sort of jolted 

them, so the reaction was, “This is true. This is garbage. 

It’s a whole plethora of sounds, a mix of everything." 

How do your approaches to playing live and doing 

sessions differ? 

Experimentation is important to me when I'm playing 

live. In the studio, it's a bit scary to walk into a new sit¬ 

uation cold turkey. You don't know the players. You have 

to quickly develop a rapport with the band. You need to 

be a salesperson, a musician, and a perfectionist. You have to stay focused, because you're expected 

to be right on. 

You took a little longer than usual to do your parts in sessions for L7’s Bricks Are Heavy. Did some¬ 

thing cause you to lose that focus? 

L7 was recording in the newly remodeled Smart Studios during the dog days of summer. The studio 

Ryan 

sideman 
résumé 

U2 

Garbage 

L7 

The Jayhawks 

House of Pain 

EMF 

Paw 

Gary Glitter 

was very hot; we didn’t yet have adequate AC. I was in this little isolation booth, and it was about 104 

degrees. I had to do my part six or seven times. I was down to my skivvies, drenched in sweat in my 

underwear. The conga heads were becoming loose as a result of the humidity. But another reason it 

took so long to finish this track was that [L7 singer/guitarist] Donita Sparks was dancing in front of me 

wildly, almost exotically, enticing me to get into this solo. In fact, you can hear a little fluctuation of my 

tempo in the song ["Mr. Integrity”] because there was one moment where my eyebrows just went 

straight into my forehead as I watched Donita dance. 

How do you Juggle the demands of playing in four or five bands, working at Smart, and doing ses¬ 

sions around the world? 

My boss is very flexible—and he’s usually on the road with a band called Garbage [ laughs]. 

You make the life of a sideman sound pretty easy. 

It's not all glamor. But I wouldn't want to be doing anything else.—Jim Berkenstadt 

“Donita 
Sparks was 
dancing in 
front or me, 
exotically 
enticing me 
to get into this 
solo... ” 
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What a standing ovation 
looks like on paper. 

If you're a musician, you know 
what kind of performance it takes to 
bring the critics to tiheir feet. 

And Sony’s MDM-X4 delivers just 
that kind of performance. But don't 
take our word for it, take theirs... 

“SONY IS THE ORIGINAL DEVELOPER 

OF THE MINIDISC FORMAT. AND 

THAT MAY HAVE HELPED THEM REALLY 

NAIL IT WITH THE MDM-X4." 

LOREN ALLDRIN. PRO AUDIO REVIEW. 

As if inventing the MiniDisc format 
weren't enough, Sony took that technol¬ 
ogy one step further, with the intro¬ 
duction of the MD Data format 

rewritable optical disc—the heart and 
soul cf all four-track MiniDisc recorders. It 

made it possible to record digitally on 
four backs instead of two, which in turn 
led to the creation of the MDM-X4 

MiniDisc Recorder. So don’t be fooled 
by imitations. If anyone understands the 
caoaoilities of the MiniDisc format, it's Sony. 

“SONY HAS DONE A WONDERFUL JOB 

WITH THE MDM-X4’S EDITING CAPABILITIES. 

YOU CAN NOT ONLY COPY AND PASTE 

SECTIONS OF SONGS AND ENTIRE SONGS. 

BUT. UNLIKE THE YAMAHA AND TASCAM 

UNITS. YOU CAN EVEN COPY PARTS OF 

TRACKS TO OTHER TRACKS AT DIFFERENT 

TIMES AND AMONG SONGS. " 

MAY 1997. KEYBOARD MAGAZINE. 

Sony’s exclusive Track Edit function 
allows you to edit freely over all four 
tracks, so you can combine the best 
parts of a multi-track recording to create 

the perfect take. And with MixWrite you 
can continually mix four tracks down to 
one or two, freeing up the third and 
fourth for additional recording. But best 

of all, you can use Track Edit to make a 
digital backup of each track, allowing 

you to complete as many mix downs as 
you want, without losing any of your 
original elements. Listen to the experts, 

without Sony's exclusive individual track 
editing you’ll be settling for a lot less than 
the MD format has to offer. 

“THE SOUND (OF THE MDM-X4) IS 

ALMOST AS GOOD AS DAT. AND LIGHT 

YEARS AHEAD OF CASSETTES." 

CRAIG ANDERTON. EQ MAGAZINE. 

Sony’s MDM-X4 uses version 3.5 
of ATRAC, the latest generation MiniDisc 
technology. It improves the resolution 
of mid-range sounds and expands the 
dynamic range even further, so the 
music you record will stay true to your 
original performance. And what's 
more, version 3.5 delivers sound that's 
as close to DAT as you can get in 
an MD multi-track. It simply blows away 
the old cassette based four-track 
machines, not to mention some of the 
toughest critics in the business. 

When it comes to MiniDisc recorders, 

there's no comparison. Call 1-800-635-
SONY, ext. X4, or visit your nearest Sony 
dealer for a hands-on demo and see 

why the people who know most about 
music choose Sony. 
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When Robert Plant 

heard Our Lady 

Peaces 1995 de¬ 
but album, Naveed, he had his 

people contact their people and 

the band soon found themselves 

opening for Page and Plant on 

what ended up being a fairy-tale 

tour for the young band from 

Toronto. Though they took their 

good fortune in stride at the time, 

it was a different story about 

three months later. “That’s when 

it [the shock] really began to set 

in," lead singer Raine Maida 

recalls. “Not only was it a dream 

come true, but at the first sound¬ 

check where we all met, Robert 

said he hadn't heard anything 

with as much conviction as our 

first album in nearly five years. 

That is the nicest and most posi¬ 

tive thing anyone has ever said to 

us." 

If there’s one word to 

describe the OLP sound, it is con¬ 

viction. Maida's singing can cut 

There’s no fear of going back 

to my day job," insists Cin¬ 
namon's Jiri Novak. “I'm 

still working it!" As guitarist/ song¬ 

writer for this Stockholm, Sweden¬ 

based band, Jiri recently found him¬ 

self in Los Angeles recording tracks 

for the band's U.S. debut. (His part¬ 

ner, Frida Diesen, co-writes, sings, 

and plays the occasional synth.) But 

once there, he had to work out the 

time difference between L.A. and 

Stockholm to perfectly time his call¬ 

ing into work sick each morning, 

since he was unable to get time off 

from the bookstore where he's 

employed. 

Meanwhile, the band was hav¬ 

ing a bad time in the studio. “The 

producers and engineers would say 

things like, ’Hey, I’ve been doing 

through a crowded concert hall 

like a buzz-saw through card¬ 

board. and his intensity's 

equalled by the instrumental side 

of the band (guitarist Mike Turner, 

bassist Duncan Coutts, and drum¬ 

mer Jeremy Taggart). They’ve 

carved a niche for themselves 

with their heavy, drone-oriented 

sound, making them hot on the 

Canadian circuit. 

Because their record compa¬ 

ny (Sony) didn’t push for a speedy 

followup to the successful 

Naveed, OLP had plenty of time to 

work on new material. The result¬ 

ing album, Clumsy, goes a long 

way toward beating the fabled 

sophomore jinx. “We re sort of 

lucky that we had about two years 

to work on the second album,” 

Maida explains. “The time span 

will appear shorter to the 

American audience as well, 

because there was only one year 

between the release of Naveed 

and Clumsy." 

Sophomore album or not, OLP 

have what appears to be a bright 

future. As for goals: “What we 

would really like to accomplish is 

to write a song or two that will out¬ 

live the band."—Brian Rabey 

We slept together when we were five or six." Bill Priddle 

reveals. “Our parents knew each other, so we used to go on 

vacations together." Then as boyhood friends, now as band¬ 

mates in Torcritos Treble Charger, Priddle and Greig Nori have built 
a relationship strong enough to endure years of growth. With Nori as the 

band’s show* frontman and Priddle as the studio alchemist, the two are 

well-matched, “Our stuff comes from different places, but it always ends 

up colliding. " says Priddle. 

Along with bassist Rosie Martin and drummer Trevor MacGregor, Nori 

and Priddle collide on Maybe It's Me (RCA), a modern take on vintage

power pop rat combines the treathy intensity of 

the Zomb es vocals with the hooks of the 

Raspberries and the power-chord throttle 

of the Pixies and Dinosaur Jr. 

“We’re into vintage rock because 

it’s hard to ;nd good new music." 

explains Ho". “Alice [Cooper] was 

the rock that got me rollin’ when I 

was about fourteen." he says. “Then 

I went throug-. a Rolling Stones period

where I was obsessed with Keith 

Richards. I even befriended this random kid 

who looked exactly like Keith just

because f thought it'd bring me closer 

to Keith." 

Recorded by Lou Giordano at Boston's Fort Apache Studios, Maybe 

It's Me crashes and hums with crunchy-on-the-outside. tender-on-the-

inside pop, top-heavy with overdriven guitars and spiced with Farfisa. 

Mellotron. trumpet, and synth. It’s fanciful, in a muscular, roaring way. 

"Our earl* stuff was a lot more jangly." says Nori. “But we both bought 

distortion pedals, going from the yellow ones to the big ugly black ones, 

and we haven’t been the same band since.’ —Bob Gulla 
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this for thirty years...’,’ laughs Jiri. 

"The classic one is, I was making 

records before you were born,” 

adds Frida. 23. But when Jiri heard 

the results, he stormed from the 

studio in protest. “I returned later 

and erased everything so the 

record company couldn’t get 

them.” 

Eventually, the band was paired 

with a new producer and allowed to 

co-produce, finishing their album, 

bands like Orange Juice, and French 

singer Serge Gainsbourg. Their 

upbeat sound and Frida’s frosty 

voice would draw comparisons to St. 

Etienne and the Cardigans. 

Still, not everything went 

smoothly the second time around. 

Their synth of choice—an old analog 

Roland Juno-101—was severely af¬ 

fected by the voltage in the studio. 

“It kept changing the pitch, so we 

had to keep retuning it, which is 

back in Sweden. The result is a Jiri explains. “If you can imagine us 

sweet, meticulously arranged collec¬ 

tion of songs influenced by the pair's 

favorite artists, including cult hero 

Momus, Eighties U.K. indie pop 

trying to do these synth sweeps at 

three in the morning and keep them 

in tune ... I almost went mad!" 

—Dev Sherlock 

dif¬ 

ferent. In ’Blood’ it's about the more violent perspective of killing but 

it also means life. And in ’Alive.’ when I say ‘I came in bloody and 

screaming,’ that’s about birth.” 

y whole life people have said to me, 'Hey, it wouldn’t kill you 

to smile,” says Lauren Hoffman "I guess I walk 

around looking like I’m going to kill myself even when I’m in

a perfectly good mood. I don't really understand it.” 

On her Virgin debut Megiddo (named for the supposed site of 

Armageddon), the twenty-year-old gives vent to her turbulent life's 

experiences, culled from ashrams. Crescent City wild times, and rest¬ 

less years spent in the desolate town of 

Charlottesville, Virginia. Throughout, 

Hoffman infuses her atmospheric 

swampy rock & roll with spooky 

sensibilities and mesmerizing 

melodies. Produced by 

Cracker’s David Lowery, with 

Ethan Johns engineering, 

Megiddo delves into crusty top¬ 

ics like underage sex ("Lolita”), 

fame (“Rock Star"), and blood 

(the Marc Bolanish “Alive”). 

“I think I'm ob- Z- 7 “ ¿ — — 

sessed with blood as < lauren hoff man 
a metaphor,” she explains. "Everytime I use it, it means something 

"Persephone." named after the Greek goddess of the underworld, 

speaks of "kissing me with your forever lips, eyes closed in the love of 

blood" over humming Chamberlin and a solemn beatbox. The soft-spo¬ 

ken Hoffman insists the song is not about vampires. "It's about being 

freaked out in New Orleans. All those vices down there brought up my 

demons. I practically killed myself with irresponsibility." 

Raised by a yoga instructor and a musician, Lauren Hoffman 

seems a true rock & roll chile pushing life’s boundaries. Has it ever 

gotten her into trouble? "Well," she laughs, “I don't like to push it that 

much.’ —Ken Micallef 

Why doesn't anybody sing songs any¬ 

more?" It's a question singer 

/songwriter Stuart Murdoch used 

to ask himself quite frequently. Of course that 

was before he met bassist Stuart David in an all-

night café in Glasgow. The two quickly recruited 

the first five musicians they found, and Beile 
and Sebastian was born. Soon after, they 
spent three days recording Tigermilk, an album 

that caught the attention of both British and 

American labels. 

Now, a year and a half later, Belle and 

Sebastian have released their stateside debut, 

If You're Feeling Sinister (The Enclave). On one 

track, “Get Me Away From Here, I’m Dying,” 

Murdoch answers nis own question: “Sing me a 

song to set me free/Nobody writes them like 

they used to/So it may as well be me.” 

“For the past ten years there has been this by this, Belle and Sebastian seem inspired by 

preciousness about the Sixties. Until very the challenge. 

recently it was as if all the best music had been Comparisons to Sixties darlings like 

made and so why even bother to try?” Rather Donovan and Love are often enriched by the 

than be discouraged band's more con¬ 

temporary influ¬ 

ences. Still, it’s difficult to pigeonhole the Belle 

and Sebastian sound. And though he writes and 

sings all the songs. Stuart insists that “each 

individual is equally important to our sound. 

When I take the songs to the band, that's when 

they come alive. It’s all about playing off people. 

“Songs are an incredible indulgence. The 

good ones just sort of happen in the spaces 

between whatever it is you have to do to get 

along. It’s like sitting back with a Hershey bar 

j and just letting it melt in your mouth.” 

Î —Kris Nicholson 
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If it can Accurately capture this, 

Think what it could do for These. 

Equally Precise in capturing warm, 
orchestral nuances as it is in responding to crisp, fast transients, 

the RE200 is redefining True-Condenser Technology. 

Electrol/oice 
Electro-Voice, Inc. a MARK IV company 

600 Cecil Street Buchanan. MI 49107 • 800/234-6831 • 616/695-6831 • In Canada: 613/382-2141 



lignin 
he mechanics in the curious signing of Florida-bred 

eccentric Jim White are really quite simple. No mystery 

at all, in fact. The reclusive warbler initially sang his 

with no phone number on it. I really liked it on a musical level, 

thought it was interesting and challenging. Then David [Byrne] 

heard it. and he really liked the words. It was a perfect situa-

songs alone in his room, just to please himself. A friend over¬ 

heard him one day and urged the shy artist to record. So after 

tion. Basically, how we sign things around here is. we play it, 

discuss it, think about it, then just do it." 

stumbling across a cheap four-track and an even crummier 

microphone at a garage sale, he started taping. 

His chum sent the tape to his L.A. girlfriend, who passed it 

White, on the other hand, is still flummoxed. “I play that 

tape for musicians who've been trying to get deals for years," 

he chuckles. "They just laugh and say, ’You got signed offa 
on to Melanie Ciccone, wife of Joe Henry, 

manager of Daniel Lanois... "and, oh 

yeah,” White coughs. “A certain some¬ 

body’s sister." She encouraged him to 

mail copies to major record labels. Yale 

Evelev, president of David Byrne's adven¬ 

turous Luaka Bop imprint, picks up the 

thread. 

“I had called Melanie because [Luaka 

Bop signing] Zap Mama was wondering if 

JIM WHITE 

DEBUT ALBUM: 
WRONG-EYED JESUS 

LABEL: 
LUAKA BOP/WARNER 

RELEASE DATE: 
APRIL 22 

this? It’s the worst-quality tape you’ve ever 

heard!" 

Sitting down with White to map the tan¬ 

gled trail leading to his debut release 

Wrong-Eyed Jesus is like pulling up a rock¬ 

ing chair in the swampside shack of Uncle 

Remus. See. it starts like this, drawls the 

whimsical White, removing his limp¬ 

brimmed straw cowboy hat before digging 

into a big scrambled egg breakfast. "I was 

Daniel Lanois would produce them. We talked, and I 

asked her what she'd been listening to. 

She said, 'Actually, this guy's tape I 

Are you interested in hear¬ 

ing it?' I said yes, so 

Jim sends me 

this tape 

living in my hometown of Pensacola, I had a little surfboard 

business, and I went into a spiral of tragedy—people that I love 

dying, my business partner embezzling all the money from the 

business. I went to the Pentecostal church there, and my girl¬ 

friend left me, started sneaking around with the guy who sat 

behind me in church, this slimy kind of marginally Pentecostal 

character who went to church to seduce all the pretty funda¬ 

mentalist Christian girls. 

"But anyway, all these terrible things happened. I had 

six cats, and they all died strange deaths. I felt 

like there was some killing force collect¬ 

ing itself around me, and I had 

to do something really 

strange.” 
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So, at his sister's urging, the tall, ruggedly 

handsome singer moved to New York to test 

his luck in, of all things, modeling. Soon White 

wound up in Milan, Zurich, and Amsterdam, the 

toast of the frou-frou fashion set. "When I was 

overseas, the three years I was a model, I 

never went out on a date or anything," he 

states, almost happily. "I kept to myself. I was 

unraveling this complicated theology which I'd 

put together in my brain, so I’d just sit in my 

room and read books and play my guitar. I think 

I had an ascetic mentality: I avoided pleasure 

at all costs, pursued pleasure wherever I could. 

Lots of people with money were inviting me to 

Monte Carlo and London for the horse races, 

but I never went. My perplexing philosophy 

was. If I said no to everybody about everything, 

somehow all the no's would accumulate into 

one aggregate yes. 

“What brought me back was that I saw a lot 

Nl ERICJAHNSONsteveVAI 

A tour de force live show by the three 

All over America this summer. 

Available at all CIRCUIT CITY music locations 

Eric Johnson appears through the courtesy 

epic 
“Epic" and Reg. U.S. Pat. & Tm. Off. Marca Registrada./© 1997 Sony Mu 

Available on CD. Cassette, 
Home Video & Laser Disc. 
Produced by Mike Fraser. 

of Capitol Records. Inc. 

www.EpicCenter.com 

usic Entertainment Inc. 

www.satriani.com 
www.ericjohnson.com 
www.vai.com 

G3 1997 Tour featuring Joe Satriani, 
Steve Vai, Kenny Wayne Shepherd & 
Robert Fripp. 

most influential instrumental guitarists of 
the past decade. The new album and home 
video captures their sensational G3 tour— 
with both individual showcases and an 
incredible group performance in their 
show-stopping finale. 

INFINITE 
POSSIBILITIES. 

LIVE IN 
CONCERT? 

6 HANDS. 18 STRINGS. 

30 FINGERS. 

of thirty-year-old modeling guys with nowhere to 

go in the world, so I decided to come back to 

America and pursue a path that offered me 

satisfaction in terms of my potential as a 

human being.” 

Music, right? Nope. NYU film school, where 

White completed a feature-length flick called 

It's a Beautiful World, which tells the somber 

story of an elderly homeless man who, in his 

romantic correspondence with a French 

woman, creates the illusion that he's young 

and good-looking. White financed the movie by 

driving a cab. Without insurance, he "fell so ill 

with infections and things” that he nearly died 

during this period. "And that's when I started 

doing music again," he declares, finally arriving 

at our topical destination. 

But we don't stay there for long. "I quit 

music for ten years because of my hand. Got it 

all chewed up in a bandsaw. See?" He holds 

up his left hand; its third and fourth digits are 

markedly thinner, a tad more tendril-like, than 

the others. “See, I was cutting grooves in 

these peach lounges at a friend of mine's fac¬ 

tory ...” And poof, the man is off on another 

tangent. 

Paddling down White's stream of con¬ 

sciousness gives us a hint of what to expect 

from Wrong-Eyed Jesus. It’s a record you can’t 

dive into without preparation. His supple, oth¬ 

erworldly, often falsetto-fluffy singing and 

skewed, weird-chorded acoustic melodies pro¬ 

vide the album’s miasmic foundation. He runs 

through lyrical novellas that are part Southern 

Gothic and part pulpit-pounding religious 

metaphor. If Wise Blood's Hazel Motes sang 

folk songs, they'd probably come out sounding 

like this. 

White says he's “appropriated the symbols 

of Southern Pentecostal Christianity and tried 

to honor them as well as transcend them." 

Both his film and his music bear witness to one 

of his prime theological theories, he adds. 

“Which is that when you have a destiny, it's 

your destiny. If you try to change it, you will only 

accelerate your destiny. At any given moment 

there are a million possible futures. Now, some 

of those possible futures lead you to a car 

wreck in Texas and you die six months later, 

while other futures lead you to great fame and 

success.” 

And for White to reach his destiny, "I had to 

get my feet wet in a very dirty river.” 

—Tom Lanham 'J' 
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So High Tech, It s Easy to Use: 

Flexible but Powerful Channels 
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1/4" HIGH Z 
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Two-band EQ shapes the sounds at each 
INPUT. You CAN ROUTE SIGNALS WITH 

Reverb and Monitor sends. Two true Hi 

Z INPUTS, (not JUST LINE INPUTS LABELED 
“Hl Z”), GIVE YOU THE BEST SOUNDS FROM 
ACOUSTIC GUITAR PICKUPS OR HIGH Z MICRO¬ 

PHONES. With each input sounding 

GREAT, YOUR FINAL MIX HAS TO 

SOUND GREAT. 
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Graphic EQ with FLS ™ 
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DOWN THE SLIDER. 

Digital Reverb with DSP 

No MORE OLD FASHIONED, NOISY, SPRING 
REVERBS, OR CHEAP, “ONE SOUND FITS ALL” 

ONE-CHIP DIGITAL WONDERS. The XR$6o 

COMBINES IÓ-BIT A/Ds WITH ADVANCED 

Digital Signal Processing. You can vary 

“room size” and tonal quality with the 

parameter knobs to get exactly the 

reverb you want from an almost infinite 

palette. Powerful, yet easy to use, because 

we put the extra effort into the design. 
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The Poetry and Passion of 

Iwas eleven years old when I fell passionate¬ ly in love with Laura Nyro. I never knew much 

about her in real life—how old she was, 

what her nationality was, that kind of thing. I 

stared at her album covers and saw a volup¬ 

tuous woman with a serious face, dark eyes and 

skin, a full mouth, and a mane of lustrous brown 

hair pouring over her shoulders. I loved her for 

the weariness I saw in her face. There she was, 

sadly smoking a cigarette in the shadows, hug¬ 

ging an old man with a beard, or wearing a black 

dress and fishnet stockings while some guy 

hugged her ample hips. There were other pic¬ 

tures too, of city children in a playground in the 

rain, a young teenage girl with her arms folded 

as she walked in the street. It looked just like my 

neighborhood and those kids looked just like us. 

So she was singing to us. 

Her music could be like jazz, or like gospel, 

with the feel of Broadway show tunes thrown 

in, or the dissonance of Satie or Berg or 

Debussy. It wasn't like anything else I’d ever 

heard. It made you feel happy and wise and 

sad all at once. 

Laura Nyro 
By Suzanne Vega 

What were her songs about? Love and politics, like most songs, but written in almost 

a private language of idiosyncratic poetry. She sang about drugs, poverty, sex, love, free¬ 

dom, and street life, with references to landlords and hustlers and the buying and sell¬ 

ing of things. She inhabited a sensual world; you sensed she was a woman of uninhib¬ 

ited appetites, singing of "mainstream marzipan sweet" and the "superride inside my 

lovething.’’ 

Some words seemed to have a special meaning for her. For example, I think the word 

"stone” described a spiritually barren condition she would find herself in, an unfeeling 

and cold place, as in "going down the stoney end.” The word "devil” appeared frequently 

too, not as an abstraction but as someone who “is smiling at me, I heard my bones cry, 

Devil why’s it got to be, Devil played with my brother. Devil drove my mother, now the 

tears in the gutter are flooding the sea. ’’ In other words, the Devil was someone you saw 

every day, who lived on your street, who you battled with on a daily basis and sometimes 

lost to. 

The opposite of this dark place was a place of "glory,” and "fury” was the way to get 

there. "Glory” was a world of love, of peace, of freedom, and of a religious exaltation 

that you could achieve through being high ("Stoned Soul Picnic"), drinking ("Down By the 
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songwriting 
Grapevine"), being in love (“Time and Love”), or 

loving your fellow man (“Save the Country"). 

"Save the Country” was one of her better-

known political songs, where she reflected the 

issues of the Sixties and Seventies but with 

personal and unpredictable methods. She 

wrote no tiresome diatribes against a faceless 

"establishment" but built her message on the 

allegorical qualities of specific people: 

Come on people/Sons and mothers/Keep the 

dream/Of the two young brothers/And the pre¬ 

cious king/He loved the people to sing/Babes 

in the blinking sun/Sang we shall overcome 

These lines obviously refer to the Kennedy 

brothers and to Martin Luther King, but here 

she transforms them into characters in her 

inner world by not referring to them by name. 

Which is what she seemed to do with the men 

in her life as well, transforming them according 

to their roles in her life as “Luckie," “Captain 

Saint Lucifer," "Tom Cat,” and various lords, 

masters, and captains. When she did give them 

The new album featuring 

SPY IN THE HOUSE OF LOVE 

http: www.virginrecords.com 
AOL keyword: Virgin Records 

Produced and arranged 
by Narada Michael Walden 
and Steve Winwood 

names they were ordinary ones: Joe, Bill, Tom. 

Eli was as exotic as she got. 

For a woman who wrote "confessional" 

music (her second album was called Eli and the 

Thirteenth Confession), she left us remarkably 

few of the kind of petty details that define peo¬ 

ple’s personal lives. Who was she sleeping 

with? Was he famous? Did she like women too? 

You never knew for sure from the music. 

She did two things for me. She recognized 

and named me in her music ("sweet kid in 

hunger slums”). She wrote about the world I 

lived in but infused it with so much passion that 

ordinary things—the weather, the river, the 

streets, the kids—glowed with a spiritual ener¬ 

gy. Though we were plain ordinary nasty kids, 

when she sang she made us beautiful. New 

York was as wild and romantic in her sight as 

the moors were to Emily Bronte: "Now the fury 

and the broken thunder’s come to match my 

raging soul.” 

And she expressed things I knew and felt 

but couldn't express for myself: the fear and 

shame of illicit sex (“Gibsom Street"), the 

expectations and cocky confidence of being a 

teenage girl ("Blackpatch"), the thrill of desiring 

someone (“Biowin' Away”), the hope for peace 

for humanity (“Save the Country"), the wish to 

face death without fear and the desire to be 

free (“And When I Die"), the urgent need to be 

a whole human being in this life ("The 

Confession”). 

I can hear my mama crying 

I can hear my daddy through his grave 

Little girl of all the daughters 

You were born a woman not a slave 

I never met her. After Christmas and the 

Beads of Sweat I lost track of her career, 

though I would hear that she played in this club 

or that venue and saw her picture on the wall 

here and there. I heard rumors that she had 

moved to Connecticut and had a lot of children, 

though the newspapers, when she died, report¬ 

ed only one, a son. I was shocked to read how 

young she was. She was 49, which means that 

back when I was twelve she was only 24. She 

was so much wiser than her years, a sage 

maternal figure even then. 'S' 

Contributors: Suzanne Vega, like Laura 

Nyro, graduated from New York's High School of 

the Performing Arts. She has recorded a num¬ 

ber of critically acclaimed albums. Laura Nyro 

succumbed to ovarian cancer on April 8,1997. 
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matelesson 

Now that you've researched Bud Powell so extensively, can you 

reflect on what distinguishes him as a composer? 

He tried a lot of different things. For instance, he wrote tunes based on stan¬ 

dard structures to be elaborated upon in the usual improvising style of theme 

and variatione. And the way he elaborated his compositions showed that he was 

interested in trying out other structures. If you analyze the tune "Mediocre,’ 

from the Verve sei, it's almost a free approach. He's got a little melodic motif 

that he gets going, and a sort of movement of harmony: You can tell on that par¬ 

ticular track that the bass player was trying to keep the same harmonies in each 

eight-bar phrase, while Bud was moving them around, trying different stuff each 

time. Even on standard material, the way he improvised opened a lot of musi¬ 

cal doors toward tilings to come. 

Do any recordings of standards come to mind as an example? 

His rendition of “Like Someone in Love" was one of the first times Bud 

played what some people call a plodding ballad, although when I hear that said 

that tells me those people didn t quite get it. It was an approach to playing a 

Chick Corea 
Examines the Message 

of a Master 

he idea of Chick Corea, 

senior statesman, just 

doesn't register. Yet there 

he was at the Blue Note 

last April, distinguished in his black 

shirt with the buttoned collar, an 

enigmatic Cheshire smile on his 

face, dropping juicy chords and 

sprinkly little runs behind solos 

from trumpeter Wallace Roney, sax¬ 

ophonist Kenny Garrett, and 

bassist Christian McBride. No 

writhing, groaning, or gasping; none 

of those contortions he executed 

behind his Minimoog in the early 

days of RTF. Back then the idea of 

jolting jazz with the energy and elec¬ 

tricity of rock was daring enough to 

offend some old-guard snoots. 

