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When you buy an FR Series M1400, you get a
ballsy, ultra-reliable, high-current power amp.

Il FR means Fast Recovery. Fast
Recovery means that the M=1400
can be driven right out past the
edge of clipping... into nastily
low impedances... and still sound
good. Minimal negative feedback
and special circuitry we shame-
lessly borrowed from digitat
switching technology are used to
accelerate transient recovery
when the M+1400 is running “at
red line” it makes a
difference that
you can
hear.

[l Fixed

line cord

won't vibrate out
when the amp is placed
close to a PA cabinet.
B Neutrik®Speakon®
connectors plus multi-way
binding posts.

B T-Design cooling for
enhanced reliability. Unlike amps
that just waft air through their
entire chassis, the M«1400
delivers massive air flow only
where it's needed — on the
output devices — keeping dust,
smoke, and other contamination
out of the amp’s main electronics.
Via a huge front manifold [ll, the
Me1400's demand-sensitive fan
concentrates cool air into two
highly efficient heat sink tunnels
H and out the SIDES of the amp.
The short air path maintains
constant gradient cooling.

sive, state- of-the-a

case power transistors with
perforated emitters for maxi-
mum gain linearity. {Some amps
use cheap, 20-year-old-technot-
ogy metal T0-2 transistors...
possibly due to lack of robust
cooling resources.)

*20H1 to 20kHZ

Mel400 4C2 bridge 8C2 bridge
at 1% THD H400W 960 W
atrated power*  1260W 850 W

THD at rated power* 0.05%  0.025%

Il Detented gain controls
calibrated in volts AND dBu.

[ Full five-LED stereo level
display PLUS signal present
indicator 0,
instead of M Y
just two

chintzy

LEDs.

9

]
Male
AND female
XLR inputs let you
use either gender of plug
on the cable from the mixer
~ and they allow one input to
power multiple amps so you
don't have to wire up special
“splitter” cables.
M Built-in low-cut filters for
tighter bass and more system
output. PA cabinets can only
reproduce bass down to what's
called their tuned frequency.
Below that, you just get distor-
tion and potential woofer dam-
age. The solution is to chop off
everything below the tuned
frequency with a low-cut filter
(equalizers — even ¥s-octave
equalizers —can't do the job).
We're not the only amp
maker to advocate low-cut
filters. But we ARE the only
ones who don't charge
= extra or force you into a
of pre-set cut-off fre-
uencies. Our low cut filter's

~ variabte from 5Hz to 170Hz to

fit your system’s size