But Chick has settled down. 

Like many of today's young players, 

he probes the past for insight into 

the jazz of the future. Remembering 

Bud Powell, Corea’s newest rel¬ 

ease on his own Stretch/ Concord 

label, harks back to one of his child¬ 

hood inspirations. 

This retrenchment reverses the 

old RTF method of tapping contem¬ 

porary sources. It is, however, eas¬ 

ier to grouse about this when you're 

not actually listening to these guys 

play. At the Blue Note we found our¬ 

selves being blown away by Corea’s 

quintet. Who could complain about 

‘‘direction” or "unhealthy archival 

tendencies" with Roney and Garrett 

burning and Roy Haynes churning? 

We came away most impressed 

by Corea himself, underplaying in 

the somewhat infrequent spaces 

left by the other musicians. Chick 

knows this road well, and while it 

might not feel as exotic as avant-

garde or fusion routes, it still gets 

you just about anywhere you want 

to go. 

What are the lessons of Bud 

Powell? We asked Chick late the fol¬ 

lowing afternoon as he greeted us 

at the Blue Note with a cappuccino 

in hand and a cheerful "Good morn¬ 

ing." 

romantic piece with incredible depth One of the mechanical factors was that the 

tempo was extremely slow, the embellishments were kept to a minimum, and 

the attack on the piano created this wonderful darkness. 

With so many of his contemporaries seeking expression at incredibly 

up tempos, this makes it dear how original Bud's approach could be. 

Exactly so. He never placed technique before communication. His lyricism 

always showed through, even though it's very hard to hold a note on a piano 

during a slow piece. On the piano, like the vibraphone or the drums, you can’t 

push air through a reed or a vocal cord to become lyrical, but there are various 

ways of overcoming that to become lyrical. Bud did this the most direct way. which was to play that note 

with so much passion that the emotion could seep through without your having to add other notes. 

This isn’t as simple as just play mg the melody. You're talking about being selective and 

spare in your improvisation as well. 

Right. When I say that Bud played melodically, I’m referring to every note he Plays, not just the theme 

of the song. Everything is melodic. I find that very often people who are accustomed to listening to clas¬ 

sical music or pop music will get a little confused with jazz. Sometimes they're trying to identify a melody, 

something they can whistle or hum along with. In fact, whistling along to jazz takes quite an educated 

ear. You can get to the point where you can hear the lyricism in every note of John Coltrane's "A Love 
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Supreme.” The way to get there is to notice how the group plays together, how the drums and the bass 

work with one another, and realize that most of what you're hearing is not set down with notes. If you 

get into that, it can lead you inside that process of making up your own statements in music. 

When you're improvising with a drummer who can interact with you in real-time, how do you 

think differently than If you were playing against a fixed rhythm? 

Well, first of all, even a rhythm that has a backbeat doesn't have to be "fixed.” Really good funk and 

rock drummers will have nuance. No one can tolerate the same thing over and over again; there’s got 

to be some variation. Now, machine music does fulfill some kind of a need for dancers. You hear boom. 

boom, boom, boom, and that gets your body going. But when you come away from that experience, what 

you remember isn't the ooom, boom, boom, boom but the fun you had while you were dancing. 

As a player, though, don’t you take a different approach to playing over that kind of a beat 

than you would in playing interactively with a more jazz-oriented drummer? 

In both cases you have to play 

from points of alignment. That's what 

the composition does: It brings the 

group together on points of alignment, 

which can get more or less elaborate. 

Very generally, the act of composition 

serves no other purpose than to bring 

musicians together to play. In orches¬ 

tral classical music, Béla Bartók sits 

there with an orchestra in his mind. 

That's his vehicle; his pencil is wag¬ 

ging down the page, and he’s blowing, 

and he constructs it like a scientist. In 

jazz you take it the other way: You use 

the composition as a starting point for 

improvisation. 

So what role does the song 

take in guiding an extended impro¬ 

visation? It isn't a source for the 

kind of theme-and-variation that 

guided composers and improvisers 

in the classical tradition. 

That’s true. A variation is a 

change, so you've got to change from 

something that's been established. 

The way we improvise in this group, 

even though we use a cyclical form, is 

as a straight line, from beginning to 

end. It uses the form as a platform to 

agree where the phrase ends. It's 

more rhythmic than anything else, 

actually. If we’re playing a 12-barform, 

the downbeats are different than if we 

play a 32-bar form. If we play a piece that has A-A-B-A construction, it’ll have different stress points than 

if we play something that has an A-A-B form. 

With the exceptions of you and Roy Haynes, tne guys in this band represent the youngest 

generation of jazz performers. Does their playing differ from that of musicians who date from 

the Bud Powell era? 

My thoughts on that subject are that we’re trained to think in terms of evolution, like this generation 

passes this tradition on to the next, then that changed when TV came in, and blah, blah, blah. But if you 

study history on a broad scale, you'll find that we're stuck with a lot of old ideas that I consider quite 

unworkable—the ideas of Darwin and evolution, for example. How does this relate to what we're talking 

about? The fact is that art culture is 

not developmental; it's really individ¬ 

ual to individual. That drummer 

who's playing in 1940 will be differ¬ 

ent from that other drummer who's 

also playing in 1940. Just compare 

the way rhythm is pulsed by Max 

Roach and Elvin Jones; they’re pret¬ 

ty close in age. So it’s not so much 

about the age of these guys; it’s the 

individual. 

But what if you go back to the 

early Twenties? There's no way 

anyone could have played back 

then the way Roy Hayaes does 

now; the style had to evolve 

from what Baby Dodds was doing 

to what drummers are doing 

today. 

That's true, but the method you 

use to evaluate these things deter¬ 

mines what kind of reward you'll get. 

When you evaluate in terms of evo¬ 

lution, that puts you into culture 

rather than individuals. You can ana¬ 

lyze Baby Dodds as an individual 

artist or as a part of the society he 

lived in. I've settled on the non-evo-

lutionary way of looking at things 

because it gives me more truth. 

People tend to look at things in 

terms of evolution because it's eas¬ 

ier. But if I look at the artist individ¬ 

ually I can say, “This guy sees life 

this way. He made these choices." 

Then I can add the evolutionary 

look, like, "Monk listened to Duke 

Ellington, and Bud listened to Monk, 

and Chick listened to Bud, Monk, 

and Duke.” 

With all the work you've put 

into understanding Bud Powell, 

have you ever done a similar 

examination of the Chick Corea 

style? 

You know, I avoid doing that, 

because it would have an introvert¬ 

ing effect—something like trying to 

figure out how you walk. My constant 

effort is to try to find something 

new, to construct whatever I'm play¬ 

ing spontaneously, in the moment. 

That, to me, is what music is all 

about. 'S' 
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The MiniDisc format has 
created a recording revolu¬ 
tion. TASCAM’s 564 makes 
the most of it to give you 

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

The TASCAM 564 Digital 
Portastudio“ 
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inspired by great performance, the 564 
is a complete 4-track digital studio with 
features that other MD multitracks can’t 
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complements your creativity with the 
intuitive operation, ease of use, and 
durability you expect from the inventors 
of the Portastudio — TASCAM. 

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

Hear the difference! Only the 564 
gives you audible, frame accurate jogging, 
cueing and index trimming. The others 
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Call up system parameters 
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with one hand tied behind 
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exclusive Index Programming 

Only the 564 lets you segment your 
song into as many as 20 patterns. And 
only the 564 has the hot new Index 
Program feature that lets you rearrange 
those patterns with as many as 99 steps 
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Half the intro, double the 
chorus, or construct a whole 
new arrangement without 
losing the original — even 
after you power down. 

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

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

5 takes per track. Only from 
TASCAM! 

Imagine the perfect solo. Only the 
564 gives you five takes per track to 
create it. With Auto Punch you can set 
frame accurate punch-in and out points, 
even do hands-free punches! To rehearse, 
just repeat between any two index markers 
for continuous playback. Only the 564 
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COMPARISON. 

Bounce Forward only from 
TASCAM. It’s incredible! 

The 564’s exclusive one-step Bounce 
Forward feature creates a stereo submix 
of your four tracks to the next song location 
on the disc with all EQ, panning and effects 
processing intact. Now you have 2 more 
tracks for overdubs. Overdub and Bounce 

Ins and Outs: XLRs, MIDI 
and Digital 
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points. 2-Track in. Up to 4 additional live 
inputs at mixdown with the exclusive Buss 
Direct System. Sync to your sequencer 
without wasting an audio track for Time 

Forward again and again until 
the music is just right. Even 
create a studio quality final 
mix — all within the 564! 

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

Instant gratification. 
It’s the fastest! 

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

Flex your creativity with 
non-destructive editing 

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

There’s only one digital 
Portastudio. 

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

with the AEROSMITti Hoad Shou 



NATOM 
TOUR 

OVER THE RIVERS AND THROUGH THE WOODS, TO JOE PERRY’S HOUSE WE GO. 

The white and drifting snow has recently given way to a shimmering New England spring, and the large Cape-style shingled wood home where 

Perry resides in a small, pretty town south of Boston, with a pond and a grassy lawn surrounded by trees with budding leaves, is all sooth and 

serenity. • Inside the house, however, all is Aerosmith. Upstairs a dead sea cucumber has lodged itself in the filter system of a tropical aquarium, 

poisoning the water, and fish tank guys are struggling manfully to save some of the family pets. Down in Perry’s basement home studio, the ana¬ 

log equivalent of an erotic dream, Joe is slumped in a chair by a classic Neve board while his voluble alter ego Steven Tyler marshals the phone 

to stave off the latest attack from angry Hindus. Seems the cover of Nine Lives, featuring a figure with a cat’s head dancing on the heads of sev¬ 

eral snakes, and which had been contracted as an original art work, has turned out to be a knockoff of a religious icon, and certain representa-

B n Mark Rowland P h o t o a b »j Kevin Majnr 



tives of said religion have declared them¬ 
selves un-flattered. The Hare Krishnas 
were mollified by a large chunk of change, 
but now more orthodox types want the 
album cover withdrawn. Tyler and Perry, 
who genuinely dig Indian art, are at once 
stunned and mortified. 

“We’re getting hate mail over the Net 
and death threats to Sony,” Perry says. 
“They say it’s like putting a cat head on 
Christ on the cross and then putting a biki¬ 
ni on him. I mean, is that a religious icon?” 

he asks, pointing to an antique wall tapes¬ 
try that sure enough features a figure danc¬ 
ing on the head of some snakes. “It’s part of 
the art I have hanging around the house.” 
He shrugs a quick surrender. “So the 
records are collectors’ items now.” 

Tyler hangs up the phone and shakes his 
head. “It’s not enough to write the songs 
and work your body out so you look like 
an Adonis—now you gotta be a lawyer,” 
he says. “But I really don’t want to offend 
anybody.” 

Touring all summer. 

BLUE MOON SWAMP 

ed a small ̂tutease and headed to 
the Mississippi Delta— 

the cradle of American musical civilization— 
and came back with his first new album in a decade. 

Available now, on CD and cassette, featuring a roomful of special guests. 

“Being where these legendary artists had been, walking where they walked, 
provided a lot of inspiration. It’s amazing to me how many great musicians came 

from such a small area of the country...kind of like the Holy Land. It isn’t very big, 
but something really important happened there.” -JF 

www.wbr.com/radi 51997 Wamer Bros. Secords Inc. 

Maybe not, but you sure have a way of 
attracting drama. 

“You don’t know the half of it,” Tyler 
shoots back. “It’s like a wall burning and 
here’s one flame I can see shooting over the 
top. But it still comes back to this,” he 
brightens up. “Gee, I didn’t have to get 
high today—it’s been ten years—and gee, 
we made a good album. These days we’re 
into workaholism.” 

“Never stops,” Perry agrees, with a 
wan smile. “And all I want to do is play my 
guitar.” 

He’ll soon be doing plenty of that. In 
seven days Perry’s and Tyler’s band, which 
of course also includes guitarist Brad 
Whitford, bassist Tom Hamilton, and 
drummer Joey Kramer, will go to Europe 
for a tour scheduled to traverse four or five 
continents and close to two years. And the 
band is ready. After all, Nine Lives entailed 
the making of not one but two versions of 
the album, first with producer Glen 
Ballard, then Kevin Shirley; the temporary 
loss of drummer Kramer to a severe bout 
of depression; and the expectations of a 
major label which signed them to a multi¬ 
zillion dollar deal five years ago, back when 
smart guys in the biz figured Aerosmith 
would be way too old to ever deliver it, and 
has since been waiting, sometimes less than 
patiently, for the first platinum-sized 
return on that advance. Not to mention the 
hiring of a new manager and fighting alle¬ 
gations from the old one that they’d 
strayed back into the kind of drug-related 
habits that had nearly sunk the band once 
before. 

But after 25 years together, Aerosmith 
seems naturally attuned to that philosophy 
once espoused by Ike and Tina Turner: 
They never do anything nice and easy, they 
do it nice and rough. At least on the road, 
where Aerosmith has long since made its 
rep as one of the great live rock experi¬ 
ences, nice and rough makes good sense. 

“Everyone in the band may be some¬ 
one else by themselves,” says Tyler, “but as 
a band we make this incredible machine. 
The fact that he’s someone else at home 
with his wife is irrelevant to the big 
machine. That’s the beauty of being in a 
band. And,” he adds modestly, “Aerosmith 
at their least is better than most bands at 
their best.” 

“There is a certain magic,” Perry agrees. 
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“I don’t think of any of us as a ‘musician’s 
musician,’ you know. But we learned to 
play together. Steven and I play with a lot 
of great drummers when we jam, but 
nobody makes the machine like Joey. 
Whether it’s because we’ve been together 
so many years or we’re able to capitalize on 
our best qualities, you can tell the differ¬ 
ence between that and a bunch of studio 
musicians who get together for a tour— 
they’re all competent, but here there’s an 
energy. 

“Plus, we are fans of rock & roll. We 
know what it’s like to be sitting in the audi¬ 
ence and hearing that first clang of an elec¬ 
tric guitar, boot heels walking under the 
curtain, and all that drive and excitement; 
the goose bumps when you hear that first 
drum hit. One of the most amazing things 
I ever saw was when Jimmy Page did 
‘Dazed and Confused’ and the lasers made 
a pyramid over him. It’s hokey but it’s 
amazing. So sure, we could just go out 
there and play. But we want to give people 

a show.” 

When it comes to putting on a show, 
Aerosmith is not like you and me. For one 
thing, theirs costs more money. For anoth¬ 
er, it’s a beast which has evolved into its 
present form over decades of learn-and-
burn experience. Stadium/ Arenarock may 
well be a dinosaur on the verge of extinc¬ 
tion, but as any major paleontologist’ll tell 
you, the most spectacular dinosaurs were 
the ones who came last. 

And unlike some of Aerosmith’s 
brethren, this year’s model is largely self¬ 
conceived. 

“All shows have elements that are the 
same,” observes tour production manager 
Mark Hogue. “You have trucks, you have 
sound, you have lights. What’s unique 
about Aerosmith is that they all have 
insight about what they want to see in their 
production. Most of the time with a band 
you call up three or four set designers, 
lighting designers, and you say, ‘We’re 
going on the road,’ and they give you 
designs and you pick one. This is differ¬ 
ent—it’s a team effort to get the band their 
vision.” 

For Aerosmith, the vision stemmed nat¬ 
urally from the Indian motifs and relatively 
exotic musical flavors of Nine Lives (“I’d 
like to say we planned it that way from the 
start,” Perry admits, “but it’s just knowing 
when to go with the flow”), while their 
hands-on approach stems partly from frus¬ 
trations on their previous tour in support 
of the album Get A Grip. On that one, the 
visual centerpiece—a four-hundred-thou-
sand-dollar lighting truss that was sup¬ 
posed to turn itself into a giant logo at the 
climax of each performance—turned out to 
be a clanking, dangerous mess. “Every time 
we tried to use it the pieces would start 
swinging around and banging against each 
other and stuff would fall out over the 
stage,” Tom Hamilton remembers. 
“Finally one night Joe was out there crank¬ 
ing away and little bits of metal were falling 
around him. It was like, okay, that’s the end 
of that.” 

“The phrase that came to me at that 
time was ‘sold a bill a goods,’ Tyler adds. “I 
realized that in the past, we were trying to 
write songs and record and mix and master 
them, and by the way, while your son was 
just born and your house burned down, 
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can you come in between six-thirty and 
seven and go through some designs for the 
stage? So the only solution is to have 
enough time to watch it being built every 
juncture of the way. ’Cause if the stage is 
the house we’ll be living in for the next two 
years, I’d like the window to be near where 
I can see through it and the toilet to be near 
the bed.” 

For the stage design, Aerosmith enlisted 
Marla Winehoff, a designer who’d put 
together a lavish, nine-room concept for 
the band’s album release party in New 
York. “We’d already put it out to guys 
who’d done [stage designs] for other bands 
like the Rolling Stones, but Marla really 
captured the vibe—not just the Indian 
motif but the sense of macabre and other 
things,” Tyler says. “We still keep our hand 
in it, but the trick is to attract talented peo¬ 
ple and let them have their say.” 

Winehoff describes the stage setup as 
“their idea of an Indian boudoir,” with 
props including Sari fabrics, hand-painted 
motifs, Kama Sutra cats, giant inflatable 
snakes, and “the hugest tassel in the world, 
which Steven gets to play with.” Her mis-

TIPS 
Even your garden-variety garage band can learn 

something from the heavyweights on the 

Aerosmith crew. Here's what some of the key 

techs have to say: • Marla Winehoff. set 

designer: People are sick of the same old thing: 

Don't be restricted by what's typical for rock 

shows. Last night I saw Morphine at a club, and 

they had these two big urns with a queer flower 

arrangement, almost the type you'd use at a 

funeral. It was so simple, yet nice—they might 

have spent $100—and it suited them." • Chris 

Roberts, stage manager & club owner: One 

of my pet peeves is bands turning up late. 

Nothing pisses off a club owner more. You may 

have a day job, but if you get there early you will 

sound better. Don't be doing the sound check 

sion is to balance the need for large-scale 
stuff that can grab the attention of arena 
fans in the nosebleed sections with “packa-
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during your set." • Mark Hogue, production 

manager: "Don't believe everything you read. 

You see all these ads about the greatest whiz¬ 

bang toy that you need to do this or that, and it's 

not necessarily true. Good music is made by 

good players on good equipment. Master the 

basics, then move on." • Kevin Elson, sound 

man, producer: Be able to reproduce what you 

do in the studio when you play live. Bands some¬ 

times think of themselves too much and not the 

crowd. You want to reproduce the excitement of 

your record, not limp through versions of songs. 

Also, when you play a lot, everyone improves—so 

get out and play!" • Tom Hamilton, musician: 

“Soundwise, you've got to accept the weather 

you're sailing in. It won't always be a bright sunny 

day through perfect sound. I see people get flus¬ 

tered trying to get the sound perfect. Get it where 

you're playing tight, but let it also be about all 

those other things: communication with the audi¬ 

ence. enthusiasm, and celebration. Look at all 

these people who are in a room because they 

love music.” 

bility—taking it all down and putting it all 
together for two years. I think that’s why 
people do inflatables, even though most of 
them are kind of hideous. Of course ours 
will be cool,” she adds quickly. “But every¬ 
thing has to break down into 45-inch incre¬ 
ments and fit into a trunk.” 

So the Spinal Tap version of Stonehenge 
was actually a good thing? 

“Yeah, the whole time I looked at the 
specs I kept thinking, now is that 18 feet or 
18 inches?” she laughs. “And it takes time 
to put it all together properly. You don’t 
want another Spinal Tap where the pod 
doesn’t open. You know, they’re so sensi¬ 
tive, maybe you shouldn’t quote Spinal Tap 
in this article, you know what I mean?” 

Sure, no problem. 
“But I think looks do count, and hope¬ 

fully the advice isn’t coming from the girl¬ 
friend with bad taste. In the end it’s all for 
the musicians, and fans the next day will 
say, ‘Oh yeah, did ya hear “Dude (Looks 
Like A Lady)”’—but they’ll also talk about 
the giant snakes. And out of New York, 
people don’t get a chance to see much live 
theater or opera; in a strange way these 
shows are really the only live sets you get to 
experience growing up. So it’s great if we 
can come up with something amazing and 
wonderful and give them their money’s 
worth. Eye food is as important as ear 
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food.” 
To fine-tune the visuals, Winehoff has 

been working with the band’s lighting 
director Jim Chapman at a large sound 
stage in Hartford, Connecticut, where the 
band’s rehearsing. It’s part of an attempt to 
duplicate the dynamics of an arena show, in 
which ever more complex light and sound 
systems do battle with spacious, reverber¬ 
ating barns. Movable trusses and comput¬ 
erized Vari-Lites allow for more range and 
sophistication than before (though 

Chapman notes there will still be a place in 
the show for spare, Kabuki-like simplicity), 
and as production manager Hogue points 
out, computer-directed lighting allows for a 
more consistent show from stop to stop. 

But getting the sound right can be 
tricky. That chore falls to Kevin Elson, a 
producer and engineer who took over the 
sound board in the middle of the Get A 
Grip tour after people noticed that the band 
he was working for, Mr. Big, was getting a 
better tone than the headliners. “We’d hear, 

evans a Different Head 
J. D'Addario & Company, Inc. • PO Box 290 • Farmingdale, NY 11735 USA 

E-Mail: evans@daddano com • Home Page: http://www.daddario.com 

‘It’s the P.A.’ and we’d wonder how come 
Mr. Big sounds so good before we go on,” 
Brad Whitford recalls. “Of course, in the 
early days we were famous for having bad 
sound. It’s still impossible in most build¬ 
ings to get it near right, but we’re making a 
better effort.” 

From Elson’s point of view, “mixing the 
songs is the easy part.” The tough part is 
trying to enhance what took months to cre¬ 
ate in the studio. “A lot of vocals on a 
record you just can’t cover live, so you try 
to do other things, make something jump 
with an echo or a delay, so that it will come 
up in a different way. Some things that are 
dry on the record I’ll make completely 
wet.” For a live “Taste of India,” for 
instance, Elson gives the guitars and drums 
a heavier sound to replace some of the tex¬ 
tures that Indian musicians contribute on 
the recording. For older songs like “Sweet 
Emotion,” he stays more true to form, “but 
you start paring things in the midst of the 
songs, just to make it different for people 
that have been hearing the band live for 15 
or 20 years.” 

Elson praises the development of newer 
speaker systems: “Since the Eighties the 
companies are hiring better people and the 
processing is much cleaner.” For this tour, 
he’ll oversee an EAW system with about 
eighty or ninety boxes in a 360 setup, with 
two large rows in front and clusters in the 
rear and on the sides. “In a really bad hall 
I’ll concentrate on the rhythm of the drum 
kit and the vocals, because that’s where you 
start to get some clarification of what the 
song is. And Steven says just put me in 
there, you know, I just want to be part of 
the band. Which is the way they are on the 
records—maybe even lower there than I’d 
put him. He wants to make sure it won’t be 
a vocal-oriented concert, and I try to make 
the songs sound like they’re coming off the 
record as much as possible.” Keyboardist 
Robert Irwin has been hired to augment 
the band onstage, but there are no tapes or 
sequences: “This is a live rock & roll show.” 

For Elson, new sheds tend to sound 
better than old: “There aren’t the big gaps 
there used to be. But it’s tough. A lot of 
times you’re mixing it on the floor and by 
the time it gets up to the rafters there’s no 
low end and things are bouncing around. 
And of course the sound changes when 
people file in; it’s more bright when it’s cool 
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and empty. You can make some adjust¬ 
ments during the support act. Usually by 
the first two songs you’re pretty much 
squared up.” 

Elson heads a six-man sound crew, part 
of about 30 full-time roadies and supple¬ 
mented by another 24 local hires to assist 
on each setup. On a typical show day, stage 
manager Chris Roberts arrives at the venue 
around eight in the morning, meets the 
local crew chief, and allocates the local crew 
to assist lights, sound, carpentry—T-shirt 
colors I.D. each department. “The rigging 
will come in first, then light rigs, orchestra 
sound—the carpenters an hour later, and 
last but not least our equipment.” For 
Roberts, the trick is keeping a flow without 
clogging the lanes or sacrificing safety. “It’s 
like conducting a symphony, and when 
everyone works together you have a nice 
overture.” 

The band members have their own 
techs—Joe Perry plays at least a dozen dif¬ 
ferent guitars a night, for instance, and his 
tech, Jim Survis, changes all the strings 
before each show—who perform together 
in the early afternoon to help Elson get his 

sound levels. Around four, Aerosmith 
arrives for a sound check, and Roberts 
walks them around the stage. “Bv then you 
want it ready for the show. I point out any¬ 
thing Steven should know and they let us 
know what they want. And then we bend 
as far backwards as we can to make it hap¬ 
pen,” he laughs. Meanwhile, he points out, 

“Mark Hogue is advancing other shows. 
You’ve got to stay about three shows ahead 
of the shows you’re doing. You do every¬ 
thing you can to make life smooth.” 

And what’s the key to that? 
“I think that we’re all adults on this 

tour,” Roberts responds. “A lot of us have 
worked together with other bands, so you 
foresee the usual problems. This is my first 
time working with Aerosmith, and these 
guys are good because they’ll listen to you. 
So you still have a good time. You all 
become a family. Which is important— 
cause we’ll be working and socializing and 
traveling together for the next eighteen 
months to two years.” 

So what’s the biggest misconception 
about the Aerosmith of today? 

“That we’re Stones lookalikes,” says 
Steven Tyler. 

“That we’re this crusading health 
band,” says Joe Perry. “Give me a break.” 

“That we’re stupid,” says Tom 
Hamilton. “That when people write about 
our records they say it’s crotch-rock, 
dumb, cheap and trashy. Of course,” he 
adds, “part of that is cool.” 

In other words, too much warm and 
fuzzy talk about Aerosmith’s maturity 
misses the point. Yeah, they’ve survived by 
adopting a certain semblance of adult 
behavior over the years, or vice-versa. But 
they’ve also hung on to their inner brat, the 
one that thrives on conflict. So Tyler bris¬ 
tles at rumors of renewed drug use, while 
Perry chafes at the notion they’ve gone 
vegetarian; and they’re both still rankled 
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about getting dissed by critics while they 
were filling arenas back in the Seventies, 
even as they’re being lionized as legends 
while filling arenas in the 
Nineties. It’s part of the fuel 
that keeps them burning. 
That, and some surprisingly 
restless ambition. 

“Keeping it together is 
probably the healthy result of 
some not too-healthy com¬ 
pulsions,” offers Tom 
Hamilton. “It’s probably the 
result of a childhood thing of 
wanting to duplicate what 
was heroic in the bands we 
grew up listening to; maybe 
the feeling of not quite having 
done it yet is what keeps us 
wanting to make another 
album.” 

“There were a lot of things we didn’t 
like about the last record,” Perry admits. 
“A lot of songs that just didn’t do it,” he 
says drily, “and nobody asked us to. So this 
time I felt like we had to stand behind 

everything. It isn’t just, if it has a good beat 
and you can dance to it—we can sit here 
and write five of those right now. It has to 

go through a lot of things before we feel it’s 
good enough for a record. That’s why 
we’re down here writing so many songs.” 

And why writing partners Tyler and 
Perry spent more time collaborating with 

several other songwriting pros, including 
Glen Ballard, Mark Hudson, and 
Desmond Child, the result being that every 

song on Nine Lives carries at 
least one outside co-credit. 
Shaking up the partnership 
was a means to getting out of 
familiar grooves that could 
turn into ruts. “I can eat 
peanut butter and jelly forev¬ 
er, but there are other things,” 
says Tyler, whose adventurous 
approach to melody was 
always more Beatles than 
Stones. “Mark Hudson 
brought the garlic and the car¬ 
damom.” 

“Some of the interviews 
we don’t do are about how 
drugs were wonderful,” he 
goes on. “The Yaqui Way of 

Knowledge—getting out of your own way. 
You know how, when a song is fading 
sometimes you’ll hear an instrument doing 
something different than in the song? You 
know why? Because he knows the song is 
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over, and now he’s taking risks—he’s play¬ 
ing.” 

One appraisal of Nine Lives is that the 
original Glen Ballard-produced sessions in 
Florida, recorded with Steven Ferrone on 
drums, pushed the band into new direc¬ 
tions but ultimately didn’t sound like 
Aerosmith. So the tracks were scrapped, 
Joey Kramer came back, and producer 
Kevin Shirley returned the focus to what 
Aerosmith did best—hard rockin’ in 
rhythm. “They don’t call Kevin ‘Caveman’ 
for nothin’,” Perry notes. “Where most 
people would use a stiletto, he uses a two-
by-four. Which is good if you’re trying to 
record the live energy in the room, that hair 
on the back of your neck vibe.” 

“They were two radically different 
approaches,” Brad Whitford observes. 
“Glen’s was more complex—a lot of tracks 
in digital, some in analog, he had three or 
four assistants. Plus, Joey wasn’t there. 
Kevin’s was the garage approach with a 24-
track machine and old Neve console—just 
set up the mies and start playing. No 
effects, no samples. It’s more of what the 
band really sounds like.” 

But Tyler, while giving Shirley his due, 
expresses sharp reservations about the fin¬ 
ished product. “All this shows me is that 
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Aerosmith can still go out in their under¬ 
wear and be great,” he says. “My rub with 
Kevin Shirley is that there’s more to us than 
raw energy—if that’s what you want, just 
don’t put gates on the drums, all right? 
Let’s work on the harmony and get 
some loops in there and be some¬ 
thing other than what Aerosmith 
used to be—but see, that’s what 
everyone was afraid of. I was will¬ 
ing to take the risk. For me, some of 
the great parts that aren’t on the 
album are on those Florida ses¬ 
sions; the joints going from part to 
part were a lot smoother.” 

“There were four songs Kevin 
was totally right on, ‘Nine Lives’ 
being one of them; that needed 
everyone in the room from the get 
go. But ‘Kiss Your Past Goodbye,’ 
which is more ethereal and takes 
you into outer space, didn’t need that appli¬ 
cation. I felt a little constrained by the 
process. But it leaves a little something for 
the next record.” 

In other words, a conflict to look for¬ 
ward to. Then again, as a description of this 
band’s career, the title Nine Lives seems like 
an understatement. 

“I’d say twenty,” Perry figures. 

“Way past nine,” Tyler agrees. “But the 
things that come to those who wait may be 
the things left by those who got there first. 
We’ve already come full circle. Now we’re 

picking up our dregs, and somebody found 
it and polished up the turd.” 

“You know, we made the demo for 
‘Living on the Edge’ over there at that 
board,” Perry says, pointing to a small, 

adjoining room in the basement 
i studio. “And at the end of the day 

I brought Billie [his wife] down-
! stairs and she was crying because 

to think that a song that heavy 
I could come out of the base¬ 

ment. . .to write a song that people 
I are gonna be singing in Japan is a 
! pretty amazing thing, and that 

doesn’t escape us when we’re on 
I stage and looking around—that 
I this was another spew from the 
I basement from a year ago. Just 
I playing your guitars like a thou-
I sand other musicians. So where 

does it come from? 
“I don’t think we ever feel like we got 

it totally right,” he says. “This time, I 
think we got closer than we have in a 
while.” 'J' 
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23101 Industry Dr. 
Valência, CA 91355 ■ USA 

all a full 30" tall. Available in a choice of Remo’s 
exclusive Fabri Finishes, 
Ponchos congas feature 
wider, more tapered 
bodies plus 

Acousticon^ 
shells and Mondo™ conga heads 
for a rich, fat sound that’s as easy 
on the hands as it is on the ears. 
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METAL 
JAZZ 

The Cable Choice of Professionals 

“With Monster Cable, everything just sounds bigger and better... 
it's got this kind of 'otherness' that you can't really describe, 

From J’s searing solos to Lee’s “singing” guitar lines, 
Monster Cable preserves every note exactly as the artist 
intended. Whether your style is smooth and clean or hard 
and nasty, there’s only one cable that can bring out the 
Monster in your music 

“When 1 play, I need the sound of my guitar to match 
what’s inside my head.The cables I use are the link 
between my instrument, my audience and me. 
Monster Cable does that better than any other cable.'’ - Lee Ritenour 

Lee Ritenour, or even the s^me page in a magazine, for that matter. 
J’s make-your-ears-blee4rstyle of metal and Captain Fingers’ 
jazz finesse were never meant to inhabit the same worlds. 

But the^two accomplished guitarists have more in common 
than you might think They both have a very distinct sound. 
And they’re both ver)’ selective about the equipment they use 
to get it That’s why they wouldn’t use anything but Monster Cable 
on their recordings and during live performances. 

Monster 
makes 
the connection 

Monster Cable” 274 Wattis Way. South San Francisco. CA 94080 • 415/871-6000 • Visit our Website at www.monstercable.com 



PLAYING 
X 22" kick, 8", 10" and 12” rack toms, 14" and 

15" floor toms, and all DW hardware: “The product 

is top of the line, and what I really like is that 

they're American-made.” He's been playing Zildjian 

cymbals "forever. There are no other cymbals." 

o M the edge Sizes include four 20” crashes, a 14” high hat left, 

13" auxiliary hi hat and a 20" earth ride. Sticks are 

Mark 

JOE PERRY expects to take about 30 guitars on 

the road, but perhaps not too surprisingly, he 

expresses a particular fondness for Gibson's Joe 

Perry signature Les Paul guitar. “The amount of 

money I get is negligible," he assures. “But I took 

the best of all the Les Pauls that I've played, dif¬ 

ferent feels and neck sizes and fret sizes, and put 

them all into one." Those features include pickups 

wound to his specifications, a fatter neck, and tone 

circuitry built into the guitar for a wah-wah effect 

which can be triggered onboard. Other axes include 

a Les Paul Custom with gold sparkle, a '59 flame 

top, and a Standard model with a swirly green paint 

job. Fender Strats of various vintage, a custom 

Washburn archtop with snake inlay on the finger-

SELL YOUR 
MUSIC NOW! 

Create Full Color Custom Promotional 

Cards To Market Record Releases & New 

Bands • Great For Recording & Sound 

Studios • Sell Instruments, Accessories & 

More! • Call Now For More Information! 

Modem Postcard 
1-800-959-8365 

Rouland 

a Zildjian signature model: "They sell lots of them 

and I make no money." • BRAD WHITFORD 

waxes ecstatic over Bogner Ecstasy 100 amps 

board, a Gibson Firebird 7 with three pickups—all 

with Gibson strings—and a Chandler lap steel, for 

that famous Aerosmith Hawaiian thing. Effects 

include a DigiTech Whammy pedal, a couple of 

with a 4x12 Bogner cabinet—"The moment I 

plugged in I just sat in front of it for hours. I've 

never had an amp like that except maybe one of 

my ancient Marshalls. They're incredible." He'll 

Chander digital delays, 

a Crybaby wah-wah, 

and a ProCo Rat distor¬ 

tion box. They'll be 

played through Wizard 

amplifiers ("a really 

good cross between a 

Fender and a Mar¬ 

shall”), along with 

Fender ToneMasters 

and '65 black-faced 

Fender Twins, and 

connected up via Mon¬ 

ster Cables: "We used 

them all during the 

recording and it really 

makes a big differ¬ 

ence." • TOM HAM¬ 

ILTON plays Sadow-

sky basses, including a 

five-string: "it has a 

long scale so the string 

also use Wizard 50 watt 

models on the road. 

He’s currently experi¬ 

menting with choruses 

and delays—“I want a 

really clear repro, I don’t 

want it colored"—and 

suggests he may return 

to last tour's model, a 

Lexicon LXP15. Guitars 

include a Tele-style built 

by Nashville luthier Jim 

Shriggs “that cuts like a 

knife,” and a new Les 

Paul Catalina he recent¬ 

ly picked up at the 

Guitar Center in L.A. "I 

tried out two, and one 

was astounding and 

one might as well have 

been a boat oar. That 

always amazes me. The 

tension is loose and doesn't beat up on my fin¬ 

gers." He employs an Aguilar preamp ("very sweet 

sounding”) and Trace Elliot heads: "My signal 

chain is very weird this time. I'm obviously going to 

a DI and somewhere in there is a [Tech 21] 

Sansamp PSA 1, which I'm using for sort of a dis¬ 

tortion sound: also at some point in the chain I'm 

going through a Summit tube limiter to equalize all 

the different basses, and a Demeter direct out. I’m 

using ear monitors and to kind of boost the fun I’ve 

got a side line to a SansAmp overdrive pedal so I 

can hear the overdrive even when I’m not mixing it 

out to the house, just to make it juicier. " He prefers 

Hartke speakers on stage: "I need a punchy, trebly 

sound cause I have a problem with low end over¬ 

tones from the P.A. sub-woofers. In a big hall the 

bass amp has a different function than in a club." 

He also plays a Fender fretless and a Chapman 

Stick. »JOEYKRAMER plays DW drums: an 18 

difference is in the wood, I guess, and a little bit of 

magic." On the electronic side, there’s a Roland 

VG-8 Guitar Synthesizer: "I use it in addition to 

what I’m doing through the Bogner." Effects 

include a Boss DD5 digital delay pedal, a Boss 

Dimension C chorus pedal, chorus and a Centaur 

overdrive, and Monster cables for everything. 

• STEVEN TYLER “can use any microphone," 

according to Joe Perry. "He’ll often use a [Shure] 

57, the kind you’d put in front of an amplifier. But 

in the booth we'll put up [Neumann] 87s, 47s, 

[AKG] C12s, and he sounds good on all of them." 

He also uses a Shure wireless onstage and a 

Fender Vibroverb amp when playing harmonica. 

• "You can get a good idea of what's going on with 

a microphone by listening through a good set of 

headphones," Tyler adds. "It's a lot like picking up 

a girl. It’s all in how you approach it, and coming up 

with the right line." 
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¿VES 

Hear the sounds of the Gibson Joe Perry Les Paul on 
Aerosmith’s new Columbia CD, Nine Lives 

The Joe Perry Les Paul 
• Push/pull pot for active mid-boost/feedback control 

• Exclusive custom-wound lead pickup 

• Hand-stained Translucent BlackBurst finish 

Only a Gibson Is Good Enough 

Joé îerrv and his 
signature Les Paul 

Call 1-800-4-G1BSON for a free brochure "How to Buy an Electric Guitar.” Visit us @ http://www.gibson.com Ml Massman Drive • Nashville, TN 37210 





LIVE MUSIC IS DESTINED FOR THE JURASSIC PARK 

of extinct media, if William Gibson is right, “louring seems like a dinosaur 

thing,” observed the man who coined the word “cyberspace.” “I wonder 

how long people will continue to go to enormous stadiums to see flea-sized 

figures capering a mile away. I gave up on going to big concerts after an 

evening watching David Bowie on a giant television screen. You didn’t real-

isn’t alone in his premonition of the death of live music in a world where we 

spend more and more of our lives staring at screens of one sort or another, 

and where the interface (voicemail, email, fax) is fast replacing face-to-face. In 

a dyspeptic review of the 1995 Macintosh Music Festival, a performance 

series at fifteen Manhattan clubs whose Internet connections enabled users 

around the world to listen in, New York Times critic Neil Strauss took wry 

I 

ly need him there, physically; he could have been in Singapore.” • Gibson 



Khaled 
Sahra 

the new album 

Recorded in Paris, 
Kingston Jamaica 
and Los Angeles -
an invitation from 
the King of Rai 
to embark on 

a musical voyage 
around the world. 

Discover Khaled for Yourself 

To listen call: 1-800-3030047 

Artist Code: 0047 

ISLAND 
a PolyGram company 

©1997 Island Records, Inc., a PolyGram company 

note of the postmodern irony of “club 
goers craning their necks to stare at a screen 
pulled down over the stage” to facilitate 
CD-ROM and video projections. “In try¬ 
ing to portray the future of rock perfor¬ 
mances these clubs are also paving the way 
for their own extinction,” he wrote. “Who 
wants to pay to go to a smoky, crowded 
club to watch a band on a two-dimension¬ 
al screen when people can just stay home? 
... And what bands will want to spend two 
hundred nights a year touring when they 
can just perform once at home and transmit 
it to computer screens around the globe?” 

are interactive in the pre-Screen Age sense, 
inviting listeners to use them as scores for 
their own free-associated mental movies. 
And by liberating music made mostly by 
pointing and clicking from the image of the 
musicians creating it, FSOL’s phoned-in 
concerts shifted the emphasis from the cult 
of the personality to the music itself. 
According to the ISDN notes, the broad¬ 
casts are about “getting away from the 
great bastion of the music industry: the 
performance. Journalists who wanted to 
watch us perform were missing the point. 
We were evolving a new mechanism, [one] 

For once, the fu¬ 
ture has arrived 
ahead of schedule. In 
1994 the ambient 
trip-hop duo Future 
Sound of London 
“toured” Europe and 
New York without 
leaving their London 
studio, broadcasting 
live performances in 
real time via ISDN 
(a high-speed digital 
phone line) to radio 
stations and the 
Internet, where fans 
“downloaded images 
while listening to 
the corresponding 
sounds,” according 
to a press release. 
This May the group 
performed in digital¬ 
ly disembodied form 
at the Essential Music 
Festival in Brighton, 
England, by blipping 
live music and video 

Im oh 
¡McrcoAiMgly 

virtual 
reality, live 
muAÍc ia a 
preeiouA 

commodity« 

not based on the spec¬ 
tacle.” The ISDN 
shows reminded lis¬ 
teners (albeit oblique¬ 
ly) of the thumping 
irony, amidst the per¬ 
vasive unreality of 
tabloid TV simula¬ 
tions and digitally 
manipulated photos, 
of concessions to 
naturalism such as 
the shopworn MTV 
cliché of musicians 
pantomiming to their 
songs. 

Portents of live 
music’s eventual de¬ 
mise can also be 
glimpsed in the still¬ 
novel medium of 
Webcasting, which 
enables sites such as 
HotWired to transmit 
live events over the 
World Wide Web, and 
in the “killer app,” 
still just a gleaming 

imagery across the wires, “appearing” on a 
bill that also included the Chemical 
Brothers, the Orb, and 808 State. 

In the liner notes to their “live” album 
recorded on “tour,” FSOL’s Gary Cobain 
and Brian Dougans imply that such perfor¬ 
mances constellate a brief-lived communi¬ 
ty of fellow travelers, a Woodstock Nation 
for the age of electronic solipsism, with 
“millions of people being touched as 
remote units.” Like the radio theater of the 
Forties and the avant-garde Hörspiel (“ear 
plays”) of German audio artists in the late 
Sixties, the band’s cyberdelic soundtracks 

dollar sign in corporate eyes, of recorded 
music and live concerts available on a pay-
per-view basis via interactive “smart” tele¬ 
visions. Both phenomena, like the mail¬ 
order catalog boom that saw more than 
half of America’s adult population shop¬ 
ping by mail in 1996, betoken a growing 
retreat from communal life into the com¬ 
fort zones of our wired-to-the-gills elec¬ 
tronic cottages. Corporate trendspotter 
Faith Popcorn calls this flight from pub¬ 
lic space “cocooning”—the tendency to 
hunker down and order in, basking in the 
reassuring glow of a favorite sitcom. 



Rock Country 
Jazz Pop World 
Gospel I Inspirational 

Rhythm & Blues 
Hip-Hop Latin Dance 

Folk Children's 

Grand Prize Winners in Each Category 
$15,000 for "Song of the Year" courtesy of Maxell 

$60,000 in EMI Music Publishing Contracts 
$60,000 in Yamaha Project Studio Equipment 
Over $200,000 in Cash Awards and Prizes 

A Total of 120 Winners! 

CONTEST APPLICATION AND RULES 
To enter your original song(s) fill out this application and...^njf LAua.6Lh.t 

Name _ 

Address _ 

_ Apt._ 

City_ State_ Zip_ 

Phone (_)_Age_ 

Circle one (if paying by credit card): Visa MasterCard 

Card #___ 

Exp._ Signature_ 

Make your check or money order for $30.00 per song 

payable to: John Lennon Songwriting Contest 

Check category: □ rock □ country □ jazz □ pop 

□ world □ gospel/inspirational □ rhythm & blues 

□ hip-hop □ latin □dance □folk □children’s 

For more i nf ormat ion : w w w . j I s c . c o m 

Man your entry t John Lennon Songwriting Contest 
One Haynes Avenue. Suite 101 
Newark. NJ 07114 

Please read all rules carefully, and then sign your name in the space 
provided. If entrant is under 18 years old. the signature ol a parent or 
guardian is required. 
Each entry must consist ot 

■ Completed and signed entry form (or photocopy) All signatures must be 
original 

■ Audio cassettes) containing one song only, live (5) minutes or less ir 
length 

■ Lyric sheet tvped or printed legbiy (please induce English translation it 
applicable) 

■ Check or money order t< r $30 (M per song (U S currency onl,) payable to 
John Lennon Songwriting Conte-4 If paying by credit card. $3G 00 per song 
will be charged to your iccount 

Entries must be postmarked no later than 8/15/97. 

1 Each song submiled must bn contesantS original work Songs may not exceed 
five (5) minutes in length ho song previously recorded and released through 
national distribution in any country wi l be eligitIe Contestant may submit as 
many songs in as many categories as he/she wishes, but each entry 
requires a separate cassette, entry form, lyric sheet, and entrance 
fee One check or money order for multiple entries/categories is per¬ 
mitted. (Entrance fee is no-i-refundable JLSC is not responsible lor late, lost, 
damaged, misdirected, postage due. stolen, or misappropriated enf es ) 

2 Prizes Twelve (12) Grand P*ize Winners will receive $1 000 in ca Ji. $5.000 ir 
Yamaha project studio equ pment and a $5.000 advance from EMI Music 
Publishing One (1) Grand Prize Winner will receive S’ 5.000 lor the 'Song of 
the Year* courtesy ol Maxell Thirty-six (36) Finalists will receive $1.000 
Seventy-two (72J Winners will receive portable CD players 

3 Contest is open to amateur and professional songwriters Employees of JLSC. 
their families, subsidiaries, and affiliates are not eligible 

4 Winners will be chosen by a select panel ot judges comprised of noted song¬ 
writers. producers and music industry professionals. Song:, will be judged based 
upon originality, lyrics (when applicable), melody and composition The quality 
of performance and production will not be considered Pizes will be awarded 
jointly to all authors ol any song: division of prizes is responsibility ot winners. 
Void where prohibited All federal, state, and local laws and regulations apply 

5 Winners will be notified by mail and must sign and return in affidavit of eiigibii-
ity/recordmg nghts/publicity release within 14 days of not «cation date The affi¬ 
davit will state that winners song is original work and her Jie holds all rights to 
song Failure to sign and return such affidavit within 14 days or provision of 
lalse/maccurate information therein will result in immediae disqualification and 
an alternate winner will be selected Affidavits of winners urder 18 years of age at 
time ot award must be countersigned by parent or legal guerdian Affidavits sub¬ 
ject to verification by JLSC and its agents Entry constitutes permission to use 
winners names, likenesses, and voices for future advertismg and publicity pur¬ 
poses without additional compensation 

6 To insure anonymity for judging purposes, entrant’s name hould appear only on 
the entry form Do not put name or address on cassette or iync sheet Cassettes 
and lyrics will not be returned. Winners will be determined py December 15.1997 

I have read and understand the rules of The John L*nnon Songwriting 
Contest and I accept the terms and conditions of participation. 
(If entrant is under 18 years old. the signature of a parent or guardian 
is required.) 

Signature_ Date 

John Lennon is a Registered Trademark. Estate of John Lennon Artwerk Copyright. 1996 Estate of John Lennon / Licensed exclusively through Big One Arts. Ltd.. NYC 



Former Secretary of Labor Robert Reich 
has identified a parallel trend in the top 
fifth of our increasingly two-tiered soci¬ 
ety, which he calls “the secession of the 
successful”—an economic (think “pri¬ 
vate schools”) and even geographic 
(think “gated communities”) segregation 
of the Information Age elite. 

The cultural dynamics behind our 
desertion of the commons are complex 
and synergistic. In growing numbers of 

cities there’s no commons to desert: Fear 
of violent crime, fanned by ratings-hun-
gry news shows, has made the mall food 
court our new town square. Then, too, 
the “time famine” experienced by chron¬ 
ically exhausted, frantically multitasking 
Americans juggling work, family, and 
information overload makes the schlep to 
a smoky, crowded club or concert hall a 
grim prospect. Cable TV, the VCR, com¬ 
puter games, online chat rooms, role¬ 

playing environments such as MUDs, 
and the Web have made staying home 
more like going out, minus the aggrava¬ 
tions of fellow humans. 

In addition, hypothetical technolo¬ 
gies, though still in the “vaporware” 
stage, lend a ring of truth to reports of 
the impending death of live music. For 
example, virtual reality that lived up to its 
heady press would be mind-wrenching: 
Linked to live events by ultra-high-speed 
Internet connections, couchbound 
cybernauts could step into music videos, 
luxuriate in front-row seats at the concert 
du jour, or even sit in with the band on 
any performance ever captured on film, 
from Elvis on Ed Sullivan’s Toast of the 
Town to Hendrix at Woodstock to the 
Sex Pistols’ last show. 

In her cyberpunk novel Synners, Pat 
Cadigan imagines a warp-drive version 
of just such a scenario, in which the rock 
gods of the near future are virtual-reality 
synthesizers, or “synners,” who plug 
their brains directly into the global com¬ 
puter network, immersing jacked-in fans 
in a full-sensory journey to the center of 
the mind. Visual Mark, a virtuoso synner, 
recalls the death rattle of live music: 
“He’d been there the day the Beater had 
sold the old tour bus for scrap. Touring 
was nowhere, video was everywhere.... It 
was getting better all the time, all the 
stuff you could do, hotsuits and artificial-
fucking-reality, shit, you could finally be 
the music.” 

While we’re waiting for technology to 
insert us, à la Forrest Gump in JFK’s 
Oval Office, into music history, perhaps 
we’ll make do with real-time holograph¬ 
ic transmissions that conjure 3-D images 
out of thin air in our living rooms. 
Nicholas Negroponte, who sells corpo¬ 
rate-friendly visions of the future to 
prospective investors at MIT’s Media 
Lab, imagines such a technology in his 
book Being Digital: “Sometime in the 
next millennium our grandchildren or 
great-grandchildren will watch a football 
game (if they call it that) by moving aside 
the coffee table (if they call it that) and 
letting eight-inch-high players run 
around the living room (if they call it 
that), passing a half-inch football back 
and forth.” 

Nonetheless, there’s a Newtonian 
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Of all the big names in the powered 
mixer business, only one—Yamaha— 
also makes the world's best-selling 
professional touring console (the kind 
you see at mega concerts), the world's 
most advanced digital signal processors 
and some of the world's most efficient 
power amplifiers. And only Yamaha 
can put that expertise into a powered 
mixer for the working musician, 

everything you need for a small gig 
in one rugged box: mixer, amplifiers, 
grapnic EQ and a high quality digital 
reverb. And it's under $649.95. 

You can get another powered mixer 
tor this price, but not one with all these 
features or this quality. 
• 6 channels with 1-4 having balanced 

XLR mic inputs and balanced line 
inputs. Channels 5-6 have balanced 

the new Yamaha EMX640. 
Powered mixers 

have always represented 
the cheapest way to 
a complete PA system— 
with an emphasis on 
cheap. Yamaha, on the 
other hand, has always
put in our powered mixers the same 
high quality components we use in our 
professional gear The result, until now, 
has been great quality at a high price. 

Yamaha challenged their best 
engineers, the same ones who develop 
their professional gear, to design 
a premium powered mixer at a com¬ 
pletely affordable price. They did. 
The Yamaha EMX640 includes 

XLR mic inputs as well 
as dual unbalanced 
line inputs allowing 
you to plug in stereo 
sources, like your 
piano, without using 
up two channels. 
• Two 200

watt amplifiers incorporating 
Yamaha's proprietary H.E D. technology 
for maximum power efficiency. 

• Yamaha's world famous digital reverb 
instead of a noisy, old technology, 
spring reverb 

• Two 7 band graphic EQs, one for 
the main speakers and one for the 
monitors. (At this price, you usually 
get just one.) 

• 30dB Pad switches on channels 1-4 
allow high level input sources without 
high level noise. You need this for 
qualify sound. (Not found on most 
competitive models ) 

• Configuration switch allows power 
amps to be bridged together for 400 
watts in the main speakers or used 
separately for mains and monitors. 
(Competitive models requite extra 
cables and patching.) 

• LED meters to allow the setting of 
levels. (Some powered mixers have 
no meters at all.) 
You wouldn't choose just any 

instrument. Don't choose just any sound 
system. Fortunately, you can get the 
right powered mixer at the right price 
with the name that even the profes 
sionals trust: Yamaha. 

CaM for more information. 

YAMAHA 
SM \kt w/\/ w; 

©1997 Yamana Corporation of America, Professional Audio Department. P.O Box 6600, Buena Park. CA. 90622-6600. www.yamaha.com or www.yamaha.co.jp/oroduct/proaudic/homeenglish/index.himl 



On tour 
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And many more dates TBA 
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duke robillard 
DANGEROUS PLACE 

“Chock full of honking, squeaking horn 
lines and sliding, stinging guitar licks. 
Duke Robillard's Dangerous Place is 
jump blues at its finest. Look for this 
one—each and every cut is a winner." 
E-Pulse 

Morristown NJ 
Louisville KY 
Henderson KY 
Washington DC 
Providence RI 
Misquamicut 
Beach RI 
Northampton MA 
Denver CO 
Aspen CO 
Beaver Creek CO 
Portland OR 
Seattle WA 
Eugene OR 
Long Beach CA 
Lakeside CT 
Turin NY 
Edgartown MA 
Groton CT 
Stratton VT 
Chicago IL 
Monterey CA 
Cooperstown NY 

“Name a style and Robillard plays it— 
Texas single-note epics, West Coast 
swing, Kansas City jump blues and 
aggressive Chicago burners... confirm 
Robillard’s status as one of the pre-emi¬ 
nent modern blues guitarists." 
OffBeat Magazine 

Produced by Duke Robillard 

Visit Duke Robillard’s web site at 
www. rosebudUS. com/robillard 
http://www.virgtnrecords.com 
AOL Keyword: Virgin Records 
©1997 Virgin Records America, Inc. 

Spc’ntilank 

mechanics to popu¬ 
lar culture that holds 
forth a glimmer of 
hope for the future 
of live music. The 
cultural momentum 
carrying us away 
from public space 
has already pro¬ 
duced an equal and 
opposite reaction, in 
carnivalesque main¬ 
stream events such 
as the Lollapalooza 
festival, adrenal 
frenzy such as the 
mosh pit, and tech-
no/tribal bacchanals 
such as the Burning 
Man festival and, 
paradigmatically, the 
rave. To varying 
degrees, these hit-
and-run utopias are 
animated by fan¬ 
tasies of recapturing 
a lost sense of com¬ 
munity, of Diony¬ 
sian abandon in the 
age of AIDS, of 
sweet surrender to 
enveloping sound 
and the press of hot 
bodies at a historical 
moment typified by 
growing isolation, 

Portent* 
of live 
imwaíc'a 
demÎAe 

betoken a 
retreat into 
our wired" 
to-the-gill* 
electronic 
cottage* • 

of live music is a pre¬ 
cious commodity. 

The world view 
of the Information 
Age is undergirded 
by a reverence for 
the mind and a con¬ 
tempt for the “meat” 
(cyberpunk jargon 
for the obsolescent 
flesh), from the 
Progress & Freedom 
Foundation’s hubris-
tic declaration that 
matter has been 
“overthrown” and 
“the powers of the 
mind are everywhere 
ascendant” to the 
Heaven’s Gate cult¬ 
ists’ belief in an X-
Files apotheosis that 
would beam their 
minds out of their 
encumbering “vehi¬ 
cles” at long last. As 
we come to look (at 
least metaphorically) 
more and more like 
the mega-brained, 
frail-bodied aliens of 
B-movie myth, the 
sweaty physicality of 
live music, be it a 
rave or a rock con¬ 
cert, may prove an 

whether in the home offices of the self¬ 
employed or the corporate cubicles of 
Dilbert cartoons. 

The wiring of our lives that has made 
electronic cocooning possible has also 
brought us a world in which the sort of 
unscripted pleasures promised by live 
music, as opposed to the manufactured 
fun delivered by the screen, the mall, and 
the theme park, are beginning to seem 
rich and strange. Also, it’s a common¬ 
place among pop pundits that the mater¬ 
ial fabric of everyday Reality As We 
Know It is woven, more and more, from 
mass-mediated information rather than 
firsthand experience—“man-made mes¬ 
sages” rather than “personal observation 
of raw, ‘uncoded’ events,” as Alvin 
Toffler put it in Future Shock. In an 
increasingly virtual reality, the viscerality 

important social ritual for reconnecting 
our free-floating, online minds with our 
inescapably off-line bodies—bodies fated 
to remain, at least for the foreseeable fu¬ 
ture, anchored in the here and now by 
the laws of physics and the cold facts of 
mortality. ’S' 

Contributors: Mark Dery (markdery-
well.com) is a cultural critic whose byline 
has appeared in Rolling Stone, The New 
York Times, Wired, and The Discovery 
Channel Online. He is the author of 
Escape Velocity: Cyberculture at the End 
of the Century and editor of the essay col¬ 
lection Flame Wars: The Discourse of 
Cyberculture. He’s currently at work on 
The Pyrotechnic Insanitarium, a book 
about madness and mayhem in millenni¬ 
al America. 



Ilie time has come to add some color to your 
music with E-mu's three hot new sound modules: 
Orbit, Planet Phatt and Carnaval. Each module has 
been created for a specific musical style and all feature E-mu’s 
exclusive BEATS mode that allows you to playback and manipu¬ 
late exciting new drum loops, offering thousands of unique 
groove ideas. Each module has 32 voices of polyphony, is 16 
part multi-timbral and features 640 presets so you’ll never 
find yourself short on notes or sounds. 

Orbit V2 the Dance Planet ' V2 - Hold on and get ready to sweat. 
Orbit will take you to places other products have only dreamed 
of going. High energy dance music pulsates out of Orbit using ils 
powerful synthesis capabilities to create mind boggling sounds, 
beats and sound effects. Orbit focuses on rhythmic creativity by 
using two MIDI synchronized LFOs per patch to rip through its 
unprecedented selection of filters, creating rhythmic ecstasy and 
sound synthesis for the next millennium Feel the energy. 

Plane! Phatt the Swing System ” - No boring, tired old sounds 
here— just slammin’, funkadelic, in-your-face original sounds 

from E-mu’s cutting-edge sound designers. Created specificidly 
for hip-hop, rap, acid jazz and trip-hop. Planet Phatt has the 
features and sounds that hits are made of. Sounds and BEATS 
not only can be played back, they can be manipulated, dissected 
and pulverized in order to create a sound that is uniquely 
yours. This is a serious tool for the urban music scene. 
Get ready to swing. 

Carnaval - The only sound module available created for 
any type of Latin music—salsa, tejano. Latin jazz, merengue 
and more. Carnaval features a huge palette of authentic and 
traditional instruments as well as Latin rhythmic loops, all 
controlled by E-mu’s BEATS mode. With all the classic Latin 
sounds as well as modern sounds. Carnaval will add spice to 
your music. Ihm up the heat. Jugando con Fuego! 

Your music isn't black and white. Why should 
your instruments be? See your local dealer or 
call E-mu Systems direct at 408.438.1921. 

E-MU 

=E-mu Systems, Inc. 
P.O. Box 660015, Scotts Valley, CA, USA. 95067-0015 
Tel. (408) 438-1921 • http://www.emu com 

United Kingdom Offices: Suite 6. Adam Ferguson House. Eskmills 
Industrial Estate, Musselburgh, Scotland EH21 7PQ Tel. +44 131 653 6556 

©1997, E-mu Systems. Ire E-mu Systems, E-mu. and the E-mu logo are registered trademarks of E-mu Systems, Inc. Camaval. Orbit the Dance Planet and Planet Phatt the Sw ng System are trademarks if E-mu Systems. Inc. 
All other trademarks are property of their respe» tive holders. 
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ANDS OF 
my k M o b a ? 

Concert sound engi¬ 

neers usually keep to 

themselves behind their 

consoles while we musi¬ 

cians prance around in 

the spotlight. It seems 

only fair, then, that they 

have a chance to ... 

sound off. What bugs 

them about the biz? We 

asked David Norman, 

who has done stage 

sound for the Neville 

Brothers, Peabo Bry¬ 

son, Arrested Develop¬ 

ment, the ’94 WOMAD 

tour, and the ‘94 Woodstock festival, to find out for us. He 

polled his peers, and came up with the following beefs: 

1 Lighting guys. 2 Two-minute set changes. 5 Elevator or stair 
load-ins. 4 Volunteer (or prison) stagehands. 5 People who sit in 
front of the P.A. and then complain that it’s too loud or want to 
know if we can turn off just the speakers in front of them. 
6 Sound companies that don’t zero out the console before you 
use it and still have the last show’s labeling tape on the console. 

7 Companies that say, 
“Oh, yeah, we have a 40-
channel console,” and 
when you get to the venue 
it turns out to be two 20-
channel consoles slaved 
together. 8 Sound compa¬ 
nies that contend, “We’ve 
got all the best stuff. I don’t 
know why it sounds like 
this tonight. It always 
sounds great to me.” 
9 Mixing monitors from 
FOH (front-of-house). 
10 System engineers who 
try to “help” mix the show. 
11 Companies that bring 
inadequate gear because 
they bid too low in order 
to get the gig. 12 Speakers 
in extreme positions—ie., 
under balconies, behind a 
column, against a wall to 
the extreme left or right, 
next to the kitchen. 
IS Running short of chan¬ 
nels because the headliner 
won’t let you use them and 

there’s no additional console from the opening act. 14 Audience 
comments, such as: “What do all these knobs do?” “Do you get 
to meet the band?” “Can you get me their autographs?” “Are 
you the DJ?” “Can you turn the lights down a little bit?” “Can 
I keep my coat back there?” “Where’s the talent knob?” 
15 Famous last words, such as: “Sure, you can get T-shirts at the 
end of the gig.” “Of course the monitors sound just like the 
house mix!” “Uh oh. Have you checked out this rider?” And the 
classic line, delivered by the promoter just as you’ve finished set¬ 
ting up the entire system: “You’re at the wrong stage.” 



Nothing makes you feel more like 

kicking the dog than software that costs a 

week's pay and runs like a three-legged hound. 

Well, we just put a smile on that old dog's face. 

Introducing Cokewalk Pro Audio"“ 6.0 
With new Cakewalk Pro Audio 6.0, recording 

and editing your music has never been easier. 

The leading MIDI and digital audio workstation 

for Windows puts more cool tools and processing 

power in your hands than ever before: 

• CFX'-Cakewalk Audio Effects 
Hot new audio processing effects, including 

pitch-shifting, reverb, flange, chorus, delay, 

time compression and expansion. You can 

even convert monophonic audio into MIDI. 

• Audio Plug-ins 
Support for Microsoft' DirectX'" audio plug-ins, the 

new standard for Windows audio processing. Run 

third-party plug-ins from companies like QSound, 

Waves, and Tracer without ever leaving Cakewalk. 

* Cakewa/k'StudioWcre" 
Control your entire studio from Cakewalk; 

create custom control panels for any 

hardware combination that responds to MIDI. 

Version 6.0 includes StudioWare panels for 

popular hardware like the Roland VS-880'" 

and the Yamaha ProMix 011 

Cakewalk Pro Audio 6.0 supports Windows 9S" 

sound cards and hard disk recorders, like 

Digidesign's Session 8” and Audiomedia III”, 

Digital Audio Labs' CardD Plus” and V8”, and 

Soundscape Digital Technology's SSHDR1“ 

Lose Those Low-Down Blues 
The power and price of Cakewalk Pro Audio 

6.0 will make you feel like the sun's shinin’ 

once again. So get on down to your favorite 

music store, pick it up, and shake those 

blues away. 
CAKEWALK 
MUSIC SOFTWARE 

How to lose 
the low-down, 
baby left me, 
mangy dog, 

sun never shines, 
.. salty gravy, 
underpowered, 
overpriced, 
hard-to-use 

software blues. 

Download the 6.0 demo at www.cakewalk.com, or call 888-CAKEWALK. SCfSEXaZEEtlSIXIEEk 
Cakewalk is a regiuered trademark. and Cakewa’k Pro Audio. Cakewalk StudioWare. CFX, The Sound Solution, Cakewalk Music Sohware and the 

Cakewak Music Software logo are trademarks of Twelve ’one Systems. Inc. Other products mentioned are trademarks ol the* respective manufacturers. 
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YOU’VE BEEN PRACTICING WITH YOUR NEW BAND 

for months, getting ready for your first gigs, when gradually it dawns on you: 

You’ve got a lot of equipment, including a small P.A. and some lights. You’ve 

even got a Marshall stack left over from that stint you’d rather forget with a 

heavy metal band. The booking agent said that the venue where you’ll be 

making your debut has no lights or sound, and you’re the only act on the bill. 

• What do you take with you to the gig? And how do you get it there? • Time 

for a band meeting. As the leader, you have to be not only creative but prac¬ 

tical. Your last band had a roadie to help with the gear, but he’s moved on to 

a job that actually pays money. So you decide you’ll divide his work among 

your band members. But there’s more involved than just dumping stuff in and 

out of the van. Here, for those of you who’ll be schlepping it yourself, are the 

essential rules of the road. • First, although everyone should load and unload 

his or her own gear, mark your equipment before you leave your rehearsal 

t 



The hardest thing 
for ony band ¡a 

to Hofmic ¡HAtrnmentA 
in o Amall room. 

space; this saves you from 
having to sort it all out at 
the club. Mark the drum 
rug with the placement of 
the drums, cymbal stands, 
and the position of the 
throne. Mark the height of 
the cymbal stands with 
electrical tape. Color-code 
each musician’s cables, 
using an assortment of col¬ 
ored tape (not all red or 
black). And while you’re at 
it, make sure each cable is 
working—better to check it 
now than at the gig. Start 
with the amplifier AC 
cables. Don’t forget to 
check the microphone 
cables, especially if your 
singer likes to sling the mic 
around. 

Remember, too, that it 
makes sense to bring spares: extra guitar 
and bass strings, drum sticks and heads, 
amp fuses, batteries, screwdrivers, mies, 

mic stands and bases, speakers, light gels, 
and if possible a spare amp and guitar. 
And lots of that invaluable musician’s 

tool, duct tape. When you 
set up, try to keep this gear 
near to where it might be 
used—extra drum heads 
and sticks near the drum¬ 
mer, for instance. A good 
trick is to shove spare sticks 
down the lug nuts of the 
kick drums. 

(Sometimes even this list 
isn’t enough; player/roadies 
often find themselves hav¬ 
ing to improvise solutions 
to unexpected problems. 
The editor of this magazine 
once found himself stuck 
with a broken key on a 
synth keyboard at one gig. 
With audience and band 
members waiting, it took a 
minute or so of frantic cre¬ 
ative thinking to come up 
with the solution: a popsicle 

stick and a bottle of glue. With the frag¬ 
ments of the key joined together on the 
underside by glue and stick, the crisis 

I' ^t^Records 
61 Suwÿ Driw, Cohissi’t. MA 02025 
distributed by 
Touchwood Distribution 
1650 Broadu’d«, N«u> York, NY 10019 
tel 212-977-7800/fax 212-977-7963 

The Alchemy Records catalog 
is now available al retailers everywhere! 
(including Brian Gingrich, Gary Willis, 

Krantz/Stern. Caryn Lin & Ion Durant) 

For more information contact: 
http://www.musicpro.com/alchem 
1-800-292-6932 

Produced by David Tom 
featuring Steve Jansen, Happy Rhodes and olheis. 

Robby Aceto I Code 
Distorted hard edged neo-psychedelia. 
Code is the stunning solo debut from a 
brilliant new voice. 
"... Act’to creates that rarest of birds, 
atmospheric music with an edge... gui¬ 
tars screanijmd swirl over liquid loops 
and funky rhythms..." 
- Guitar Player Magazine 

"... ballsy eclectic arrangements spiked 
with a heavy dose of ripping guitar 
acrobatics, and intriguing, provocative 
lyrics..." 
- Anil Prasad, Innerviews 

Discover Another Universe», 
passed and the show was on again.) 

When you’re identifying equipment, 
mark your drum cases and, if you have 
them, amp cases by applying duct tape 
and writing on it with a Sharpie-type 
permanent marker. Tagging your gear 
will save you lots of hassle, especially 
when the other band points to your setup 
and yells, “Hey! That’s my amp!” 

Packaging your equipment can be as 
simple as using the cardboard box it came 
in. Beginning bands can put their cables 
into a milk crate; this saves money and 
gets the job done. If you’re too embar¬ 
rassed to haul your gear in cardboard 
boxes, you can buy bags for guitars and 
drums until you’ve saved up enough to 
buy custom-built ATA flight cases. If 
you don’t have a drum case, remember to 
take all your cymbals off their stands 
before moving them. Never put them 
into your car or van while they’re still 
attached. It’s dangerous—remember, the 
edges of those cymbals are sharp. 

So now you’re at the gig with your 
gear in a borrowed van. Remember not 
to block the load-in doors or fire lanes. 
Assign one band member to track down 
the house or production manager, then 
mobilize everyone in the group to unload 
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you need Audio Centron. With the New Audio Centron ACE series of speakers 

and the New MP series of Power amps, you'll be able to power the house, the club, 

the arena, the theater or the stadium. The Audio Centron line of professional 

sound reinforcement products gives you incredible sonic quality at an outstanding 

value. Check out the Audio Centron line of Professional sound reinforcement 



as quickly and efficiently as possible, and 
start setting it up onstage. Be flexible and 
use common sense: No matter what kind 
of setup you have, it’s got to conform to 
the area you have. 

An important part of setting up 
involves establishing good relations with 
the house management. The band’s desig¬ 
nated contact should ask the manager if 
you can do anything to help his or her 
staff make the evening more successful. 
Don’t forget the little courtesies: Store 
your empty cases and boxes in your van 
if space is limited in the hall. And don’t 
jeopardize a venue’s liquor license by 
bringing underage friends into a club that 
serves alcohol. 

When you’re setting up, it’s always 
easiest to begin with the drums. (A word 
to the wise: Nailing drums and cymbal 
stands into the stage ruins the floor and 
doesn’t amuse the venue manager. Use 
duct tape instead.) Once you’re done 
with the drums, get the bass rig ready, 
and then the guitars and keyboards. If the 

Design, Print and 
Apply CD Labels^, 
for s7995

1 Create your own artwork On 
Your Computer with NEATO Templates. 

2 Print on Any Laser or InkJet using NEATO pres¬ 
sure sensitive labels. 

3 Using the NEATO Label Device, apply MlíM 
labels... PERFECTLY EVERY TIME! ^«1 

Kit Includes: 
• NEATO CD Label Applicator • Set ot Assorted Labels & Inserts 
• CD-FACE’" including Design Software (Mac/PC) and Background Art for 
Labels & Inserts 

• Disc & Jewel Case Templates for Popular Graphics Programs (Mac/PC) 

NEATO LLC 250 Dodge Ave • East Haven, CT 06512 

800-984-9800 • 203-466-5170 • Fax 203-466-5178 

Europe +44 (0)990 561571 • Fax +44 (0)181 932 0480 

See us at: http://www.neato.com 

space is small, you can always face your 
amps out and position the musicians so 
that they face each other. (Think: 
“Garage.”) Take a minute to look at the 
stage setup from the audience’s perspec¬ 
tive. Walk around the venue to make sure 
you look the way you want to look. 

Check with the venue about available 
electrical power, either before you get to 
the gig or before you set up. If you’re 
lucky, a couple of AC boxes, hopefully 
on 20-amp circuits, will be available 
onstage. Bring at least 100 feet of indus¬ 
trial-strength AC cable (and enough duct 
tape to secure it to the floor), since most 
20-amp circuits will have breakers in 
places,such as kitchens and bars. 

With everything plugged in, be sure 
that your amplifiers are grounded. An 
easy way to check is to hold your guitar 
around its neck and, with the back of 
your hand, touch the vocal mic. Never 
grab the mic! If you get a shock, you 
don’t want your hand wrapped around 
the source of electricity. 

These days most amplifiers come with 
a three-prong cable, the round prong 
being the ground. But lots of in-line 
effects are still two-pronged. Be very 
careful with these. Not only can they 
shock and generate a hum, but if you’re 
using a direct box out to a mixing con¬ 
sole, you may have a grounding problem 
between the amplifier and the sound sys¬ 
tem. If you get a hum, use that battery 
that’s inside your direct box, not AC or 
the phantom power from your mixing 
console, to power the direct box. 

Now that the band is set up, it’s time 
to work on the sound and lights. 
Remember that most halls and clubs 
were built without consideration for how 
bands would sound in them. If you must 
place any of your equipment offstage, 
check with the house manager, who will 
be familiar with local laws and the idio¬ 
syncrasies of the venue; this saves you the 
drudgery of having to reset your equip¬ 
ment to stay in compliance. Most stages 
will be too small to fit more than the 
band’s gear, but if you contact the venue 
in advance you’ll probably be able to 
arrange ways of fitting your P.A. stacks 
and lighting poles offstage on both sides. 
Edge your speakers as close to the stage 
as possible, aiming them toward the back 

Packing 
your 

equipment 
can bcoA 
Aimplc 

oa mai ng the 
cardboard 

box it 
came in* 

center of the room, and always try to get 
your light trees up high, with cans adjust¬ 
ed to wash the whole band. 

The usual mic stand configuration is 
booms for the guitarists, bassist, drum¬ 
mer, and keyboard player, with a straight 
stand for lead singers. Every sound engi¬ 
neer knows to set the levels with one mic 
at a time, starting with the number one 
input. It’s best to bring the volume up on 
each mic until it’s on the verge of feed¬ 
back from the speakers, and at that point 
turn it down a bit. Once you’re satisfied 
with the level, continue with input num¬ 
ber two and so on until finished. 

After everyone is happy with his or 
her levels, bring all the mies up and have 
everyone sing something from your set 
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tested reliability keep you in business, night after 
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ing concert sound amplifiers. x X x 

Power up at your local/ 
Crest Audio dealer. 

Crest Audio presents the V & Vs series./Amplifiers 
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list. Remember that audiences can get 
turned off by a mix that sends the instru¬ 
ments roaring over the vocals. Probably 
the hardest thing for any band is to not 
mic instruments in a small room, but my 
advice is to resist the temptation: Small 
rooms rarely require mies on the instru¬ 
ment amplifiers or even the drums. You 
may even want to check sound levels 
with the house manager if he or she is 
familiar with the room—and it’s always 
helpful to let the staff at the venue know 
that you’re working with them. 

Now it’s time for a light check. Have 
a band member or the house manager 
stand in the audience. Aim the lights so 
that the band can be seen without every¬ 
one in the room being blinded. And be 
sure to check the gels so that no one 
appears too green or some other strange 
color. 

After the show, no matter how 
drained you are, pack up and load the van 
as quickly as you can. Make sure you 
have everything; list and check off each 

item. This kind of idiot routine may seem 
tedious, but it will save you from losing 
gear or having to make a return trip to 
retrieve some forgotten equipment. 

Okay. You’ve done it all, the glamour 
and the grunt work. Makes you appreci¬ 
ate the value of the roadie more than ever, 
right? So how do you find a good one? 
Begin by checking your local clubs, 
where roadies who are not on tour often 
find work as stage hands or loaders. 
Listen to word-of-mouth recommenda¬ 
tions from other musicians. Look for 
jacks of all trades, roadies who can hump 
gear as well as deal with technical consid¬ 
erations. Your roadie also has to be 
responsible and trustworthy, with the 
kind of personality that fits well with 
your band. Gear hogs are probably a bet¬ 
ter bet than wannabe rock stars, although 
some of the best roadies I’ve worked 
with were frustrated musicians who 
managed to adapt to the eighteen-hour 
days that typify the roadie routine. And 
don’t overlook women; lots of them are 

breaking into this competitive business 
and more than holding their own. 

Most of all, a good roadie loves the gig 
and loves music. That’s why we do it all: 
load the trucks, drive, set up the gear, 
work the gig, take care of the player’s 
needs, listen to your complaints, and 
work our butts off, all the while being 
responsible and keeping a sense of 
humor. It’s our goal to affect the band in 
a positive way. That’s why I laughed 
when Pete Townshend, when asked in an 
interview who his greatest influence was, 
replied, “Bob Pridden”—the Who’s 
roadie. 'S' 

Contributors: Dinky Dawson has 
worked as a roadie for Chris Whitley, the 
original Fleetwood Mac, Steely Dan, Lou 
Reed, Joan Baez, Warren Zevon, 
Mahavishnu Orchestra, Weather Report, 
and countless other acts. He has lectured 
on touring and tour management at 
Berklee, and has several books in progress 
on the pitfalls and pleasures of touring. 

altitude 

Expedition 
photographer 

... y.,-.-. 1994 C.F. Martin & Co, Inc^ Nazareth, l’A. , 

You are looking at a Martin Backpacker* guitar perched upon 
a rock at the Mount Everest Base Camp on the Central Ronbuk 
Glacier in Tibet. At thi^cold but peaceful elevation of 17,200 feet, 
the Seven Summits Expedition took time to relax with music and 

song before continuing their trek 
to the summit. 

climbing adventure. 
So whether you're taking a safari in Africa, giving Mount 

Everest a shot, taking a business trip to Peoria, or simply 
picnicking at the park, take one of our Backpackers along. 

There's no telling how far -or high 
you can go with your music. 

With his Backpacker guitar, expedition photographer Joe 
Blackbum (see inset) supplied the accompaniment for this high 

and provided a unique enhancement for the 

and guitar 
.. enthusiast, 
** Joe 

Blackhum.. 

- You Can Takt It Anywhere. ¿ ' 
If you have unique photos atul stories front your Backpacker • travels we want to know about them. Call Us Toil Free: 1-(S00) 633-2060. 
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A Tribute to Legendary 

R o a d i e a of P a a t & P r e a e m t 

u M A M M 8 

Driving down the highway, seven days a week. Looking for a number one, 

looking rather bleak. Well, I’m a roadie. What a job, being a roadie. Yes, I’m a 

roadie. B. B. Class Road. I wrote these lyrics in 1971 with Gene Parsons. 

Recorded on the Byrds’ Farther Along album, it’s an appreciation of roadies 

everywhere. In those days, we roadies were family, literally living with our 

bands. Now groups only see their roadies when they tour; often roadies are 

provided as part of the production package, like so much gear. But back in the 

day, they were as essential to rock & roll as oil and axle grease are to a touring 

van. • Who were these great figures? Like the best musicians of that era, they 

were larger than life and to those of us who were there, they’re as much the 

stuff of legend as the stars with whom they worked. Here are a few of them— 

my nominations for the rock roadie hall of fame! 

By Dinky D a tv a o n 

Charlie WartkinA. No one affected English rock & roll 
more than my old mentor Charlie. Practically every major British 
group of the Sixties benefited from his skills and sound advice. 
With the Rolling Stones and Slade, among others, he trucked his 
WEM (Watkins Electric Music) sound systems to small clubs and 
large festivals. His factory in London was a roadie hangout for 
more than ten years. It was Charlie who invented the first 
portable tape echo unit, the Copycat, which is the father of all 
digital echo. Pink Floyd’s quad sound also owed a lot to Charlie. 
To this day his zeal and inventiveness are undiminished. When I 
last saw him, in the late Eighties, he showed me his new MIDIed 
accordions. And he’s just designed a new, compact digital and 
analog mixing console. 
Bobby Priddcw. An old-school, do-it-all roadie, 

renowned for his resilience with the Who. Bobby was with them 
at the beginning. From the side of the stage, he mixed the house, 
monitors, and special effects at their shows; in fact, he was one of 
the first stage techs to ever use onstage monitors. You can check 
out his handiwork on The Who Live at Leeds—that’s all Bobby. 
For physical stamina alone he deserves a medal: Pete Townshend 
put him in the hospital during the Quadrophenia tour, pulling 
him over the console when Pete realized that the tape feed to 

Keith Moon’s headphone monitors were a tad late. 
But the band learned its lesson: With Bobby out of 
commission, they had to cancel the rest of their 
tour. 
Andy Topeka. The ideal roadie’s technician. 

Although he loaded and drove 24-foot Ryder 
trucks, nobody kept back line equipment in better 
electronic shape than Andy. When I first met him, 
he was a quiet, long-haired, chain-smoking kid 
with lots of electronic savvy, and a great heart. He 
kept my acoustic suspension sound system work¬ 
ing through tough tours with the Kinks, 
Mahavishnu Orchestra, and Lou Reed. Once, in 
Paris, he came up to me after hooking up the AC in 
the cellar of a hall, looking ashen and wild. Not 
reading or speaking French, he wasn’t sure which 
of the hanging wires was hot, so he touched the 
ends to find out. Shocked but persistent, he came 
upstairs and worked on the keyboards as if nothing 
had happened. Andy died a year and a half ago, and 
we all miss him. 
ChriA AdamAOM* Phil McDommcI, 

Keith ’’the Snail" RobcrtAon. My 
English mates, with whom I lugged gear, fixed 
amps, drove lorries, and worked twenty-hour days 
while still finding time to hoist a pint or two. Chris 
(Fleetwood Mac, Pink Floyd, Bryan Ferry), a lad 
from Hull, once made the pub rounds with David 
Bowie (then David Jones, a bricklayer), and is now 
production manager for ITB in London. Phil 
(Rory Gallagher, Van Morrison, Clannad) now 
heads the entertainment division of Horizon Air 
Freight. And Keith (Donna Summer, Billy Joel) 

works with Phil when he’s not trainspotting. 
Who could forget Stanley OwAlcy III? More people 

remember him for his chemistry, but he was a formidable roadie 
for the Grateful Dead as well. Other faces in the crowd: Dovid 
Croy, now of Dolby Labs but once a roadie with Lou Reed, 
Orleans, and Frank Zappa, and the late KcMMy PickeH, a 
musician in his own right and former leader of Creation, but also 
Led Zeppelin’s premier roadie. 

A nod to the specialists, such as Bob See, lighting director 
extraordinaire, of See Industries; Chip MoMck of Woodstock 
fame, and also lighting director for the Newport Folk Festival and 
touring veteran with the Stones; and Clew McKoy of 
Headlights, who made those remarkable light shows for the 
Jefferson Airplane and the Fillmore West. 

Finally, the honorary roadies, Dom Low, Jock Boyle, and 
MoMMy CrecMhill, promoters who got into trucks, rolled up 
their executive sleeves, and loaded gear when their stagehands dis¬ 
appeared after shows. I even saw IrviMg Azof* pulling band 
gear off an airport carousel in Providence, years before the Eagles 
and Jimmy Buffett were filling stadiums. 

My apologies to those I forgot to mention. And to all roadies 
everywhere, I tip my fisherman’s cap! 



(An RF hit " that is.) 

Audio-Technica U.S., Inc. 
1221 Commerce Drive, Stow, Ohio 44I224 
330/686-2600 Fax: 330/686-0719 E-mail: pro@atus.com 
Audio-Technica Limited 
Old Lane, Leeds LS11 8AG England 
0113 277 1441 Fax: 0113 270 4836 

Grammy-award winning performer Randy Travis knows 
something about nits. After all, he's had 18 number-one 
singles and has sold more than 20,000,000 albums. But 
when ne's onstage, at venues across the country, Randy 
doesn’t want his wireless mic taking any "hits" from RF 
interference. That's one reason he relies on the ATW-1237 
true diversity wireless system from Audio-Technica. 

"We've never 
taken a hit," says 
Travis's FOH engi-

* neer Phil Somers. 
"In a wide variety 
of weather and 

temperatures, even outdoors in blowing rain, we've had 
zero problems.” 
And Randy really likes the smooth condenser sound. The 
mic delivers exceptional clarity and definition with virtually 
no handling noise. Supplied as a hypercardioid, it easily 
accents cardioid, subcardioid and omni elements 

'The neutral response and 
warm: low end are very natural," continues Somers. 
'All in all, it's a wonderfull element." 
Experience the bullet-proof performance and excellent 
sound of the ATW-1237 today. Because wnen you go 
onstage, you want to perform the hits, not take them. 

audiotechnica. 



ama 

■□□a «gaa 

00:00:00 

On the road? Need to practice? Consider Nady’s AX-1000 wireless guitar transmitter ($79.95). The AX-1000 can 

be used with any FM radio—a personal or car stereo, even a boom box—and no extra receiver or amplifier is 

required. (Maximum range is 100 feet.) Powered by a nine-volt alkaline battery with up to 12 hours of life, the 

transmitter weighs less than five ounces and fits easily into a guitar case. Though meant primarily for practice pur¬ 

poses, the AX-IOOO can also be used for gigs as a backup wireless. All this and adjustable echo and distortion 

too. » Nady, 6701 Bay St., Emeryville, CA 94608; 

iK , voice (510) 652-2411, fax (510) 652-5075. 

With the introduction of the Axcelerator 6 six-string bass ($1118.99), Peavey’s Axcelerator line comes to a sat¬ 

isfying conclusion. The 6's light poplar body features an extended upper horn to improve balance in either stand¬ 

ing or sitting positions, while the one-piece, 35-inch scale maple neck is capped with a pau ferro fingerboard for 

extra stiffness. An active humbucking pickup, developed especially for the Axcelerator, feeds its signal into a 

shelving circuit that provides wide-range response for one and all. I Peavey Electronics, 711A St, Meridian. 

MS 39301; voice (601) 483-5365, fax (601) 486-1278. 

2 hohner midia arc 44 
If you've got Windows 95 or NT and want to get in on this hard disk recording thing, check out Hohner Midia's 

ARC 44 eight-track hardware/software package ($899). The hardware’s an ISA card with four analog I/Os, which 

can record four and play back eight tracks at once. And the software’s loaded to the gills, as it were, with DSP 

functions—from the three-band parametric EQ (with all settings storable and recallable) to the echo processor (up 

to 2000 milliseconds of delay time) and real-time compression (adjusted with the twist of a virtual knob). 

► Hohner Midia, P.O. Box 5497, 3321 Industrial Dr., Santa Rosa, CA 95403-2075; voice (707) 578-2023, 

fax (707) 578-2025. 
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5 guild starfire >1 
The reissue of the Guild Starfire II ($1599), which was originally manufactured from 1961 to 1972, 

looks at first like another example of everything old being new again. But in this case, it's not quite 

true. The reissue has two SD-1 humbuckers, which definitely beets up the sound; if Guild had really 

wanted to be old-style, they'd have put in the single-coils that marked the first year of production. In 

most other respects—the elegant singlecutaway thinline hollow body of laminated maple or mahogany, 

the one-piece mahogany neck, the floating rosewood bridge—the Starfire hasn't changed, thankfully. ► 

Guild, 7975 N. Hayden Rd., Scottsdale. AZ 85258; voice (602) 536-9690, fax (602) 596-1384. 

6 masonic mda-1 
Moving further into the realm of professional recording, Panasonic has come up with its first eight-track 

digital tape machine, the MDA-1 ($3495 list). The machine uses the ADAT S-VHS tape format, and 

addresses the transport problems some ADAT users have complained about in the past with new tech¬ 

nology. An electronic interface constantly monitors the transport's status, memorizing appropriate locate 

points for optimum response, while a dynamic braking system eliminates the possibility of overshooting or 

undershooting specific time references. ► Panasonic, 6550 Katella Ave.. Cypress, CA 90630; voice 

(714) 373-7277, fax (714) 373-7903. 

ard 
It's long been one of those facts of life that you just resign yourself to: Power amplifiers generate 

a lot of heat. The result: They need fans built in to keep them cool. The problem: Fans make noise. 

Well, folks, this unfortunate situation has now changed. Crown's K2 power amp ($1795) uses no 

fan, and its propietary patent-pending BCA (Balanced Current Amplifier) circuitry enables it to gen¬ 

erate virtually no heat, even while pumping out 2500 watts (1250 per channel into 2 ohms). Efficient 

in more ways than one, the K2's just two rack spaces high. ► Crown, 1718 Mishawaka Rd., 

Elkhart, IN 46517; voice (847) 998-0600, fax (847) 998-0260. 



Its 

time 

to 

step up 

and 

kick 

some 

axe. 

But to do it, you're really going to have to put 
your foot into it. Introducing the GR-30 Guitar 
Synthesizer, your ticket to a whole new level 
of creativity. Now you can play 384 different 
instruments including classic and modern synths, 
juicy basses, lead sounds, nylon and 12-string 
guitar and even exotic instruments right on your 
guitar. And, to help you make the most of these 
great sounds, the GR-30 has unique features 
like a specially designed guitar Arpeggiator and 
a synth Harmonist that plays correct harmonies 
from a single note. Features all designed to 
enhance your playing, not your confusion. Plus 
you can have all of this for a price much easier 
to afford than believe. 
So come check out the newest star of the six-

string universe at your nearest Roland dealer, 
or call (800) 386-7575, ext. 729 for our demo 
video ($5.00). And then kick some axe. 

S Roland 
GR-30 Guitar Synthesizer 
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 
http://www.rolandus.com 
CompuServe*: GO ROLAND 
Fax-Back Information: (213) 685-5141, ext. 271 
(Doc. #10161) 



- edîtor’spîck 

I
 generally take a dim view of 

products that try to be all 

things to all people. My experi¬ 

ence is that they invariably fall 

short in one or more important 

areas, since by their very nature cor¬ 

ners have to be cut in the pursuit of 

universality. But I gotta admit, the 

Lexicon MPX 1 Multiprocessor has 

made me think again: The designers 

of this little gem have in fact done a 

remarkable Job of covering all the 

bases. Here are the reasons why I 

love this box: (1) It sounds great ; (2) 

about all musicians. 

Lexicon, of course, is famous for its reverbs. From their 

$8,000+ model 480L (a staple in virtually all high-end 

recording studios) to their older PCM60 and PCM70, to the 

newer, mid-priced PCM80 and PCM90, all the way to the 

budget priced LXP series and Reflex. Lexicon signal proces¬ 

sors have always delivered a uniquely smooth-sounding, 

rich reverb. The MPX 1 follows in that tradition (in fact, 

many of its reverb presets sound very much like those in 

the PCM80), but it goes a step further. That's because it 

contains two processors (hence the name 

“Multiprocessor”), one of which is dedicated solely to pro¬ 

ducing those beautiful reverbs, while a second one devotes 

itself to creating pitch shift, chorusing, equalization, modu-

“Another Brick" (which absolutely 

nails the echo/chorus effect used 

on the kiddie backing vocals in the 

Floyd hit) and "Miked Room" (which 

places any sound source .nside a 

good-sized high-ceilinged virtual 

room with virtual mies up in the vir¬ 

tual rafters) rapidly became two of 

my favorite MPX 1 presets. To aid 

you in your search, there's a built-in 

database that can sort presets by 

Lexicon 

MPX 1 

their effect type or by 

the source type. (For 

example, you can look 

( by howard massey ) LEAPS INTO 
MULTIïWJC^SS 

it’s versatile, with a spate of fea- lation, and/or delay effects. This not only explains why the 

tures that make it eminently suitable 

for both live performance and 

MPX 1 is capable of delivering such intensely complex 

multi-effects, it also means that reverb is always available, 

recording; (3) it's affordable 

(list price is $1299); 

and (4) it's easy to 

use, although (5) it 

provides an enor¬ 

mous amount of 

programming c 

power, which only 

has to be ac¬ 

cessed if you want 

to. The bottom line: If 

no matter how computationally taxing the other 

effects are on the second processor. 

Out of the box, the MPX 1 delivers no 

less than 200 factory presets, and if all 

you need to do is to find a great reverb, 

echo, chorus, Harmonizer, Leslie wah-

wah, phase shift, flange, or auto-panning 

effect (or combination thereof), just spin 

the front-panel Value knob and you're 

bound to find one or more that will work just 

fine. Amongst the smorgasbord is just about 

every kind of musically useful signal processing you can only afford one signal 

processor, this is the one to get, except distortion—there is a nominal overdrive effect but 

because it really does succeed in 

being just about all things to just 

power guitarists will still want to haul out the old fuzz box or 

Marshall stack to get the listener's hair standing on end. 

Their MPX 1 
succeeds in 
being just 
about all 
things to just 
about all 
musicians. 
for all effects that are optimized for 

keyboards or for all those that are 

more useful for live PA work than in 

recording.) If you disagree with the 

factory decisions in this database 

(say, you find the "Snare Plate" pre-
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set more useful on guitar than drums), you can 

change it, freely adding presets to or removing 

them from the various categories. 

In addition, there are fifty slots in which you 

can store your own custom effects; these can 

also be added to categories in the database as 

desired. One of the most thoughtful features 

here (also found in some of Lexicon's other 

recent products) is that the MPX 1 always sug¬ 

gests the first empty "available” slot in which to 

store your data. There are several different lev¬ 

els of editing and programming operations— 

and the good news is that you only have to dive 

into the deep end if you want to. The most basic 

editing technique is to simply turn the effects 

blocks within a preset (Pitch, Chorus, EQ, 

Modulation, Delay, or Reverb) on or off, and 

there are dedicated illuminated buttons for that 

purpose. If you want to tweak a little more, hit 

the Value button to edit the socalled "Soft 

Row” parameters—essentially a "top ten" list 

of parameters that will change the effect in a 

musically useful way. If that doesn't satisfy your 

needs, you can hit the Edit button and access 

all of the parameters associated with the pre¬ 

set. But if you really want to blaze new trails, 

you can call up a preset called "Clean Slate” 

and start programming your own effect from 

scratch. This involves assigning various effects 

types to each of the six blocks (there are 57 in 

all, including five different kinds of reverb), 

arranging them in the order you wish (a flanged 

reverb, for example, sounds a lot different than 

a reverb receiving a flanged signal), and then 

choosing from the myriad of routing options for 

mono, stereo, serial, parallel, or other kinds of 

configurations. There's also a very comprehen¬ 

sive level of modulation "patches" that allow for 

real-time interactive control. These allow one or 

more effects parameter(s) to be altered by the 

front-panel physical knobs or switches, or by an 

internal signal (such as the onboard envelope 

generator, random number generator, sample-

and-hold circuit or either of the two LFOs), or by 

an external MIDI message—you can even 

scale the range or linearity of the source signal. 

Each preset can have up to five patches asso¬ 

ciated with it, plus you can create up to ten 

global patches that can be applied to all pre¬ 

sets. 

On the rear panel of the MPX 1 you’ll find 

the usual MIDI in, out, and thru jacks; these 

allow it to interface with other gear in all the 

usual ways—and in a number of unique ways 

too. Like every other signal processor with MIDI 

jacks, the MPX 1 responds to incoming program 

change messages so that as you call up a new 

sound on your synth, a new effect automatical¬ 

ly loads as well. To make this even more useful, 

you can create and store three different custom 

program maps so that, for example, calling up 

patch #52 on your synth causes the MPX 1 to 

load in its patch #46. As if that weren’t enough, 

you can also create ten internal program 

chains, each containing up to ten "links." You 

can then use any source (say, a footpedal or a 

MIDI switch) to step through the links in the 

chain, a terrific boon in one-man-band gigs 

where you’ll only need to access a handful of 

effects each night. In addition, many of the MPX 

1 presets respond to incoming MIDI clock so 

that you can easily synchronize echoes or other 

time-dependent parameters with the tempo of a 

MIDI sequence. (Even if you’re not running a 

sequence, there’s a handy Tap button on the 

front panel that enables you to manually set the 

tempo in real time, on the fly.) But the unique 

interfacing comes not only from the patch func¬ 

tion described in the preceding paragraph 

(where virtually any incoming MIDI message 

can act as a modulation source) but with an 

option that allows the MPX 1 to transmit MIDI 

system exclusive messages as parameters are 

adjusted, enabling full automation (with the use 

of any MIDI sequencer) of all editing functions. 

For those of you into the techno thing, there’s 

even a fairly full-featured MIDI arpeggiator built 

right in: Play chords on a connected keyboard 

and the MPX 1 will spit out up/down, down/up, 

forward, backward or random arpeggiations in 

sync with an internal LFO or incoming MIDI 

clock. 

Speaking of interfacing, the MPX 1 sports a 

variety of input and output connectors that 

make it easy to integrate it into any live rig or 

recording studio setup. There are dual sets of 

balanced inputs and outputs, using both XLR 

and 1/4” TRS jacks. (The TRS jacks can also 

accept unbalanced inputs, and there’s a switch 

that changes input level from +4 to -10 dB.) 

There's also an S/PDIF digital input/output so 

you can interface the MPX 1 directly with DAT or 

with most hard disk or digital multitrack record¬ 

ing systems. You'll also find input jacks that can 

accommodate a foot switch and foot pedal 

(great for live use). The MPX 1 can even cali¬ 

brate itself automatically to the response of any 

pedal plugged in. And, in a welcome touch, 

there are both input and output level control 

knobs on the front panel, along with a dedicat¬ 

ed Mix switch that allows you to quickly and 

easily set the wet/dry balance. A pair of six-seg¬ 

ment LED meters normally show input levels, 

although they can be changed to show overall 

output level or any of a variety of internal signal 

levels (including, interestingly, the input and/or 

output level of signal entering or leaving each of 

the six effect blocks—a useful way of pinpoint¬ 

ing exactly where clipping may be occurring in 

the signal path). 

A hot buzzword in the world of signal pro¬ 

cessing is morphing (that is, smooth crossfad¬ 

ing between effects), and the MPX 1 has this 

ability too. This is accomplished with the use of 

a dedicated front-panel "A/B" switch and the 

patching system described above. Pressing the 

switch changes the effect from an “A" variation 

to a “B" variation, and you can specify the 

amount of time it takes to “morph” from A to B 

or from B to A. You can also use controllers 

such as a footpedal or MIDI message—even 

input signal level itself—to trigger the morph. 

For example, the “Rotary Cab" preset does a 

masterful job of emulating a rotating Leslie 

speaker. The "A” version has the Leslie spin¬ 

ning at a slow speed, while the “B" version 

causes it to shift to high speed, with a morph 

time that accurately replicates the inertia of the 

actual mechanical system in a Leslie, where it 

actually takes longer to accelerate from slow to 

fast than it does to decelerate from fast back to 

slow. 

It's this kind of attention to detail, combined 

with an innovative design and superior sonic 

quality, that makes the MPX 1 a solid addition 

to any live rig or recording studio. In the current 

universe of signal processing, I don’t think you 

can spend 1299 of your hard-earned bucks any 

better way. 'S' 

Special thanks to Steve DeFuria, Joel Silverman 

and Gregg Perry. 
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THERE’S NO EXCUSES NOW! 
For many guitar players the logic of the guitar neck is hard to visualize when they are soloing. LEADMASTER™ 

fret markers are designed to solve this problem by removing any doubt about which notes you should be playing. 

With LEADMASTER™ fret markers to guide your fingers, you will play much better, much faster. 
Four sets are available, in white or black: SET # 1: Notes Of The Neck; SET # 2: C major & 

A minor & the modes of the Key of C; SET # 3: A minor pentatonic & C major pentatonic; 
>ET # 4: E minor pentatonic & G major pentatonic. Easy on, easy off. WON’T HARM THE NECK! 
WHERE TO START? BEGINNING & INTERMEDIATE PLAYERS: The best place to Start is 
with the most widely played scale, the minor pentatonic, which is used in upwards of 70% of 

all popular music. From Albert King to Chuck Berry to Van Halen, this scale is the guitar 
player’s workhorse. This one you GOTTA know! It is a relatively simple five-note scale that is 

used in blues, rock ‘n’ roll, country, everywhere. ADVANCED PLAYERS: Check out the 
sounds of the modes! WHAT’S YOUR GOAL? When you put on a set of LEADMASTERS™ 
your goal is simple: Practice the scale and learn the pattern, so when you take them off, you 

won’t miss a lick. REMEMBER: Every scale pattern you learn can be 
moved to other frets so you can play in other keys! Only $8.95! Set #4, black 

Castalia’s famous posters PUT THE ANSWERS UP ON YOUR WALL! 
COMBINING SPECTACULAR ARTWORK WITH INNOVATIVE EDUCATION, THEY HAVE HELPED MILLIONS OF MUSICIANS FIND THE ANSWERS. 

THESE BIG (24" X 36"), BEAUTIFUL ART PRINTS ARE ONLY S7.95, or LAMINATED TO LAST, ONLY $15.95. 

GUITAR POSTER™ ELECTRIC BASS POSTER™ KEYBOARD POSTER™ 

This classic poster is still the 
most complete guide to the 
guitar ever made, and has 
helped a generation of guitarists 
improve their understanding and 
their playing. It was designed to 
be a musical road map so you 
can play any chord or scale, in 
any key, anywhere on the guitar. 

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

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

RING SCALES & ARPEGGIOS • COMMON 
CHORDS & SCALES «THE INTERLOCKING 
PENTATONIC SCALE FORMS «BASS HAR¬ 
MONICS • COMMON BASS LINES! • MORE! 

Makes visualizing and applying 
the principles of harmony as 
easy as DO RE Ml. The easy-
to-use music theory charts and 
tables apply to all keyboard 
instruments, pianos, organs, 
accordions and synthesizers. 
Featured prominently in the hit 
movie Mr. Holland’s Opus. 

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

ROCK GUITAR POSTER™ SAX POSTER™ MIDI POSTER™ 

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

MOVABLE MINOR PENTATONIC ROCK SCALE 
FORMS • POWER CHORDS • NOTES OF THE 
NECK • TWO HAND TAPPING • ROCK 
TIPS & TECHNIQUES • WHAMMY BAR • MORE! 

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

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

MUSICAL INSTRUMENT 
DIGITAL INTERFACE (MIDI) is 
the electronic digital standard 
that has revolutionized music. 
Whether you're playing organ 
for your church or drumming in 
a rock band, an understanding 
of MIDI is essential for anyone 
who is serious about making 
musci in the ‘90's. • MIDI 

NOTE NUMBERS • MIDI CONTROLLER 
NUMBERS • TROUBLESHOOTING • FLOW 
CHARTS • MIDI MODES • MIDI GLOSSARY 

SOMETHING FOR EVERY MiDIOT 
TAKE THE ANSWERS WITH YOU! 

MUSIC NOTES' 
MUSIC THEORY 

REFERENCE CARDS 

8.5" X 11", LAMINATED 
the Table of Keys" is the best transposing tool 
ever made because it also explains how to use 
Roman Numerals for writing chord charts (the 
Nashville system), the Chord and Scale Table" 
lists modern chord and scale formulas and shows 
which scales to play over which chords in all styles 
of popular music (one satisfied customer said, “It’s 
like having Juilliard on a card”). A must for teachers, 
students, composers, arrangers and songwriters! 
FOR ALL INSTRUMENTS! • Only $7.95/set 

Ask for Castalia Publications’ products 
AT FINE MUSIC STORES EVERYWHERE 

PgTvT T HÏ ’GTF’f’yF 
[ Send me: LEADMASTERS @$8.95 ea. (circle b or w):_ Set #1 b w,_ Set #2 b w, ¡ 
_ Set #3 b w, _ Set #4 b w; POSTERS _ GUITAR_ROCK GUITAR._ ¡ 

I ELECTRIC BASS, _ KEYBOARD, _ SAX and _ MIDI posters (regular @$7.95 ¡ 
j ea. or laminated @$15.95 ea.);_ CIRCLE OF FIFTHS mini-posters (not shown) ($5.95 ¡ 
[ regular, $11.95 laminated); and _ MUSIC NOTES cards @$7.95/set. Postage & handling: [ 
j LEADMASTERS & MUSIC NOTES ado $1.50 for the first and $.50 for ea. addi. set. POSTERS add $3 for j 
j the first and $1 for ea. add. poster. (Allow 6 weeks.) NY add 8.25% tax. (UPS add p&h + $4 (2-3 Wks.). Foreign j 
j orders ship surface mail (8-14 wks). Foreign Air: Can. p&h + $3: Eur.&S.A., p&h+ $10: others, p&h-$15. US$only. j 

[ Enclosed is $ . visa/mc#:_ ¡ 
Exp._ I_ I_ Sig._ ! 

NAME_ ¡ 

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

FREE POSTAGE SPECIALS! 
A. 3 LEADMASTERS— $25 
B 4 regular posters-$30 
C 3 LAMINATED posters-$45 
Add FOREIGN AIR or UPS if needed. 
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T
he members of the Boston-based pop trio Papas Fritas 

weren't being too subtle when they christened their home stu¬ 

dio “The Columnated Ruins ” As any Beach Boys fanatic will 

tell you, the name's taken from a line in the Smile-era Brian 

Wilson tune "Surf's Up.” Fittingly, Columnated Ruins, where Papas 

Fritas recorded their latest album Helioself (Minty Fresh), is located 

only a mile or two from where the cold Atlantic surf crashes up against 

the rocky shores of Gloucester, 

Massachusetts, in part of a building that once 

housed a Montessori school on 18 acres of 

wooded land. The structure even features a 

couple of columns ano the ruins of what looks 

to be a long-abandoned construction project. 

You can imagine that Wilson and Van Dyke 

Parks might have had a setting like this in mind when they penned 

“Surf’s Up.” But the inspiration for the location Papas Fritas singer/gui-

tarist Tony Goddess chose for his live-in studio/rehearsal space owes 

more to the legacy of another revered Sixties ensemble, namely the 

Band. 

“My father always used to tell me stories about Big Pink, the place 

where the Band lived and recorded the Basement Tapes with Bob 

Dylan,” Goddess recalls. “He'd say, ‘When you 

get your band together you should just go out to 

a shack in the woods and practice your ass off.' 

So to me the ideal was always doing music as 

an organic thing, creating it in cool surround¬ 

ings. I mean, the vibe here is great for record¬ 

ing. We can wake up when we wake up, figure 

MUSICIAN AUGUST 1997 73 



homestudio 
out what we want to do that day, eat breakfast, 

start tracking, make lunch, go out and play 

Frisbee, come back and listen to what we 

recorded." 

After recording their eponymous Minty Fresh 

debut in the basement of a house in Somerville, 

Massachusetts, Goddess and his bandmates, 

bassist Keith Gendel and drummer Shivika 

Asthana, have taken full advantage of the space 

afforded at Goddess’ new abode. They 

rehearse and record basic tracks in the large, 

open living room, where they’ve constructed a 

makeshift isolation booth for drums and vocals. 

Today Goddess’ vintage Fender Rhodes key¬ 

board Q a Hammond M2 organ ©that he 

picked up for $75, and his Mesa/Boogie Fifty 

Caliber guitar amp ©are set up near Gendel's 

Kustom 250 bass amp O and pieces of 

Asthana's drum kit 0 (dismantled for a gig), 
which she says is "not even worth mentioning." 

("There really is no brand name and I don't know 

how it’s lasted as long as it has.”) Goddess’ gui¬ 

tar is an early Kramer (serial number 22) from 

the Seventies with an aluminum neck; Gendel 

plays a 1971 Gibson EB-3 bass. (The Peavey 

keyboard amp in the background 0 is used 
solely as a speaker stand.) 

A worn-looking Vose and Sons upright 

piano from the Twenties O stands in the mid¬ 

dle of the living room, close to an Epiphone 

Cortez acoustic guitar O and an Indian sitar 

(built by "Madhu B. Mirajkar, satar [sic] 

maker") 0; a door leads out to a rustic deck 

overlooking the property. To find the nerve 

center of the Columnated Ruins, you have go 

upstairs to a tidy room which houses an Otari 

MX 5050 half-inch 8-track machine ®, a TAS-

CAM M-520 mixing console ® , and very lit¬ 

tle in the way of outboard effects or process¬ 

ing equipment. There are two Furman patch 

bays ®, an Aphex 107 Tubessence preamp 

for microphones © (“You can plug directly in 

there and go straight into the machine”), a 

Behringer Composer compressor © , and a 

Bellari Dual Tube compressor/limiter ©. The 

band relied on the Ashly Audio SC-66 stereo 

parametric equalizer © back when they were 

still using a now packed-away Mackie CR 

1604 board to record 1995’s Papas Fritas, 

but haven't had to use it since they got the M-

520. A pair of Yamaha NS-10Ms © serve as 

the main monitors, powered by an old 

Harman/ Kardon 330B amp © that was 

handed down to Goddess from his father and 

subsequently knocked around a bit. 

"Someone knocked it over in a subway sta¬ 

tion when I set it down to get my change," is 

how Goddess tells the story. “But it still 

works and it gives off a really nice glow when 

it's on. 

"We don't have much in terms of gear,” 

Goddess admits, “so we approach getting 

sounds from a physical standpoint. If we want a 

deep drum sound we put T-shirts over the drums 

or tune the drums lower. Or say you don't want 

a real resonant sound on an acoustic guitar 

track, you just want to get the strumming sound: 

We do that by putting note cards over the sound 

hole and a towel around [cont'd on page 80] 
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The 1996 Fall AES and Winter 

NAMM conventions had a profu¬ 

sion of PC sound cards with fea¬ 

tures such as great-sounding onboard 

samples, digital and analog inputs/out-

puts, 24-bit signal paths, multiple sample 

rates, and a lot more. There's increased 

specialization as well, such as cards that 

interface specifically with multichannel 

digital tape recorders. Yes, the Power 

Macs have credible onboard audio, but 

the amount of new product support for 

the PC is enough to give any Macophile 

the jitters. 

In fact, you can now sequence a tune 

using sample-playback sounds plus sev¬ 

eral—if not several dozen—tracks of 

equally high-quality digital audio. When 

you're done, you can save the whole mix 

as a sound file to your hard drive, then 

bum your own one-off CD, all without 

budging from your computer. But before 

you can do any of this, you’ll need a 

sound card. 

Part of the art of finding the right one 

involves looking at the specs and deciding 

which features are most important for 

you. For example, if you work with DAT, 

being able to transfer digital audio 

between computer and DAT is helpful. If 

you’re just recording your band during 

rehearsal, a simpler card with a few ana¬ 

log inputs may be all you need. 

Here are some of the most common 

specs and features you'll encounter, with 

an explanation of what they mean in real-

world applications. 

SYSTEM REQUIREMENTS Some cards plug into the older ISA 

bus, while others mate with the 

newer PCI bus. Since Power Macs also 

use the PCI bus, many sound cards 

accommodate both Mac and PC by pro¬ 

viding different software drivers. (Drivers 

allow the computer's processor to recog¬ 

nize and communicate with the card.) 

Most modern PCs have slots for both bus 

types. If you plan to use both Mac and PC 

or need Mac compatibility, PCI-based 

cards are your best bet. They're not too 

common yet, but they’re picking up 

momentum. 

you have a 386, forget it. Several sound 

cards include separate drivers for 

Windows 3.1, 95, and NT, but some work 

with only one specific operating system. 

Most of the good stuff works with 

Windows 95, although some pundits 

think that Windows NT will eventually 

become the system of choice for pro 

audio. 

Sound cards may also require a 

PC 
Sound Cards 

Deal a 
Full House 

by craig ander ton 
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technolo 
minimum amount of RAM, but if you're running 

digital audio under Windows 95 you really need 

32MB anyway—more than enough for any 

application. Also check whether a card is “plug-

and-play,” as this can simplify installation. 

Actually, installing cards on the PC isn't as dif¬ 

ficult as claimed, and non-plug-and-play cards 

can be relatively easy to install. But for com-

puterphobes, plug-and-play is the way to go. 

DIGITAL AUDIO I/O 

To avoid picking up computer-generated 

noise, most pros try to keep analog audio 

out of the computer, and feed everything in and 

out digitally. Not all sound cards have digital 

audio inputs and outputs built-in, although 

some allow an accessory digital I/O daughter¬ 

board. 

The commonest digital I/O is the con¬ 

sumer-oriented S/PDIF interface, with either 

RCA phone jacks for electrical connections or 

TOS link connectors for fiber-optic cables. 

low-grade onboard mic preamps; patch through 

an external preamp, and feed the line input.) 

Next step up on the I/O food chain is 1/4” 

phone or RCA audio connectors, while topof-

the-line models have balanced XLR outputs, 

which are the pro standard and suitable for 

long cable runs. Generally, more inputs and 

outputs is a Good Thing. You'll need multiple 

inputs if you want to record something like a 

drum kit with several mies; multiple outlets let 

you assign different instruments to different 

audio channels, should they need external pro¬ 

MIDI I/O AND SYNC 

W ho needs MIDI in a digital audio world? 

You do. Sequencers are still a great 

way to augment digital tracks inexpensively, 

and most sync is done through MIDI (particu¬ 

larly MIDI Time Code). For example, suppose 

you took an 8-track tape machine to a 

rehearsal and captured a once-in-a-lifetime per¬ 

formance ... with just a few little errors. If you 

want to transfer the tracks to a multichannel 

hard disk program for editing but your sound 

card has only two channels of I/O, you can 
cessing. 

A card's sound quality de¬ 

pends mainly on the converters 

being used and the electrical 

design. Inexpensive sound cards 

use consumer-grade 16-bit con¬ 

verters, while better ones use 

longer word lengths (such as 20 

bits) and audiophile-grade con¬ 

verters. Since CDs use only 16 

sync the tape recorder to the 

hard disk program via MIDI Time 

Code and transfer two tracks at 

a time. Because the two 

machines are locked in sync, 

each of the track pairs will begin 

and end at the same time. 

There are two main sync 

types: trigger and chase. With 

trigger, one device tells another 
Other I/O options are AES/EBU, the pro stan¬ 

dard for digital audio interfacing, and two mul¬ 

tichannel protocols: ADAT, for transferring sig¬ 

nals to and from ADAT multitrack digital tape 

recorders, and TDIF, the TASCAM 

equivalent. (Thankfully, pro sound 

cards generally ignore SCMS 

copy protection data when using 

the S/PDIF ports, so you can 

make unlimited copies and back¬ 

ups of your work.) 

Digital-only cards need an 

analog-to-digital converter to 

translate analog signals into digital data, and a 

digital-to-analog converter to turn the data back 

into something we can hear. Typically, the con¬ 

verters in a DAT (or an ADAT or DA-88 for mul¬ 

tichannel applications) will work, but some 

cards include an analog output for monitoring. 

Also look into the number of bits the card's I/O 

can handle. 16 bits is the norm today, but 20 

and 24 bits will soon be the dominant life form 

in digital land. All things being equal, sound 

cards capable of this resolution will have a 

longer life expectancy. 

ANALOG INS AND OUTS 

If analog I/O is present, the minimum config¬ uration will be stereo 1/8" minijacks for 

stereo in and out. But some sound cards also 

have speaker outputs and mic inputs. (One tip: 

Forget about using the sound card's generally 

bits of resolution, it might seem like anything 

greater would be wasted, but that's not so. 16-

bit converters can’t really give a full 16 bits of 

resolution, but a 2Obit converter can handle 

16 bits with ease. Also. DVD 

allows for 24-word lengths, and 

this is supposedly the wave of the 

future. Work with more than 16 

bits now, and you'll be ready for 

tomorrow. 

Electrical design involves 

shielding and other processes to 

keep computer noise out of the 

card. Be careful not to plug a sound card next 

to an electrically “noisy" card; try different 

slots to see if any one induces less noise. But 

current thinking is to abandon analog connec¬ 

tions entirely for digital. You can always use 

outboard converters, which can be upgraded if 

needed while still keeping the same sound 

card. 

BREAKOUT BOXES 

With either analog or digital I/O, it's a 

pain to fumble around the computer’s 

rear to change connections. A breakout box 

attaches to the card through an umbilical 

cable and puts the I/O connectors in some¬ 

thing more user-friendly, such as an external 

rack-mount box. For pro applications, pro 

boxes make for a neater and easier-to-use 

setup. 

when to start, and the two run concurrently. 

But since there's no feedback (e.g., if one 

machine slows down, the other won't know it), 

this requires stable devices, such as digital 

tape recorders and computers. With chase, if 

there are speed fluctuations (like what hap¬ 

pens with analog tape), one device follows the 

other, variations and all, so they stay in sync. In 

theory this is a good idea, but the processing 

required to stretch or squeeze the digital 

audio’s timing to match an unstable reference 

can make your audio sound like a warped 

record. For short tunes and digital devices, trig¬ 

ger sync is fine. 

Heavy-duty pro sound cards can sometimes 

read SMPTE time code, as generated by video 

decks, high-level sequencers, and other pro 

audio gear. While this can be useful, for most 

project studios MIDI is all you really need. 

SUPPORTED SAMPLE RATES 

Sound cards should support at least 

44.1kHz and 48kHz sample rates (the 

former is the CD standard, while some DATs 

use the latter), although 32kHz is useful for 

multimedia. In Web publishing, 22kHz and 

11kHz sample rates are common. But if you 

need a low sample rate and your card doesn’t 

support it, you can always work at a high sam¬ 

ple rate, then use a sample rate converter to 

downshift, though this will tend to degrade the 

audio signal somewhat. 
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JONNV LANG CHET ATKINS CHRIS WHITLEV STIR 
CHARLIE HUNTER QUARTET JEAN LUC PONTY NUNO DAN BERN 

TONV WILLIAMS FAREED HAQUE ORBIT THE RANCH 
DOVLE DVKES RICHARD SOUTHER PROTEIN EVERETTE HARP 

Tune in and turn on to the latest tracks from both new and 
established recording artists. This is your chance to taste 16 of 
the freshest cuts in rock, country, alternative, and jazz flavors 
before you pay full price for any single CD. ♦ So lend us your ears 
and for the low cost of shipping and handling we’ll send you 
MUSICIAN MAGAZINE’S A LITTLE ON THE CD SIDE music sampler, 
including information on all the featured artists and their full 
length releases. 

ALSO AVAILABLE 

Victor Delorenzo, Fiona Apple, 
Finn Brothers, Eric Johnson, 

Wild Colonials, Johnny Jenkins, 
Roy Asher, Suzanne Vega, 

Jesse Cook, Parlor James, Jimmy Hall, 
Eleanor McEvoy, Love Riot, Doyle 

Bramhall II, Dave Koz, Her Vanished 
Grace, Steven Halpern and Suru 

Sting, Morcheeba, Nil Lara, 
Leon Parker, Altan, Brute, 

Ashley MacIsaac, Jonell Mosser, 
Cheb Tati with Oto, 

Alfonzo Biackwell, Chyna, 
Jane Jensen, Corey Stevens 

Please send me_copies of A Little On the CD Side Volume 25,_copies of Vol 24 
_copies of Vol 23. Enclosed is $3.99 for StH per disc ($5.99 foreign-US funds only). 

Please enter my 5-CD subscription to CD Side (a new volume every 3 months). Enclosed 
is $18 per subscription ($30 foreign-US funds only). Start subscription with: Vol 25-
Vol 24_Vol 23_ 

Send check/money order to: Musician CD Side, PO Box 99100, Collingswood, NJ 08108 

Name---

Address -

City_ State_ Zip_ 

MUSICIAN 
Please include appropriate sales tax in CA, DC, IL, 
MA, NJ, TN, PA, VA, OH, CAN. Please allow 4-6 weeks 

for delivery. All prices include shipping. 
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k ï NADY AX-1000 

Plug in. 
Tune in. 
Play on. 
Anywhere. 

From Nady—leader in pro guitar 
wireless—comes the amazing 
AX-1000 FM Guitar Transmitter. 
This revolutionary new tool 
works with all FM radios so you 
can practice or play ANYWHERE 
with total wireless freedom. And 
with Nady's exclusive switchable 
BigRoom™ echo and adjustable 
TubeVoice™ distortion built-in, 
you also get the effects you need 
for full concert hall sound—even 
from a small portable FM radio. 

A TONE FOR ALL STYLES 
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The AX-1000 offers the widest possible 
choices for your sound—clean, sharp bite 

to ultimate shred with sustain and depth— 

a world of tones at your fingertips—perfect 

for practice or even as a backup wireless 

for gigs. Preset to a clear channel at the 

bottom of the FM dial, the pocket-sized AX-
1000 is easy to operate. Just crank the vol¬ 
ume & play—up to 100 feet or more away. 

With the portable AX-1000 guitar trans¬ 
mitter, you're free to practice or play your 

guitar anywhere you find an FM radio—at 

home, work, school—even in your car or 

tour bus. Play through your home or per¬ 

sonal stereo, boom box, headphones, or 

portable radio. Plug the FM receiver into a 

standard amplifier or even record into a 

tape deck. So check out the new ultra-

versatile pro guitar accessory that does it 

ÄC-1000. dX For only 
suggested list price. 

NADY SYSTEMS, INC. 
6701 Bay Street, Emeryville, CA 94608 USA 

PH 510.652.2411 • FAX 510.652.5075 

INTERNET www.nadywireless.com 

Onboard digital signal processing (DSP) 

hardware simplifies adding effects like EQ and 

reverb, provided there's software to take advan¬ 

tage of the hardware. If the same company that 

makes the sound card also makes software, 

you can bet it will use the DSP; third-party sup¬ 

port is another matter. Some cards allow 

adding DSP as a separate add-on. 

BUNDLED SOFTWARE & GOODIES 
The sound card's package might include 

anything from demo programs to "lite” ver¬ 

sions of pro programs to a full-function 

MIDI+digital audio sequencer. Also check for 

other accessories, such as breakout cables 

(handy if weird connectors are used). You can 

always get these separately, but those with less 

patience will appreciate having everything ready 

to go out of the box. 

ONBOARD SYNTHESIS 

Early sound cards used two-operator FM, 

which is the technical term for “cheesy-

sounding." Newer sound cards have vastly bet¬ 

ter synthesis, thanks to chip sets based on 

sample playback technology, just like most of 

today’s synths. (In fact, some chip sets even 

come from respected manufacturers, such as 

E-mu, Ensoniq, Kurzweil, Roland, and Yamaha.) 

Sounds are usually arranged in the General 

MIDI format, where specific instruments corre¬ 

spond to specific program numbers; others are 

additionally compatible with Roland's GS 

and/or Yamaha's XG standards, both of which 

are expanded versions of General MIDI. (One 

limitation of General MIDI is about to be over¬ 

come with a downloadable sample protocol that 

allows users to add custom sounds in RAM to 

supplement the standard GM set.) 

Sound quality can equal outboard tone mod¬ 

ules, although a card doesn't really replace a 

synth. Yet the difference good sounds make for 

games, or for proofing sequences with a 

sequencer program, is phenomenal. Even if you 

have an arsenal of synths, a decent sound card 

makes for a very convenient “all-in-one" solu¬ 

tion for sketchpad work. 

PC sound cards have come a long, long way. 

The Mac may rise again, but for now the PC is 

in the spotlight. If you can't find a card that fits 

your needs, you're not looking hard enough. S' 

Contributors: Craig Anderton is the author of 

Home Recording for Musicians, published by 

AMSCO, and the host of the Sound, Studio, and 

Stage site on AOL (keyword: SSS). 
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home studio 

[cont'd from page 72] the guitar so there's no 

reverberation." 

Papas Fritas can get by without having 

much outboard gear because they don’t rely 

on Columnated Ruins for their final mixes. 

Both Papas Fritas and Helioself were mixed at 

Fort Apache Studios in Cambridge, the latter 

by the successful production team of Sean 

Slade and Paul Kolderie. (If the band wants to 

make a reference mix at home, they turn to a 

"bottom-of-the-line" Sony cassette player.) 

Since they can't very well fix anything in the 

mix while working at Columnated Ruins, Papas 

Fritas have learned to put not just good, but 

great sounds to tape. Without digital outboard 

gear, that usually means using the natural 

reverb of different rooms, and experimenting 

with the placement of microphones. The mod¬ 

est Papas Fritas mic collection includes sever¬ 

al Shure SM57s © and SM58s ©, a 

Sennheiser MD 421 ©which Goddess prefers 

for guitar amps, an AKG C414 for background 

vocals, a couple of Realistic PZMs used for 

drums (“We just put one on the floor under the 

snare,” says Goddess), and an Audio-

Technica 4033 for vocals and acoustic guitar. 

One of Goddess' prize possessions is an old 

Electro-Voice 664 mic from the Forties © , 

which he found at his grandfather’s house. He 

says it gets a crappy sound, but it's perfect for 

recording harmonica. 

As Goddess describes it, the Tech 21 

SansAmp GT-2 preamp/amp simulator © 

(perched on top of the upstairs room's rack 

near a Dunlop Crybaby wah pedal ®) is 

Papas Fritas' secret studio weapon. "Since I 

record a lot of the guitar tracks all by myself, 

it’s really helpful. I can't really be moving 

back and forth between the guitar amp and 

board, messing around with mies and all 

that.” 

Necessity has clearly been the mother of 

invention for Papas Fritas, and inventiveness 

has helped them define their own sound. "I 

love learning how to do things on our own, 

moving mies around a room to get the right 

sound, and trying different arrangements for 

a song,” admits Goddess as he settles in 

behind the Fender Rhodes, plays a few bars 

of "Surf's Up," and reflects. 

Gendel adds, “We’re control freaks. We 

don't want to go into a studio and have 

someone else tell us what to do before 

we've first tried to do it ourselves.” S' 
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udiotechniques 

oaacious 
Waxploitations by ken micallef 

gy," Ninjatune is renowned for trail¬ 

blazing fractured sampling tech¬ 

niques through cutting-edge technol¬ 

ogy. A former biochemist and silver¬ 

smith, Black and More lift Seventies 

The Ninja felt there must be more to life than ... listening to Popular music, and 

decided to bust loose in search of the First Beat. In a dream a wise old man 

with two headz and a sampler appeared in a flood of smoke. The man was 

known as Oldcut, and He fed the Ninja tne elixir of Froots ‘n’ culture. Enlightened, the 

Ninja woke, found a spade, and started digging; thus was discovered the Unda¬ 

ground. ” 
This whimsical excerpt is from the biography of the Ninjatune label, as founded by 

Matt Black and Jonathan More, a.k.a. Coldcut ("musical mag', scientists of stupid 

sound, ano primordial dancefloor hooligans”). With a stable of artists spanning the 

globe of scratch-friendly, downtempo funk and self-described "funk-jazz-tickle-tricknola 

They're on a mission 
to rescue rock 

music from guitars. 
jazz and funk sources like many other mixologists, but Coldcut temper their "scratch-

mological waxploitation" with unique wit, cryptic references, and warm production val¬ 

ues. 
Recent releases such as Coldcut: Journeys by DJ, Cold Krush Cuts, and a single, 

"Atomic Moog/Eoot the System” (with CD-ROM), show the duo both remixing older 

tracks to a glistening sheen and trading off turntable 

and remix duties with other Ninjatune DJs. "Journey 

by DJ is a turntable outing,” says More, in New York 

for an ongoing project involving one of Coldcut's 

heroes, Grandmaster Flash. “We recorded sections 

of mixes onto DATs from different records, from 

Mantronix to Harold Budd to Jello Biafra. We used a 

turntable with samplers and CD players with special 

speech samples, so you can just throw n a phrase, 

use a CD player like an instrument by shuttling it 

over a point or looping it. In the studio we use every 

thing. One person is on a turntable doing the basic 

mix, and another person is on the sampler adding 

stuff over that, all live to tape. Then we might 

sequence Roland TB-303 synth bass. TR-909 or R-8 

drum machine, or MC-202 analog synth.” 

Adding Ninjatune artists PC and Strictly Kev, 

Coldcut becomes DJ Flood, a "beat juggling” col¬ 

lective that often improvises on multiple hard¬ 

ware. A Recipe for Disaster, released in 1995, 

and five volumes of Breaks albums show their 



studiotechniques 
technique to full effect. 

"We started this four-turntable and two-mix¬ 

ers business when we did our radio show [on 

London’s KISS FM]," More continues. "We call 

it 'driving,' which is basically laying the beats, 

doing the basic mix, and directing the overall 

course. If PC is driving, Kev might mix an a cap¬ 

pella part over the top, or scratch some stuff. I 

might add an ambient wash of electronic 

effects or spoken word. Or PC will be mixing a 

beat, centering on a bass drum pattern. Then 

Kev will find a snare and, together, they'll play a 

new beat. Me and Matt lay more stuff over the 

top of that, using computer, CDs, and key¬ 

boards. That's beat juggling." 

For the Coldcut collaboration with Grand¬ 

master Rash, which will ultimately appear as 

separate mixes on records by both artists, 

Black and More painstakingly toy with samples 

from floppy disk or from a large roadcase of 

vinyl. A quick scan un¬ 

earths a cache of LP trea¬ 

sures: Music for Robots, 

Dr. X's Hip Hop Experi¬ 

ments Escape from the 

Lab and Go on the 

Rampage by Mad Doctor 

X, Gershon Kingsley's 

First Moog Album, Cha¬ 

riots of the Gods by the Peter Thomas Sound 

Orchestra, and The Generation Gap Plays the 

Theme from Shaft. 

At one point Grandmaster Rash calls the 

studio and asks, “Is the mix done yet?” This 

elicits a Coldcut chuckle. "We're inspired by 

Rash's classic Adventures on the Wheels of 

Steel," explains Black. "That record created a 

new art form. Our approach is to make loops of 

samples which work together, then actually cut 

them onto a record, then mix and arrange the 

track from vinyl. We let Rash cut that up, then 

take that performance into the hard disk and 

manipulate it. Or we get scratching from him 

over an electro backing track, then process that 

scratching heavily. Rash was talking about get¬ 

ting out the old beatbox that he used on older 

tracks and doing some jungle programming. 

And we want him to see what breaks he can 

find in his exclusive collection of stuff. We might 

also do brutal stuff, like pulling the power plug 

out and putting it back in during the mix, really 

making some odd noises—all the horrible 

things that drive the studio mad.” 

Still in the pre-production stage, Coldcut 

experiment with sample lengths, going from lap¬ 

top to sampler to sequencing keyboard, looping 

a flea market of Art Blakeyish drum grooves, 

coughing noises, screaming bleeps, cocktail 

piano, spoken word, electro squishes, and wah-

wah guitars. Using software like Steinberg’s 

Recycle!, Macromedia’s SoundEdit, and share¬ 

ware like James McCartney’s SuperCollider and 

Alberto Ricci’s SoundEffects (both available 

over the Internet), the duo affect and chop up 

their loops into tidy sound chunks ready for the 

ultimate MIDI mix. Recycle! is a particularly pop¬ 

ular tool with the U.K. drum and bass crowd. 

"Recycle! highlights sample peaks with a 

slider control," explains More. “It chops a break 

into tiny little sections and dumps that across 

to the sampler with a MIDI song patch. You can 

reprogram it, send the MIDI information to your 

sequencer so you can fire all the pieces as one 

whole loop again.” 

Another practice, used by everyone from 

Goldie to Photek, is timestretching, where the 

speed of a sample loop is increased while the 

pitch remains the same. “Timestretching actu¬ 

ally makes little copies of each sample,” 

explains More. “It’s like taking a photograph 

and drawing a grid on it, photocopying that and 

cutting it up, then stretching it out by taking six 

photocopies of the same thing, slicing them up 

into strips, and putting them together over and 

over again. You use a facility on the Akai sam¬ 

plers to either shorten or lengthen the sample. 

That’s the next stage after you’ve sliced it up 

and reprogrammed it. Say you want to take it 

from 100 bpm to 182. You speed your 

sequencer up to 182 and it will play that break. 

There will be gaps then within the little spaces, 

so you can then do timestretching; stretch 

those sounds out so they fit. Technically, you 

can do it all correctly, stretching on the intelli¬ 

gent facility, using a mathematical formula to 

get it right. But people like to abuse it." 

While they admit to a fondness for the latest 

toys, the Coldcut crew are far from computer 

geeks. Like more traditional musicians, they 

prefer cultivating a soulful feel to polishing tech¬ 

nical skills. "If you have a sequencer with all 

these facilities, you’ll probably spend too long 

farting about with it instead of just getting on 

and making the music,” says More. "It can be 

a trap. Too many artists lose that ignorance of 

the equipment, which is a very essential part of 

the process. Matt and I are always looking for 

the ignorant in a way, trying to balance that 

between the musicianship." 

America is slowly picking up on the trip-hop 

sampling scent, but the genre is commonplace 

in Europe, where electronica has a long history 

stretching from Kraftwerk through acid hardcore 

and techno to today's drum-and-bass. But Black 

insists that even the U.K. press actually longs 

for the halcyon days of rock. “While the music 

press spout about jungle, they really want to get 

back to the good old days of the guitar. But the 

guitar is simply not the most effective instru¬ 

ment for self-expression 

anymore. It's now merely 

one of a number of excit¬ 

ing tools. People wonder 

why music sales have 

declined, and that is the 

reason. It’s like a herd of 

cattle that have exhaust¬ 

ed the available nutrition. 

They’ve grazed it to death and are too stupid to 

go explore any of the neighboring territories." 

Statements like these will probably anger 

those busy learning their scales and fingering 

positions, but as you might imagine, Coldcut 

aren’t particularly concerned about that. "We’re 

like sculptors," says More. "If I've got an idea, 

I can hack it out using a hammer and chisel, 

which is the correct way and I’d probably learn 

more about form and function, and all that bol¬ 

locks. But I’d rather whip out my power tools 

and vroom! I want my idea and I want it now. 

That’s the driving force behind all this stuff. I 

see it as a tool and us as the painters, decora¬ 

tors of sound.” 

"The kind of technology we’re dealing with is 

powerful,” Black concludes, “and people who 

ignore that are on a desert island that's slowly 

being washed away. Jon and I are arty hooli¬ 

gans in a way. We don’t play instruments but we 

try to bring out that joy of sound. Whether sam¬ 

pling is right or wrong, it's about making 

sounds, which is the birthright of every human 

being, to express himself and make a joyful 

sound to the Creator.” 
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AVISO, GA 
PORCINE, WI 

MICHAEL A RUELAS, NM 
MIKE GUERRERO, CA 

JOHN DOE, KS 
ROGUE, MA 

PLANET NEMO, CA 
JAIMIE LILLY, FRANCE 

THE VERONICA SPEEDWELL, 
JASON WEBER, WI 
ALLEY SWAY, RI 

BLUE YARD GARDEN, MD 
LAUNCHING LYDIA, CO 
BIG BROWN BOWL, SC 

JABBER, BC 
GROWING GILLS, TN 

ON, PA 
THE CASUALTIES, LA 

BLACK RIVER CIRCUS, 
JEFF ARUNDEL, TN 

MARLA BB AND HER SASSY 
BLUES BAND, NY 

PAIN, AL 
MARTIN DANIELS BAND, 

MIKE HOSTY TRIO, OK 
GENIUS SPECIES, NY 

BLISTER, NC 
HUCKLEBERRY, KS 

NOLA ROSE AND THE THORNS, MA 
BOONE, KS 

CLARKE WRIGHT, BC 
O U NO U, CA 

CRASH LANDING, OK 
RIVERS EDGE, WV 

WALRUS, NC 
RUBY’S TATTOO, CA 

FRICTION, TX 
THE VIBE, CA 

BOWMAN ARROW, FL 
MARKET, NJ 

CALAMITY JANE, MI 
DIZZYBLOOM, TX 
FALLOUT, TX 

STEPHEN E MONDAY, LA 
CURBFEELERS, OH 

TWENTY CENT CRUSH, CA 
TIM MECH’S PEEP SHOW, ONT 

TODD, IN 
TOM TAYLOR, CO 
FRAMING AMY, WI 

PELE JUJU, CA 
VICTOR BATEMAN TRIO, ONT 

GRACEWAVE, PA 
THE EXCENTRICS, NY 
TETHERED FRINGE, CT 

BIG CREEK, OH 
JOE, MARC’S BROTHER, TN 

JOE MOITOZO, CA 
SPOOGE, NY 
SALIVA, WV 

THE MO’FESSIONALS, CA 
LIVING PROOF, NE 

QUOTING JEFFERSON, NY 
JOHN C DANLEY, AL 

PETER DC, NY 
SILVER TONGUED DEVILS, NY 

THE DELTA ANGELS, GA 
ANDRE LAFOSSE, CA 

ANDREW SOLOMON, NY 
THE ANDALUSIAN DOGS, IL 

PROPELLER, MN 
PIMP CARRIAGE, MA 

BOBBY LEE ROGERS AND THE 
HERD, MA 

BRENT BOWMAN, PA 
SHED, TX 

BRILLIANT FISH MUSIC, ONT 
LIVE BAIT, SC 

CALVIN BYRD, PA 
ISHKABIBBLE, OH 

CHRIS TAYLOR TRIO, FL 
DIE LAUGHING, NY 

DAVE GERARD/SAVOY, NH 
DAVE KING AND DA JAMOKES, NY 

Drum roll, please! Below is the fourth and final round of the Best Unsigned Bands for 1997. These 
semifinalists, plus those of the past three issues, have earned the prestige and recognition of 

moving to the highly competitive finalist round. There, their music will be scrutinized by the most 

sophisticated and objective music journalists, editors, and critics. Join us here at Musician next 

month, as we announce those finalists who could indeed go all the way to the top! 
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Miles 

MILES DAVIS 
In Concert-Uve At Philharmonic Hall; 
Dark Magus; Live-Evil; At The Fillmore; 

Black Beauty 
(Columbia) 

nd now, a moment of appreciation for the tag line 
“Directions Un Music by Miles Davis." Stripped 
above the titles of his albums of the late Sixties 

and early Seventies, it was more than mere advertising. It 
was a mission statement, the kind of bold assertion you al¬ 
most never see anymore: Whether you liked the particular 
direction or not, you had to admit that Miles Davis, jazz 
prophet, had earned the right to call his experiments "di¬ 
rections.” He was committed to taking the music some¬ 

where. 
The really scary thing: His directions in music then are 

still ours now. The Davis electric era, that period from Bitch¬ 
es Brew and In » Silent Way through these magnificently 
cleaned-up live recordings and into his later works, remains 
eerily alive, as seeds for some of the most important cur¬ 
rent musical styles. The repetitive, entrancing, loop-like 
basslines of Live-Evil and Dark Magus can be viewed as a 
primary source in the history of techno. The efficient back-
beats offer lessons in patient groovetending no jam band 
can afford to miss. The ears-open interactivity of Davis’ 
ensembles—that ability to engage in serious musical con¬ 
versation while flying in the upper atmosphere—is enough 
to shame any current bebop-babbling jazz automaton. 

These live documents are not wall-to-wall genius. There 
are dreadful lulls that fail to fully coalesce. But those scat¬ 
tered downers, no doubt minimized by producer Teo 
Macero s cut-and-paste editing, help magnify the remark¬ 
able peaks. When his ensembles were fired up, as they are 
throughout Live-Evil and the Philharmonic Hall dates, Davis 
and crew were responsible for some of the heaviest spon¬ 
taneously orchestrated music of all time. There are blis¬ 
tering boogie shuffles ("Theme From Jack Johnson" from 
Philharmonic Half) and contemplative tone poems 
("Masqualero" from Black Beauty) and eruptions of col¬ 
lective frenzy (like Live-Evils “Funky Tonk” or "Sivad") that 
sound like ten arguments going on simultaneously. 

Because these bands were peopled by such future 
leaders as Chick Corea, Al Foster, and Keith Jarrett, the 

episodes of percussion-spiked ensemble interaction are 
spelled by equally riveting solo statements. By the timelhe recorded Black Beauty and Live Evil in 1970, Davis was fully com¬ 
fortable with the wah-wah pedal; he teases out majestic phrases by mulling over a single note, and employs blue-note pitch 
bends and varied articulations to conjure a vibe the trumpet alone cannot. Among the other highlights on the absolutely es¬ 
sential Live-Evil, recorded at Washington, D.C.’s Cellar Door: The chattering crosstalk between Corea and Jarrett, and the in¬ 
credibly fluid solos of a guest, guitarist John McLaughlin, who sounds like he'd been wrestling with this unique approach to im¬ 
provisation for years irather than a few nights. The list of highlights from these humbling titles goes on and on, and the more 
of this stuff you hear, the more depressing the current state of music becomes: Though many have followed the daring di¬ 
rections that Miles Davis mapped, nobody even comes close to this thrill-ride level of intensity anymore.—Tom Moon 
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ON THE PERILS OF RECORDING 
p in the verdant wilderness of northern California, out where 
emus and llamas are the pets du jour, sits Les Claypool’s 
sprawling estate, Rancho Relaxo, and its tandem twin-gazebo 
recording studio, The Com. But beware! The premises are guard¬ 

ed by two barrel-chested yellow Labradors named Com and Capone who are 
as strong as the fabled Cerberus. So strong, in fact, that they recently 
forced their way into the main recording room. Their master arrived home to 
find his dogs happily gnawing on a tangle of thick equipment cords. A minor 
setback in the completion of Claypool's latest self-produced, bass-blasted 
sideshow with Primus. The Brown Album, he's titled it. Soundwise, he 
says. “It's sort of like Led Zeppelin's Physical Graffiti meets T-Neck-period 
Isley Brothers." 

In the corner of this small, windowed room sit several of Claypool’s 
countless basses—acoustic, fretless, electric upright, you name it. All of 
which play a part in the album's fat, all-analog mix, which sounds—on psy¬ 
chotic new funk-punk stompers like “Bob's Party Time Lounge”—as sludgy 
and visceral as, say Rush's 2112, maybe Robin Trower's Bridge of Sighs. 

"No more of that digital crap!" Claypool declares with a charismatic 
cackle. Why? Blame it on new Primus drummer and ex-Limbomaniacs main¬ 
stay Brain. For this latest home session Claypool was considering "getting 
[Digidesign] Pro Tools and doing it all on the computer. Originally I wanted 
automation which would have total recall: Whatever mixes we did, it would 

remember where the settings were. I got tired of resetting the board all the 
time; it was too much work. Then Brain comes along and says, ‘Fuck that, 
dude! We gotta go analog!”’ 

Brain beams proudly over his accomplishment. "I was always working 
with people who had Pro Tools,” he explains. "And it just sounded so thin. 
Every time they'd bounce the mix back to ADAT. and then bounce it back to 
Pro Tools, it'd get smaller and smaller, until it was almost one-dimension¬ 
al.” So Claypool decided to conduct a little experiment: “I had this TAS-
CAM 388, the same machine we did our first record on, and I recorded 
some drums, bass, and guitar with it, then did the exact same thing with an 
[Alesis] ADAT. Then I mixed it, put it on cassette, and played both tor a 
bunch of people." Surprise. "Everyone picked the 388 over the ADAT im¬ 
mediately, picked the analog over digital." 

Not that all new technology is bad. Claypool and guitarist Larry "Ler" 
Lalonde have just bought topof-the-line Macintoshes, which they used to de 
sign the Brown Album cover art—basically an elaborate composite of pop¬ 
ular chocolate bar wrappers. Get it? “Brown"? Still, the Primus main di¬ 
rective seems to remain "simplify,'’ even down to Claypool's more mature 
lyrical stance. He swears it “isn't intentional, but I'm finding that my char¬ 
acters are a little more grounded in reality. They're still out there, but it's 
like the difference between a Coen Brothers film and a Terry Gilliam film. 
We're going from Baron Munchausen to Fargo. "—Tom Lanham 
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Katell Keineg 
Jet (Elektra) Big sounds, big ideas, big thrills. On her 

second album, Katell Keineg has the 
nerve to promise a cosmic experience 

and the skills to deliver. Though the sweetly 
graceful vocals echo such civilized folks as Joni 
Mitchell and Natalie Merchant, Keineg's friskier 
than either of 'em, and her knack for turning sim¬ 
ple tunes into breathtaking epics can be flat-out 
dazzling. In other words: Wow! 

While the album's concerns include such vex¬ 
ing matters as mortality and loneliness, Jet 
makes it hard not to smile, because raging pas¬ 
sion illuminates every note. Though the spooky 
“Ole Conquistador" scoffs at the “patriarchal or¬ 
der," and the soaring “Leonor” celebrates a real-
life free spirit of the Surrealist era, Keineg's flair for 
the dramatic is usually its own message, an inspi¬ 
rational display of exuberant will. 

That's just as well, since her headlong deliv¬ 
ery and the dynamic waves of sound can make it 
impossible to figure out exactly what's going on. 
Better simply to savor the breezy cool of “Veni, 
Vidi, Vici" or surrender to the vortex of "Mariet¬ 
ta,” highlighted by Keineg's exotic Yoko-like ef-

katell keineg 

fects. Wailing, sighing, and generally 
wringing every drop of emotion from the 
colorful melodies, she often seems on 
the verge of babbling in tongues, con¬ 
sumed by rapture and loving every sec¬ 
ond of it. 

Keineg makes lousy background 
music, because she can't be ignored. 
Consider “Smile,” a standout among 
many stellar tracks. Beginning as an in¬ 
sistent whisper, it slowly builds to an 
electrifying, primal shriek chorus; mean¬ 
while, the dense, finely detailed pro¬ 
duction (by Keineg, Eric Drew Feldman, 
and John Holbrook) reveals exciting 
facets with each listen. More than a 
well-crafted piece of product, Jet will in¬ 
toxicate anyone who still believes pop 
music can transcend dreary reality. 
—Jon Young 

Ron Sexsmith 
Other Songs (Interscope) It's Ron Sexsmith's voice that one notices first, an angelic tenor 
reminiscent of Roy Orbison, anchored by a 

modest rural drawl and an endearing tendency 
to idle slightly flat. His songs have a timeless 
quality, as if they never were written at all but 
had simply been waiting all these years for the 
right singer. They're at peace with themselves, 
content to break bread over simple tales con¬ 
cerning simple feelings, and with a naiveté that 
subsumes their true maturity. Sexsmith's style 
is complemented nicely by producers Mitchell 
Froom and Tchad Blake, who create a warm, or 
ganic vibe, kept fresh with tastefully applied ac 
cordion and keyboards. 

"Thinking out loud," Sexsmith sings in a man 
ifesto of sorts, “is all I’m doin’." Rendered in lov 
ing watercolors, his grade-school "Strawberry 
Blonde" is a mystery girl, unknown and unknow 
able; as the lyric alludes to a troubled and tragic 
home life, a gentle acoustic groove underscores 
the emerging portrait of a woman of quiet 
strength. Melodic simplicity lends each sketch in 
"Pretty Little Cemetery" a remarkable sense of 
completeness while "Nothing Good” frames a 
lyric about a callous womanizer with ironically 
chiming Byrds-like guitar lines, complete with 
McGuinn-style solo and sighing backing vocals. 
More than a demonstration of talent, Other 
Songs offers Sexsmith as proof that human 
hearts still beat beneath the increasingly dehu¬ 
manized facade of the music business, as sure as 
rain in April, or thinking out loud.—David Reitzes 

But once again, (4) that’s okay. 
Their strength rests instead on consistency, 

which, in this era of two-albums-then-crash pop 
groups, is a big deal. Singer-songwriter Justin 
Currie and longtime partner/guitarist lain Harvie 
have an odd knack for making the ordinary spe¬ 
cial—for inserting precisely the right wrong turn in 
both lyrics and melodies, a turn that always—al¬ 
ways—grabs you when you’re looking elsewhere. 
They write and play clever pop songs that are 
unique because, in their own way. each is always 
somehow off. Even the title cut, by merely using 
the term "sucker" rather than "suckah,” sets a 
stunning precedent or something, you know? 

More to the point, as Del Amitri albums go, 
this one offers more somethings than usual: (1) 
more guitar—with the addition of impressively-
named axeman Jon McLoughlin, they do be a’-
rockin’ crosscut-style now; (2) more vocal diver¬ 
sity—Currie sounds like John Lennon on “High 
Times," and opener "Not Where It’s At" will have 
codgers grabbing for that old Searchers reunion 
album on Sire and checking song credits (it’s 
that good!); (3) more songs—fourteen beats ten 
any day, no? 

Coming on the heels of 1995’s Top 10 hit 
“Roll To Me,” Some Other Sucker's Parade is so 
chock full of potentio-hits that I expect it will be 
their biggest album yet. Speaking purely as an 
adviser, therefore, I suggest you (1) listen ac¬ 
cordingly and (2) buy it—Dave DiMartino 

Del Amitri 
Some Other Sucker's Parade (A&M) 
here’s something neat about Del Amitri— 
and whatever it is: (1) doesn't sound es¬ 
pecially hip, (2) offers nothing in the way 

of cutting-edge sampling techniques, and (3) will 
not send the hearts of Pavement fans aflutter. 

Richard Thompson & 
Danny Thompson 

Industry (Hannibal/Ryko) I'm tempted to describe this album as long-awaited, but not sure if that’s really the 
case. Most people, faced with the prospect 

of a rather grim song cycle dealing with the slow 
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John Fahey 
The Transfiguration of 

Blind Joe Death 
(Takoma/Fantasy) 

On December 16, 1972—the an¬ 
niversary of which I celebrate every 
year with loud gongs and bonfires— 
I lost my virginity with this record on 
the stereo. So when I say that 
Transfiguration is the greatest al¬ 
bum ever recorded in the history of 
music, you should know that the 
norm of pristine objectivity to which 
I have unfailingly aspired in this col¬ 
umn is here somewhat clouded by 
slavering gratitude and Pavlovian 
tightness in my blue jeans. For 
those without such associations, I 
can say that this reissue approxi¬ 
mately corresponds to Rubber Soul 
in the Fahey oeuvre of solo steel¬ 
string guitar, a summation of all that 
had gone before and a pointed to 
all the stylistic departures that 
would follow. His renditions of tradi¬ 
tional songs (“Bicycle Built for 
Two”), sacred music (“Saint 
Patrick’s Hymn"), and original com¬ 
positions (“On the Sunny Side of the 
Ocean") manage to balance whim¬ 
sy and dignity, melody and disso¬ 
nance. in a wholly original and very 
bent manner. New liner notes by 
George Winston provide further in¬ 
sight and all keys and tunings. Leg¬ 
endary old liner notes, astonishing¬ 
ly free-associated as only Fahey can 
free-associate, are available by 
sending an SASE to Fantasy. Finally, 
I second Winston's motion that we 
get a John Fahey Appreciation Soci¬ 
ety started. Be it hereby resolved 
that the first meeting is held on De¬ 
cember 16. 

Blessid Union of Souls 
(EMI) 

Eugene McCarthy, I vaguely recall, 
once said that to be a baseball 
manager you had to be smart 
enough to play the game and 
dumb enough to think it important. 
You can say the same about any 
human endeavor (especially rock 
criticism), but it does take a very 
specific level of intelligence to pro¬ 
duce Bread-level schmaltz: smart 
enough to play your instrument 

chuck's cuts 
by charles m. young 

and dumb enough to mean the 
clichés. If you know you're singing 
schmaltz, the pressure of lying 
usually leaks through to the audi¬ 
ence and they'll sense your con¬ 
tempt. Like Boyz II Men, these 
guys mean it and make Hootie 

always seemed to me a possible 
exception to the rule. I cite this an¬ 
thology of Irish artists, operating 
mostly in the areas of folk and new 
age with occasional rock and jazz 
overtones, as a more than possi¬ 
ble exception to the rule. Yeats 

sound like Johnny Rotten. Confes¬ 
sion: During the summer of 1972 I 
liked Bread. 

Various Artists 
Now and In Time to Be: 

A Musical Celebration of the 
Works of W. B. Yeats 

(Grapevine) 
Poems and lyrics are different 
arts, the former rarely making 
good latter, and vice-versa. Be¬ 
cause of his concision of insight 
and willingness to say something 
(take note, ye songwriters who 
merely string together images and 
proclaim meaning to be the sole 
province of your audience), Yeats 

could yearn deeply and not offend 
you with schmaltz, which is why 
he's taught in college and Bread 
isn't. Christy Moore nails that 
yearning in “The Song of Wander¬ 
ing Aengus” with a simple guitar 
accompaniment, while the Water¬ 
boys and Cranberries offer more 
complicated arrangements to ad¬ 
dress politics and mortality. Con¬ 
fession: The girlfriend implied in 
the first review once gave me a 
stuffed hippopotamus and a Yeats 
anthology. (“Why, what could she 
have done, being what she 
is?/Was there another Troy for her 
to burn?") Suggestion: Somebody 
ought to do a concept album built 

on Yeats' “Crazy Jane" series of 
poems. 

Mansun 
Attack of the Grey Lantern 

(Epic) 
Suspiciously, they're from England 
and play synthesizers. But the 
songs have structure and hooks. 
Prog house pop, anyone? Also 
reminiscent of early-Eighties com-
ing-of-age soundtracks. Singer 
yearns closer to Bread than Yeats. 

The Muffs 
happy birthday to me 

(Reprise) 
Suspiciously, they're from America 
and play guitars. But the songs 
have structure and hooks. Pun^ 
bounce pop, anyone? When they 
listen to the Ramones, they like 
Joey’s songs more than Dee 
Dee’s. So they yearn but probably 
haven’t heard of Bread or Yeats. 

Motley Criie 
Generation Swine 

(Elektra) 
Suspiciously, they’re Mötley Crüe. 
But the songs have structure and 
hooks. Metal sludge pop, anyone? 
I kinda liked the version of them 
without Vince Neil, so the good 
news is that they've undermixed 
the vocals and overmixed Mars 
and Sixx, who have a fair number 
of good ideas to place in the fore¬ 
ear. The biggest putz in the history 
of Hollywood putzdom, Tommy Lee 
can nonetheless play drums. In¬ 
fluences range from psychedelic 
era Beatles to Motorhead. 

Tish Hinojosa 
The Best of Sandia: 
Watermelon 1991-92 

(Watermelon) 
Fine introduction to folk country 
soprano, who hits both notes and 
emotions with conviction that I 
don't hear much in her cutesy 
peers. Tish is not a twit. I espe¬ 
cially respond when she yearns in 
Spanish, which I don't understand, 
so I can forget about placing her 
on the Yeats-Bread continuum. 
More marketing, please. 
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cords 
the term "pig iron.” Now that's 
what I call rock and roll. 
—Mac Randall 

Bill Frisell 
Nashville (Nonesuch) While no one was 

looking, post-mod¬ 
ernist anti-hero Bill 

Frisell transmogrified into Burl 
Ives, stubbornly paring at his 
technique, pursuing simpler 
structures yet growing more ex¬ 
pressive with each release. 
Nashville finds Mr. Bill in the 
company of some superb 
acoustic musicians, drawn from 
the bands of Lyle Lovett and Ali¬ 
son Krauss' Union Station, who 
contribute mightily to the rich fab¬ 
ric of rustic sources which make 
up this exquisite set of chamber 
music. This is not a country al¬ 
bum in the manner of the big 
rock candy mountains of corn 
you hear at suburban malls, but 
an evocation of folk traditions 
that have been gathering steam 

death of the Industrial Revolution in Britain, would 
run the other way. That's their loss: Unattractive 
as that sketch may seem, the music of Industry 
is lovely stuff. 

It's also the first creative collaboration between 
the otherwise unrelated R. Thompson—perhaps 
the greatest living English singer/songwriter/gui-
tarst—and his bassist of choice for most of the 
Nineties. D. Thompson, who's played with every¬ 
one from Everything But the Giri back to Pentangle. 
Of the eleven tracks here, six are written and sung 
by Richard, who wisely shies from making blanket 
political statements in favor of compassionate, de¬ 
tailed vignettes. Focusing on the lives of ordinary 
people—the lovers whose lives are changed by a 
strike in "Sweetheart on the Barricade" or the old 
man who sees the factory where he once worked 
turned into a historical theme park in "Lottery 
Land"—Thompson masterfully conveys a sense of 
the damage that Big Industry has done to his native 
land. Most important, he does it with exquisite tune¬ 
fulness and his usual knack for making new com¬ 
positions sound like traditional ballads. 

The other five tracks are instrumentals written 
by Danny, which blend plaintive, rustic melodies with 
sophisticated city arrangements. A rippling sopra¬ 
no sax converges on a lush string section only to be 
dispelled by scrapyard percussion—this is the most 
complex “folk” music you're likely to hear. Of par¬ 
ticular note is the bell-like tone of Richard's Strat. 
His playing reaches a new peak during the solo on 
"Kitty Tommy,” as he rips through speedy single¬ 
note lines with nearly McLaughlin-esque intensity. 

And while Industry doesn’t rock much overall. 
"Big Chimney" features a heavy riff, a splendid vo¬ 
cal. and the only chorus I can think of that repeats 

under the heading of Americana. 
Surely Burl would feel right at home with the 

graceful waltzing lullabies of “Shucks." Likewise, 
John Fahey would understand Frisell's mysterious 
tolling chords and Jerry Douglas’ keening dobro re¬ 
joinders on “Brother," while Ry Cooder would pos¬ 
itively plotz in the presence of the heartbreakingly 
tender border-town airs of "Keep Your Eyes Open.” 
Frisel ranges far and wide to evoke retro visions of 
drive-m movies, endless highways, and lost inno¬ 
cence, from the expressive blues of “Pipe Down” 
and "We're Not From Around Here’ to the blue¬ 
grass-inflected hoedown of "Go Jake" and the chil¬ 
dren's humalong “Family." Even more satisfying 
are the three selections featuring Robin Holcomb, 
whose roasted chestnut of a voice lends immedia¬ 
cy to Neil Young's "One Of These Days” and reach¬ 
es an emotional peak on “Will Jesus Wash the 
Blooc Stains From Your Hands. ” a track which 
could have fit quite neatly onto The Notorious Byrd 
Brothers. 

Nashville is among the earthiest and deeply 
felt of Frisell's many fine recordings. All that re¬ 
mains now is to see how he can bring such folksy 
wisdom to bear on the jazz improviser's art. Stay 
tuned.—Chip Stern 

Spiritualized 
Ladies And Gentleman We Are Floating 

In Space (Arista) 

ason Pierce and Spiritualized have never 
hidden their fondness for R&B, drama, and 
drugs, but on Ladies And Gentleman... the 

music soars to the clouds while the band crawls on 
its belly, giving the trancey grooves and angelic 
choirs a deathly pallor. Self-recriminating to the 

core, the former Spaceman 3 guitarist seems to 
be screaming for rehab in the simplest terms: "So 
little Jason, fucked-up boy, who dulled the pain but 
killed the joy,” Pierce sings on one of several bold¬ 
ly revealing songs. Elsewhere he describes "forms 
of dope running down my spine” and "[having] my 
breakfast right off of the mirror," lost in dope-hazed 
satisfaction. 

Drug revelations aside, this is an often gripping 
and adventurous record, oozing bluesy slide gui¬ 
tar, wailing harmonica, hymnal organ and strings, 
drenched in churning rock blowouts and anthemic 
gospel epics. More deranged than 1995's Electric 
Mainline, the album bridges wailing feedback 
tirades on "The Individual” with the orchestral beau¬ 
ty of “Broken Heart." Pierce opens with a heaven¬ 
ly version of "Can't Help Falling in Love With You” 
as if reaching for perfection, then ends the record, 
disillusioned, with sixteen minutes of doped sound¬ 
clash. 

Somewhere in his fragile state, however, Pierce 
has crafted a masterpiece of equal parts sonic ex¬ 
ploration and resplendent inner madness. Gifted 
enough to realize his ambitions even in the depths 
of abuse, Pierce is the final Twentieth Century 
spaceman, lost in an idyllic, damaged world with 
the hellhound on his trail. 
—Ken Micallef 

Victor Wooten 
plays EXL BASS 

STRINGS LIVE AND ON 

h is Compass Records 
RELEASE, . 

"A Show of Hands." 

J. D'Addario & Company, Inc. 
PO Box 290, Farmingdale, NY 11735 USA 

E-Mail: strings@daddario.com 
Home Page: http://wvvw.daddario.com 
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CLASSIFIED 

musician 1 

(LAHKICD 
HOTLint 
800-1107-6871! 
Need an ad fast? 
Call Kara DioGuardi. 
In NY State (212) 536-5008 À 
Outside NY St. (800) 407-6874 

ACCESSORIES 

SINGERS!voc°ls 
Unlimited. Low Cost, Instantly Available 

Background Music from Original Stan 
Recordings! Does Everything Karaoke 
does... Better and gives you the -r-
Thompson Vocal Eliminator™. 
Free E&ochure & Demo Tape. • 
LT Sound Dept MU-1 z' < 
7980 LTParkway.Lithonia.GA 301 
Internet-http:// ltsound.com ’ — 
24 Hour Demo/lnfo Request Une (770)482 2485-Ext 20 
When You Want Something Better Than Karaoke! 

FACTORY DIRECT I CUSTOM BUILT 
Speaker Cabinets • Road Cases • Cabling 

z—3 Contact us for a catalog or quote v 
JU KATZ AUDIO 

(800) 243-3671 JJ 

PO Box 304 I fax: (804)295-8002 
Charlottesville VA 22902 | katzaudio@aol.com 

ANNOUNCEMENTS 

MUSIC BUSINESS JOBS! GET IN THE BIZ NOW! 1 -(803)-
750-5391. GET READY TO GET SERIOUS!_ 

B O O K S/P U B LI C AT I O N S 

THE BIG LIST OF RECORD LABELS 
Names, addresses, and genres of ALL the Major 

Labels and HUNDREDS of U.S. and foreign indepen¬ 
dent labels! Shop your demo—Get signed! 

Send this ad, your name and address, and $12.95 
check/money order to: IRWIN ENTERPRISES: 

P.O. Box 2336, Glens Falls, NY 12801 

EDUCATION 

• 8 Studio Facility 
• 2 Month Training 
• Small Classes 

THE RECORDING WORKSHOP 
§ Call Today for a Free Brochure 

800-848-9900 or 614-663-2544 
fax: 614-663-2427 email: info9recordingworkshop.com 
455-A Massieville Rd Chillicothe OH 45601 

LEARN the ART of RECORDING 
»TheOriginal since 1971 • Affordable Tuition 

On-Campus Housing 

Job Placement Assist. 
Financial Assist. 

92 

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, Kara DioGuardi, 
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 

EMPLOYMENT 

MUSICIANS NATIONAL REFERRAL 
Where pro musicians & bands connect. 

Worlds largest, most preferred referral. Ask 
about our Lifetime membership. 

(800) 3664447 
http://www.musicianreferral.com/mnr/ 

PROFESSIONAL 
MUSICIANS' 
REFERRAL 

SINCE 1974 MUSICIANS & GROUPS 
WHEN YOU NEED THE RIGHT GROUP OR PLAYER. CALL 

THE ORIGINAL NATIONAL REFERRAL...PMRI 

THE SERVICE DESIGNED 
BY MUSICIANS FOR MUSICIANS 

• ALL REFERRALS ARE SCREENED TO MEET YOUR NEEDS 
• SUPERIOR SERVICE. PERSONAL ATTENTION 
• NATIONAL. INTERNATIONAL. REGIONAL, LOCAL 

612-825-6848 

INSTRUCTION 

Film Scoring • Recording Engineer 
Radio/TV Broadcasting 

Have your Dream Job in the Music Industry. 
No Experience Required. On-The-Job Training in local 

major Recording Studios & Radio/TV Stations. Pan-time, 
Nights, Weekends. Free Video and CD ROM tells how 

1-800-295-4433 

INSTRUMENTS 

SUBSCRIBE NOW to our monthly used and vintage instrument 
list with 28 jam packed pages of quality instruments for players and 
collectors at down-to-earth prices. $15.00/year ($30.00 overseas). 
Current issue free on request. ELDERLY INSTRUMENTS, 1100 
N. Washington, POB 14210-EU5, Lansing, MI 48901; 517-372-
7890. http://www.elderly.com 

CATEGORIES: Please mark category desired. 
□ Accessories J Books/Publications J Computers 
□ Employment J For Sale J Instruction J Instruments 
□ Miscellaneous □ Musicians J Records & Tapes 
□ Services J Software J Songwriters □ Talent J Video 

Your Name_ 

Company_ 

Address_ 

City_ State_ Zip_ 

Telephone_ 

Please fill in the information below if you want to charge 
the cost of your classified advertising. 
□ American Express □ Visa □ MasterCard 

Credit Card #_ 

Exp. Date_ Bank #_ 

Your Signature_ 

INTERNET 

Put Your Music On the Web 

LET THE WORLD DECIDE!! 
www.publicdomainrecords.com 

516-497-0342 
email skyfish@i-2000.com 

WE HELP PEOPLE 
FIND YOU! 

TO CREATE A BUZZ CALlWH? 
_1 -800-688-421 2 -

MUSICIANS 

BEFORE YOU^ 
MAKE CDs... 

... YOU NEED THE MOST 
COMPLETE AUDIO 
MANUFACTURING 
CATALOG IN THE 
WORLD. 

CALL TODAY FOR YOUR FREE COPY: 

DISC MAKERS 
1-800-468-9353 • www.discmakers.com 
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MUSIC WANTED ■ SERVICES ■_SERVICES 

Music Wanted For Motion Picture. Pop, rock, funk, jazz. 908-561 
*659 Send demo to Brenda, 314 Halsey St., Plainfield, NJ 07063 

PROMOTION 

GET INTO THE BIZ! 
Learn the music business by working 
in spare time as a music promoter, 
helping break new bands & artists! 

Earn CDs, tickets & valuable experience! 
(818) 377-5216 * Box 973, N. Hol. CA 91603 

PROFESSIONAL SERVICES 

GET YOUR 
MUSIC ON THE INTERNET 

Featuring full length music tracks on Real Audio, 
performance calendar, photos, biography, booking 
informaron and on-line ordering for your CD. 

MAMMOTH ARTISTS, INC. 
http://www.mammothartists.com 
800-939-3946 214-363-9595 

email: mammoth@mammothartists.com 

SOFTWARE 

(Cherk or M O ) 
includes 

100 pg manual 
(Win '95 and 3 1) 

MusEdrt - Yowza Software, PO Box 4275. Berkeley CA 94704 
1-800-234-4027 www jps net/yowza yowzagjps net 

MusEdit - Powerful music notation software! 
SÍf W W* Eas,ly Ansíate trebl® to tab ONLY 

nd tab to treble (or bass) tí* O g 
Transpose to any key 4* v *z 

Thousands of chords 
Alternate guitar tunings 

■ JiifhJZ £ Sm h Scrolling Great pnnting 
I t I 'M*i and many ether features* 

SERVICES 

1-888-347-2634 
* from cwt supplied 

booklets »nd film 

1,000 CD'S 

$1,199! 
3 colors on disc printing 
exact pricing (no + io%) 

“WORLD CLASS" vintage tube Guitar Amplifier Restorations 
Sonically, Electronically, Costmetically. Kendrick Amplifiers 
(512)990-5486_ 

Acoustic Foam, Diffusors, 
SoundBairier&JVIore! 

Auralex. formerly USAFoam • 11571 E 126th, Fishers IN 46038 

1800 95WEDGE • Fax 317 842 2760 

No matter what your budget or sound problem, weve got 

what you need! We can save you big money plus we 
provide fast order turnaround, free nopressure advice 4 

plenty more added value that makes us the only smart 
choce. New products: studio monitors, rack hardware, 
me wndscreens, foam headphone earcushions, bass 

traps 4 more. Our new expanded catalog 4 sample kit 
Deludes our acdacned pubicabon Acoutbci 101 FREE 

la $12 value) 4 it s yours just for asking. Cal i» today! 

USERS: Warner Bro«., Sony, NBC Sports, Hitachi, Shure. 
20th Century Foi, ABC Radio, ATI! Enuniq, Universal Studios Den¬ 
nis De tung |Styx). NPR, SkidRo* the voices of NFL on Eos, McDonalds 
t MiHor Brewing, Mika Ihnchic [J. Motloricamp Band|, ShowCo etc ... 

500 CDs $986 
package includes full color insert 
from customer supplied film 

500 CDs $ I 295 
graphics • film we do it all 

IOOO CDs $1195 
package does not include inserts 

Earth Disc 
I -800-876-5950 

10t RE Rime TOO MICH! 
If yoii’rr not lining the- Record Factory for 
your (’ll and Tapa- Duplication. Graphic 
Design, and Printing Servir»! Gall now !! 

500 CDs t 
um o.yn . 

$900! 
from your rd ma«trr A provide^ in>< 

IX e offer major label quality 
at very comiwtitive prices. 
Call today for a free- brochure! 

MM3 
^RECORD 

I 

I 1000 4-Panel Booklets. Full-Color Outside & Tray Card. 
I B&W Inside, $0.37 ea. Incredible Graphic Artist on stall. 

~0MA!N 
MASItRiNq... with A CApilAl IVI 

CD REPLICATION. 

CD BOOKLET PRINTING... 

..COSTS LESS! 

Unsurpassed mastering quality by Bob Katz. 
Custom hardware and software, 128x Oversampling 

20-Bit A to D, Unique Digital Processors, Sonic Solutions 
Editing, Tube and Solid State Analog Recorders. 

CD Mastering is an art. Levels, lades, equalization, 
spacing... everything is important to you and to us. 

CD & CD-ROM Manufacturing 
Orlando, FL (800) 344-4361 

http://www. di g ido. com 

1000 CDs at $1.55 w/Jewel Box, Shrink, Insertion. 
I 2500 at $1.50. Glass Mastering Free with 2500+ CDs. 

WE’LL BEAT ANY PRICE! TDK CDR-74 $5.49 SONY MINI¬ 
DISC-74, DAT-120 $5.99. SA-90 $1.49. MAXELL. 1-800-245-6000. 
TAPI. WORLD, Butler, PA 16003-0361_ 

CDs, CASSETTES, DATs, VIDEO TAPES, VINYL, DIGITAL 
MASTERING—Professional duplications—One to one million! 
U.S, and overseas distribution—1-(803) 750-5391, 1-360-658-1648. 

.vww eastcopro com • eastco@eastcopi 

II Years Senin g The World 

1ASTC0 PRO 
Audio/Video Corporation 
FAX: 716-656-1589 

— DUPLICA 
•COMPACT DIS 

g-CASSETTES 
•VIDEOS 

(lie Lin If fill — Your Ciné. Stop Shop 

l-800-365-TAPE(8273) 
- IWt Guaranteed -

MonkeYhousE 
Mastering • CD one-offs and small runs • Website 
Development • CD and Cassette Duplication 

Real-time cassette duplication on high quality 
chrome tape: 100 20-minute tapes:$85; 
100 50-minute tapes: $125 

1000 Retail ready CDs from your master 
recording and camera ready art: $1750 

Single CDs as low as $15 

(888) MONKEY-5 

MASTERING • MANUFACTURING • PRINTING 

DI^UR^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 

TRUTONE INC. 
THE "SOUND" CHOICE FOR 2 DECADES 

•STATE OF THE ART 
DIGITAL & ANALOG MASTERING 

•SONIC RESTORATION • CD ONE-OFFS 

■COMPACT DISCS 

•CASSETTES (HIGH SPEED REALTIME) 

•COLORED VINYL 

•CUSTOM CASSETTE BLANKS 

•DESIGN • PRINTING • PACKAGING 

310 HUDSON STREEt •'HACKENSACK, NJ 07601 
TOLL FREE: 1-888-TRUTONE • TRUTONE2@AOL.COM 
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h GUARANTEED LOWEST CD PRICES!!! 
Includes lewel case. CD label and printed insert cards 3-5 day turnaround 

(CALL LISTO RECEIVE OUR FREE BROCHURE!) 

(219| 773-7555 fullcircle@skyenet.net 

www.spaceformusic.com/fullcircle.httnl 

IO CDs only $ 155 
20 CDs only $250. 

"FROM YOUR DAT. CASSETTE or CD" 

Compact Disc 
Specialists 

PRICE • QUALITY • SERVICE 

Mastering 
Replication 
Graphics 
Packaging 

HAVE^ 
1-800-999-HAVE 

haveGOhavcinc com 

DUPLICATION 
309 pOWfR AVÍ . HUDSON. NY 12534 

www haveinc.com 

Looper 
To order your copy of CD Looper 
call toll-free 888-3REPIAY 
In N Y 516-385-1398 
http//wwwieplayincconi 

The ultimate windows tool for slowing down any 
cd 2.3 or 4 times without changing the pitch. _ 
Unlimited loop points per song, length of loops s

limited only by available hard disc space. msrfsssss 

$59.99 

EuropaDisk 
specializes in full 
service compact 
disc replication. 
Everything is done 
in-house, on-site lor 
guaranteed quality and 
cost efficiency. Major credit 
cards accepted. For a free catalog 
or estimate, call: 800-455-8555, ext.36 

CD-Audio Vinyl Cassette CD ROM 

COMPLETE SERVICES: 
REPLICATING «DUPLICATING • PRESSING MASTERING • 
GRAPHICS • FULFILLMENT 

Discs With No Risks. 
75 Varick Street. New York. NY 10013. 
(212>-226-4401, ext.36 FAX (212) 9664)456 

NEW CATALOG 
Audio/ Video/ Data 

Cable, Accessories, Tape 

1-800-999-HAVE 
HAVE, INC., Dept. MU 

Hudson, New York 12534 

Advertise in Musician'. 
Call Kara at (800) 407-6874. 

YOUR CHOICE 

COMPACT DISCS RETAIL READY 

(ANYWHERE CONTINENTAL USA) 

AUDIO DUPLICATION 

MARTIN 

/Factory Prices 
/Satisfaction Guaranteed 

1000 

CALI FOR CASSETTE PACKAGES I 

1-800-553-8906 
SEATTLE • SAN FRANCISCO • MINNEAPOLIS • MIAMI 

/On Time Delivery /Free Overnight Proofs/ÊxcepÕona^eMce 
/Free Barcodes /No Hidden Costs - P"U"UI öervice 
/Graphic Design /24 Bit Mastering 

300 CDs S75O 
500 CDs $850 

INCLUDES GLASS MASTER. 2 COLOR DISC JEWEL BOX. PACKAGING 

800-DIGIDOC 
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SERVICES ■ SERVICES SERVICES 

TIRED 
of getting screwed? 

INDEPENDENT DISTRIBUTION 

Hassle-free CD manufacturing 
joe's production & grille, inc. 

8 0 0 • 6 8 8 • 4 2 1 2 

CD & CASSETTE 
MANUFACTURING 

Reatumng the Southwest's 
First & Only Dotal Bn Cassette System 
& Largest Real TIme Cassette Faouty! 
Blank Cjliittll • Printing ■ Graphic Daiign 
One-Off CD-Rj • Digital Martinn, b Editing 
PACKAGES AVAILABLE! CAIL FOR FREE CATALOG! 

_  CRYSTAL CLEAR SOUND 

Gl.8d0.880.0073| 

500 CDi Í- 500 Posters 
Complete Retail Ready 
'Graphic Design Included 

300 CD Singles 
'Glatt matter 4 2 Color CD Label Printing ln<l. 

■ Cassette duplx^tton • CD-R one ofts • Stickers 
T-Shirts ■ Tour passes ■ And More... 

■ Full Graphic Design services available! 

1 »800-4 10-4855 

1000 CDs 
For $1100 
in Jewel Caw/Wrap 

SI. Hi ea. 
w ith client supplied insert*. Cl >l< Mauer ami Him 

4 Panel 4/1C CD Folder & Tray Card ST75.OO 

CD SONIC 
Tel: (417) 424-0670 Fax: (617) 424-0657 

Toll Free 1-888-CD SONIC (237-6642) 

PHONE: (615)327-9114 

MEDIAWORKS® 
INTERNATIONAL. INC. 

1719 West End Avenue Suite 100E 
Nashville. TH 57203 FAX: (615)327 3438 

Duplication 
Video & Vinyl 
Graphic Design 
Printing 

Compact Discs • CD ROM 
CD + /CD Enhanced 
Digital Bin Cassette 

1,000 CDs 
$ 1,995.00 
(Complete Package) 

Full Color 
1,000 CDs 

$ 1,550.00 
Full Color 

(From your film) 

FOR COMPLETE COMPACT DISC, 
CASSETTE & RECORD MANUFACTURING 

QOQ| (800) 859-8401 
OCA, INC. • 2832 SPRING GROVE AVE. • CINCINNATI, OH 45225 

(513) 681-8400 • FAX (513) 681-3777 

DRT Mastering 
You will have the big. high-impact maior 
label sound that sells discs... or the work 
is free! Custom signal chains. First class 
results. Outstanding short & tong run replication. 
Fra« brochure 800-884-2576 www drtmMtanng.com/btzAlrt 

1000 CD Pkg. $1260 
CD. cassette, vinyl and video duplication. Printing 

and packaging services. cast turnaround. 
Media Solutions (212) 734-3541 

Fax: (212) 734-5161 
1-800-484-7103 Pin-9345 

Call Steve 

Radio Directories 

Song Associations 

WJSiCiANS - BANDS 
Have you been searching 
for these career items? 

Songwriter Products 
Ideas Necessities 

Free Catalog! (407) 321-3702 
http //spotnet com/SPIN 

Box 952063, #10 

Lake Mary, FL 32795-2063 

Contracts ftl 50 Qty Retail Dupesï Radio Director! 
Copyrights C/10, 20,30 Tapes Legal Guides 
Publishers »^Labels, J-Cards rig“*“: 
Record Co Lists Júif Printing Supplies ^|T)Shrink Wrap and 
Promo Photos Studio Supplies Equipment 

To learn how to talk with 
your kids about tough 

issues, like sex, AIDS/HIV 
and violence, call 

1-800-CHILD-44 
and get your free guidebook. 

CT 
Couxil 

eieo 
NOW 

25 CDs 
in as little as ONE DAY for 

$349! 
Includes jewel case, 

FREE direct-on-disc printing & 
FREE b/w printed insert! 

- other packages available -

Compact Discs • Real Time Cassettes • Digital Mastering 

(800) 249-1 11O 
National Multimedia Services 

Retail ready including full color inserts. 

Bar codes. CD Rom. 
CD-R. Mastering. 
Design and Film 
services available 

1,000 

•1637 

•752 

500 

•1075 

»506 
1-800-828-3310 

World Audio Video Enterprises 

300 

CDs ‘975 

Cassettes ‘396 

1000 CD PACKAGE $1450 
1000 CASSETTE PKG. $885 

(Includes printing 2 panei insert) 

Ask about our 

Retail Ready Packages 

LABEL? STUDIOS? 

Ask about our 

PRO VOLUME DISCOUNTS 

AMtech 
1-800-777-1927 
www.amtechdisc.com 
e-mail: info@amtechdisc.com 

• CD ROM & CD Enhanced 

• Real Time & High Speed 
Cassete Duplication 

• Digital Editing 

• Graphic Design 

• Printing 

TAPES 

I NATIONWIDE TALENT SEARCH 

SEEKING: * BANDS * ARTISTS 
★ ACTS * SONGWRITERS 

* All types of origind music considered. 

* FREE Promotion & exposure if you qualify. 

* NOT a contest! This is a career-launching opportunity. 

Send a cassette of your music with none, 

address, phone & best time to contact to: 

RODELL RECORDS 
P.O.8ox 93457fW • Holywood, CA 90093 
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SERVICES 

1000 CD’S 
as low as 

$995.00* 
Mastering- Included 

CD LABS will master your music 
and put it on CD’s for the 

lowest prices in the industry! 

We use the finest Master CD writers & 
software to guarantee you the best 
quality available and save you 
hundreds of dollars in mastering fees. 

Here's why we're the choice of studio 
professionals for CD mastering and 
editing, and quantity CD replication: 
Same or next day service on Master CD 
Lowest Mastering Prices in the Industry 
EQ & Level Correction Service 
Digital Editing and NoNoise »Service 
Low Priced Quantity CD Production 

DELUXE CD PACKAGES 
500 CD's w/4 page 4 color inserts.ONLY $1350 
1000 CD's w/4 page 4 color inserts....ONLY $1795 

DELUXE CD/CASSETTE PACKAGES 
500 ea.w/4 pg 4 color book & J-card...ONLY $1995 
1000 ea w/4 pg 4 color book & J-card..ONLY $2795 

THE ABOVE PRICES ALSO INCLUDE DAT TO CD MASTERING w/PQ LOG SHEETS, 
2 COUM CD LABEU CASSETTE LABEU JEWEL BOXES A 2 MASTER CD'S 

'BULK PACKED W/2 COLOR LABEL also 500 CD'S ONLY $795 

COMPLETE GRAPHIC DESIGN SERVICE AVAILABLE 

CD LABS ” i , 

Direct to CD Mastering [ 

12517 CHANDLER BLVD., STE 107 
NO. HOLLYWOOD. CA. 91607 

(818) 505-9581—(800) 4 CD LABS 

THINKING ABOUT ADVERTISING 

IN MUSICIAN’S CLASSIFIEDS? 

Call Kara at 1-800-407-6874 for 

special introductory rate 

500 CD’S 
CD package includes: 

500 CD’s 

SERVICES 

212-333-5953 

FREE CATALOG 

800-999-4283 

Complete Full Color package 

Iwe do it all! 

color 2 page insert, 2 color CD Label, 
all mastering, jewel box, 
shrink wrapping, graphic insertion. 
• From Client Supplied Film Separations 

CD package includes: 
graphic design, film, 
color 2 page insert, 2 color CD label, 
all mastering, jewel box, 
shrink wrapping, graphic insertion. 

ROM 
& CASSETTE PRODUCTION 

$129900

Feel the "Power of Excellence" 
call for POWER PLAY the 
DIGITAL FORCE Sampler & 

Studio Reference Disc 
330 WEST 58th ST, NY, NY I 0019 

♦ Belden 
* Mogami 
* Cañare 
Cable 
Highest Quality 
•Assemblies ’Patch Panels 

•Snake Systems & More! 

Great Prices - In stock 
Unmatched Service! 

HAVE, INC. Dept MU 
pro_sales@haveinc.com 

Also Available 
• CD-Rom 
• Cassettes 
• Digital Mastering 
• Posters 

Call for our WHOLESALE MANUFACTURING GUIDE 

1»8OO»582»3472 
www.soinnerworldwide.com 

Musicians, Expose Yourself! 
. . .and your music to A&R reps, book¬ 
ing agents, music conservatories and a 
host of additional music industry pros 
from around the world. Send us your 
demo, photo and bio and we'll post it 

all on our new web site. First 25 
respondents to send materials receive 
free six month membership! All other 
respondents who send us material 

before June 15,1997 receive reduced 
membership rate! 

For more info call us at 888-557-5225 
or fax us at 214-630-6889. 

Searching 
for cures.... 

for children's catastrophic 

diseases, since 1962. Formore 

info., call: 1-800-877-5833. 

A  \ i. /i in t mi mu \ \ 
RESEARCH HOSPITAL 

. Danny Thomas, Founder 

COMPACT DISC & CASSETTE 

I TOLL FREE 1-80Q.835.1362T 
Professional Mastering Available at Affordable Rates! 

HEALEYdisc 
■ Manutoctunng — 

COMPLETE FULL COLOR CD PACKAGES: 

500 CD's $1164. /1000 CD's $1664. 
CO Package includes: color 4 page 12 panel) insert, color traycard, 2 color 

on CD printing, pre^nast^^^^^^^^eweibox. shrinkwrap. 
_insertion ng 
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productindex 
Here's our product guide which lists the equipment and page number where the players talk about the gear tney 

use. Feel free to call or fax the manufacturers listed below for specific info on what the best players play. 

AGUILAR AMPLIFICATION 1600 Broadway. 

Ste. 1004T. New York. NY 10019. (212)757-

2823: preamp. 44 

AKAI 7010 Soquel Dr.. Aptos. CA 95003, 

(800)433-5627: samplers. 84 

AKG 1449 Donelson Pike, Nashville. TN 37217. 

(615)399-2199: C12 microphone. 44: 

C414 microphone. 80 

ALESIS 3630 Holdredge Ave., Los Angeles. CA 

90016. (310)558-4530: ADAT. 78; ADAT. 88 

APHEX 11068 Randall St.. Sun Valley. CA 

91352. (818)767-2929: 107 Tubessence pre¬ 

amp. 74 

APPLE 1 Infinite Loop. Cupertino, CA 95014: 

Macintosh. 88 

ASHLY AUDIO 100 Fernwood Ave.. Rochester. 

NY 14621. (716)544-5191: SC-66 stereo para¬ 

metric equalizer. 74 

AUDIO-TECHNICA 1221 Commerce Dr.. Stow. OH 

44224, (216)686-2600: 4033 microphone. 80 

AVEDIS ZILDJIAN CO. 22 Longwater Dr.. 

Norwell. MA 02061. (617)871-2200: cymbals, 

drumsticks, 44 

BEHRINGER P.O. Box 9031, 575 Underhill Blvd. 

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

Composer compressor. 74 

BELLARI 5143 S Main St., Salt Lake City. UT 

84107, (801)263-9053: Dual Tube compres-

sor/limlter, 74 

BOSS 7200 Dominion Cir., Los Angeles. CA 

90040, (213)685-5141: DD5 digital delay pedal. 

Dimension C chorus pedal, chorus pedal. 

Centaur overdrive. 44 

CHANDLER GUITARS 370 Lang Rd.. 

Burlingame. CA 94010, (415)342-1490: lap 

steel, digital delay. 44 

CROWN INT’L 1718 W Mishwaka Rd.. Elkhart. 

IN 46517. (219)294-8000: K2 power amp. 67 

DEMETER 2912 Colorado Ave.. #204. Santa 

Monica. CA 90404. (310)829-4383: direct out, 

44 

DIGIDESIGN 1360 Willow Rd., Ste. 101, Menlo 

Park. CA 94025. (800)333-2137: Pro Tools. 88 

DIGITECH/DOD 8760 South Sandy Pkwy., 

Sandy. UT 84070, (801)566-8919: Whammy 

pedal. 44 

DRUM WORKSHOP 101 Bernoulli Cir., Oxnard. 

CA 93030, (805)4856999: drums and hard¬ 

ware. 44 

DUNLOP MFG 150 Industrial Way. P.O. Box 846. 

Benicia. CA 94510, (800)722-3434: Crybaby 

Wah pedal. 44 & 80 

EASTERN ACOUSTIC WORKS 1 Main St., 

Whitinsville, MA 01588, (508)234-6158: pro 

speaker systems. 36 

ELECTRO-VOICE 600 Cecil St.. Buchanan. Ml 

49107. (800) 234-6831: 664 microphone. 80 

EPIPHONE 1818 Elm Hill Pike. Nashville. TN 

37210-3781. (615)871-4500: Cortez acoustic, 74 

FENDER MUSICAL INSTRUMENTS 7975 N 

Hayden Rd.. Scottsdale. AZ 85258. (602)596-

9690: Stratocasters. Tonemasters. '65 Fender 

Twin, fretless bass. Vibroverb amp. 44; Rhodes 

keyboard. 74 

FURMAN SOUND 30 Rich St.. Greenbrae. CA 

94904. (415)927-1225: patch bays. 74 

GIBSON 641 Massman Dr.. Nashville. TN 

37210. (800)283-7135: Joe Perry signature Les 

Paul. Les Paul Custom. '59 flame-top Les Paul. 

Les Paul Standard, Firebird 7, guitar strings. Les 

Paul Catalina, 44; EB-3 bass, 74 

GUILD 7975 N. Hayden Rd., Scottsdale, AZ 

85258, (602)596-9690: Starfire II. 67 

HAMMOND SUZUKI 733 Annoreno Dr.. 

Addison. IL 60101. (630)543-0277: M2 organ. 

74 

HÖHNER MIDIA 15800 NW 48th Ave.. Miami. 

FL 33026, (800)327-7643: ARC 44 eight-track 

hardware/software package. 66 

KUSTOM 415 Greenwell Ave.. Cincinnati. OH 

45238. (513)451-5000: 250 bass amp. 74 

LEXICON 3 Oak Park Rd. Bedford. MA 01730-

1441. (617)2800300: LXP15, 44; MPX 1. 69 & 

70 

MACKIE DESIGNS 16220 Wood-Red Rd. NE. 

Woodinville, WA 98072, (800;258-6883: CR 

1604 board. 74 

MESA ENGINEERING 1317 Ross St., 

Petaluma. CA 94954. (707)778-6565: Fifty 

Caliber amp. 74 

MONSTER CABLE 274 Wattis Way. S. San 

Francisco. CA 94080. (415)871-6000: cables. 

44 

NADY SYSTEMS 6701 Bay St.. Emeryville. CA 

94608-1023, (510)652-2411: AX-1000 wireless 

guitar transmitter, 66 

NEUMANN USA 6 Vista Drive. Old Lyme. CT 

06371. (203)434-5220: 87’s, 47'8, 44 

OTARI 378 Vintage Park Drive. Foster City. CA 

94404. (415)341-5900: MX 5050 8-track 

machine. 74 

PANASONIC/RAMSA 6550 Katella Ave. 17-A7. 

Cypress. CA 90630. (714)373-7903: MDA-1. 67 

PEAVEY ELECTRONICS 711 A St.. Meridian. 

MS 39301, (601)483-5365: Axcelerator 6 six-

string bass. 66 

PRO CO SOUND 135 E Kalamazoo Ave.. 

Kalamazoo. Ml 49007. (616)388-9675: Rat. 44 

ROLAND 7200 Dominion Circle, Los Angeles. 

CA 90040, (213)685-5141: Juno-101, 15; VG-8 

guitar synth. 44; TB-303 synth bass, TR-909. R-

8 drum machine. MC-202 analog synth, 83 

SENNHEISER 6 Vista Dr., P.O. Box 987. Old 

Lyme CT. 06371, (203)434-9190: MD 421, 80 

SHURE BROTHERS 222 Hartrey Ave., 

Evanston. IL 60202. (800)257 4873:SM57. 44; 

SM57. SM58. 80 

STEINBERG/JONES 17700 Raymer St.. Ste. 

1001. Northridge. CA 91325. (818)993-4091: 

Recycle!. 84 

SUMMIT AUDIO PO Box 1678, Los Gatos. CA 

95031, (408)395-2448: tube limiter. 44 

TASCAM 

7733 Telegraph Rd.. Montebello. CA 90640, 

(213)726-0303: M-520 mixing console, 74; DA 

88. 78; 388. 88 

TECH 21 1600 Broadway. New York, NY 10019-

7413, (212)315-1116: SansAmp PSA 1. 

Sansamp overdrive pedal. 44: SansAmp GT-2. 80 

TRACE ELLIOTT P.O. Box 507, Bloomfield. CT 

06002-0507. (800)647 2244: bass heads. 44 

WASHBURN INT’L 255 Corporate Woods Pkwy., 

Vernon Hills. IL 60061-3109. (800)877-6863: 

custom archtop. 44 

WIZARD AMPLIFICATION 123-1450 Johnston 

Rd.. White Rock. BC V4B 5E9. CANADA. 

(604)536-5700: amplifiers. 44 

YAMAHA 6600 Orangethrope Blvd.. Buena 

Park. CA 90622. (714)522-9011: NS-10M moni¬ 

tors, 74 

ad index 
Alchemy 61 Surrey Dr.. Cohasset. MA 02025 (800) 292-6932. 58 
Alesi»—3630 Holdredge Ave.. Los Angeles. CA 90016 (310) 558-4530. 7 
American DJ 4295 Charter St., Los Angeles, CA 90058. Cover III 

Audio-Technica 1221 Commerce Dr., Stow, OH 44224 (216) 686-2600. 65 
Backissues c o Musician, 1515 Broadway. New York, NY 10036. 81 
Best Unsigned Band c/o Musician. 1515 Broadway, New York, NY 10036. 85 
beyerdynamic 56 Central Ave.. Farmingdale. NY 11735 (516) 293-3200.35 

Blue Note Records 1290 Ave. of the Americas, New York, NY 10036. 6 
Cakewalk PO Box 760, Watertown. MA 02272 (617) 926-2480.55 
CD Sampler c/o Musician, 1515 Broadway, New York, NY 10036.79 

Columbia Records 550 Madison Ave., New York, NY 10022, (212) 8338000..-.34 
Crest 100 Eisenhower Dr., Paramus. NJ 07652 (201) 909-8700.-. 61 
D’Addario—595 Smith St.. Farmingdale, NY 11735 (516) 439-3300.-.91 
Electro-Voice 600 Cecil St., Buchanan, Ml 49107 (800) 234-6831.-.16 
E-mu 1600 Green Hills Rd.. Scotts Valley. CA 95066 (408) 438-1921.-.53 
Epic—550 Madison Ave.. New Vbrk. NY 10022-3211. (212) 833-8000.- 18,40 
Evans—595 Smith St.. Farmingdale. NY 11735 (516) 439-3300.  36 

Gibson Guitar Corp. -641 Massman Dr.. Nashville. TN 37210-3781 (800) 444-2760. ...45 
imi Records 541 N. Fairbanks Ct. Suite 2040 Chicago. IL. 60611.»... 86 
Island Records 825 8th Ave., New York, NY 10019.-  48 
The John Lennon Songwriting Contest -One Haynes Ave.. Ste. 801. Newark. NJ 07114 ...49 

Korg— 316 South Service Rd.. Melville. NY 11747 (800) 335-0800. 20 
Lexicon, Inc.—3 Oak Park Rd., Bedford, MA 01730-1441 (617) 2800300.33 
Une 6—11260 Playa Ct.. Culver City, CA 90230 (310) 390-5373. 39 
Mackie 16220 Wood Red Rd. N.E., Woodinville. WA 98072 (206) 487-4333... Cover II 
Martin Guitar Co.—Box 329, Nazareth, PA 18064 (610) 759-2837.62 
Modern Postcard 6354 Corte del Abeto, Carlsbad, CA 92009 (800) 959-8365. ... 44 
Modulus Guitars 575 7th St., San Francisco, CA 94103 (800) 758-2918.63 
Monster Cable 274 Wattis Way. South San Francisco, CA 91361 (415) 871-6000. 43 
Musicians Institute 1655 McCadden PI., Hollywood. CA 90028 (800) 255-PLAY. 75 

Nady Systems, Inc.—6701 Bay St., Emeryville, CA 94608 (510) 652-2411. 80 

Neato -250 Dodge Ave., East Haven, CT 06512 (203) 466-5170. 60 
Nonesuch Records 1290 Ave of the Americas, New York, NY 10104. 38 
Peavey 711 A St.. Meridian. MS 39301 (601) 483-5365.19 
Presonus- 501 Government St.. Baton Rouge. LA 70802 (504) 344-7887. 74 
Rane 10802 47th Ave. W., Mukilteo, WA 98275 (206) 355-6000.37 

Remo -28101 Industry Dr.,Valencia. CA 91355 (805) 294-5600.42 
Roland 7200 Dominion Circle, Los Angeles, CA 90040 (213) 685-5141 .4 
Rykodlsc Shetland Park, 27 Congress St., Salem, MA 01970.32 
Seiko P.O. Box 507, Bloomfield. CT 06002 (860) 509-8888.41 
Sennheiser 6 Vista Drive/Box 987. Old Lyme, CT 06371 (203) 243-9190 ... Cover IV 
Shure Brothers Inc. -222 Hartrey Ave.. Evanston. IL 60202 (800) 25-SHURE 31 
Sony Pro Audio 3 Paragon Dr. Montvale. NJ, 07645 (800) 365-S0NY.13 

St. Louis Music/Audio Centron 1400 Ferguson Ave., St. Louis, MO 63133. 59 

Tascam—7733 Telegraph Rd.. Montebello, CA 90640 (213) 726-0303 . 26,27 
t.c. electronic 705-A Lakefiled St.. Westlake Village. CA 91361 (805) 373 1828.23 
Touring Guide c b Musician, 1515 Broadway. New York. NY 10036. 82 
Verve Record» 825 8th Ave., New York, NY 10019.-.3 
Virgin Records 338 N. FoothiB Rd., Beverly Hills, CA 90210 (310) 278-1181. 22,52 

Warner Bros. 3300 Warner Blvd., Burbank, CA 91505, (818) 846-9090. 9,30 
Whirlwind 99 Ling Rd.. Rochester. NY 14612 (800) 733-9473.10 
Yamaha—6600 Orangethorpe Ave., Buena Park. CA 90620 (714) 522-9011. 51 
Zebra Records 200 Bel Canyon Rd. Bell Canyon. CA 91307-1110 (818) 346-6666 . 50 
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THREEFor 
no ROAD 

Recommended 
reading 

for burned-out 
bands 

t’s springtime as I write this, and that 

means the average musician is only a few 

rained-out wedding receptions away from 

the summer tour season. Ah, summer 

touring—the chance for big acts to travel in air-

conditioned luxury and play to hordes of admir¬ 

ers under the stars, while the rest of us cram 

into sweltering vans and play chicken with 

Winnebagos packed with Promise Keepers on 

our way to beach gigs. 

It's also time to catch up on summer read¬ 

ing. If you're tired of the skin mags, self-help 

books, and bad rock star bios that make up 

most band libraries, here are three titles you 

may want to hunt down. (But remember, when¬ 

ever possible, avoid reading while driving.) 

Really the Blues, 
by Mitton Mezzrow & Bernard Wolfe, 

Carol Publishing 

ilton Mezzrow, a.k.a. the Mezz, Poppa 

Mezz, and He Who Diggeth the Digger, 

was equal parts jazzman, reefer dealer, and 

street scholar, and Really the Blues is his auto¬ 

biography. In it, he takes us from his upper-mid¬ 

dle-class Jewish childhood through reform 

school (where he first heard jazz and learned to 

play the clarinet) into Al Capone’s whorehouses 

and speakeasies, on hair-raising road trips, into 

opium dens, and finally to "the corner” in 

Harlem during that neighborhood's fabled 

"renaissance” of the 1930s. Really the Blues 

is not only the story of a traditional player who 

turned his back on society, commerciality, and 

even his race, it's a look at the early years of 

jazz by one of its most devoted disciples. Told 

ou'll need this one to help lighten you up 

after reading the Mingus book. Despite all 

evidence to the contrary, this is not a lost 

episode of Beavis & Butthead. It is the bio of 

one Joseph Pujol, a famous French musician 

and entertainer of the late nineteenth century. 

Pujol possessed a freak abdominal structure 

that enabled him to produce a mind-boggling 

array of sounds and perform amazing feats 

with his ... er, uh ... let's call it his back door. 

These sounds included dog barks, cannon vol¬ 

leys, and a replication of Clair de lune played on 

an ocarina. At one time he was the most suc¬ 

cessful performer in France, which should 

explain the mystery of Jerry Lewis' populari¬ 

ty over there. No audio version is available, j 

These books may be tough to find—or, 4 
in the case of Le Petomane, embarrass- A 
ing to ask for. But they will help make K 

those long, un-air-conditioned drives a ■ 

little more tolerable. Big heart, tor-

tured soul, musical butt: The choice 

is yours. 4^^— 
—Reverend Billy C. Wirtz 

in rapid-fire triplet hipster rhythms, it even 

includes (should you lose the groove) a dic¬ 

tionary of jive in the appendix. 

Beneath the Underdog, 
by Charles Mingus, Vintage Press 

tortured soul, a great book. Using three 

different narrative voices. Mingus delivers 

a frank, unapologetic. 350-page stream-of-con-

sciousness monolog on jazz, sex, and sur- a 

viva in a racist society. It’s raw, extremely 

graphic, and—especially during a goodbye 

scene with the dying Fats Navarro—painfully 

honest. Part fiction, mostly fact, totally unfor¬ 
gettable. 

Le Petomane, 
by Jean Nohain & F. Caradec, 

Dorset Press 

^ide 
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IntroduçingÆhe 

By 

NBw^i 
InncívcÉtive 
Breakthrough! 

• NO DUTY 
CYCLE 

• CONTINUOUS 
USE IS OK! 

* SEE IT TO 
BELIEVE IT! 

• MSRP $269 

No Moving Parts 
w T ~ ~ * - SPECIAL INTRODUCTORY PRICE 3 Year Limited 70* 
Warranty * 7 / 5z 

P 
From A Company You Can Trust. 

* PRICE EFFECTIVE MONTH OF 
PUBLICATION AND THROUGH 30 
DAYS AFTER FROM PARTICIPATING 
DEALERS. PRICE HIGHER IN OTHER 

FOR YOUR NEAREST AUTHORIZED DEALER, 
A FREE COLLECTORS PIN, & FULL LINE CATALOG, 

CALL 800-322-6337 EXT. 179 
COUNTRIES. DEALER PRICE MAY VARY. E-MAIL american@interline.net 
Distributed in »CANADA By Sounds Distribution: 416-299-0665 E-MAIL sales@soundsdist.com • MEXICO By 
Hermes Trading Co. 210-781-8472 FAX 210-781-7892 »AUSTRALIA: American DJ Supply, Pty. Ltd. 61 2 9568 6496 
E-MAIL lssales@world.net »ARGENTINA KOL RAM 54-1 375-1177 FAX 54-1 952-0310 • FOR EUROPE & THE 
ORIENT CALL AMERICAN DJ WORLD HEADQUARTERS AT 213-582-2650 LOS ANGELES CALIFORNIA USA. 



I 

MD 735 

THE EVOLUTION OF AUDIO 

From emotion-charged whispers to full-blown screams, the supercardioid MD 735 is right there. 
It handles intense sound pressure levels yet delivers outstanding gain before feedback, 

making it possible to hear every facet of your performance. Step up to professional performance. 
Try it for yourself at your Sennheiser dealer or give us a call for further information. 

SENNHEISER ELECTRONIC CORPORATION 
POBOX 987. DEPT: 735, OLD LYME. CT 06371 • TEL: 860 434 9190 EXT: 735- FAX: 860-434 1759 -CALIFORNIA: TEL: 818-845-7366 - MEXICO: TEL: 525-639 0956 

SENNHEISER CANADA: 221LABROSSE AVE., PTE-CLAIRE, PO H9R1A3 • TEL: 514-426-3013 FAX: 514-426-3953 
World Wide Web: http://www.sennheiserusa.com 

Manufacturing Plant: Am Labor 1, 30900 Wedemark, Germany 


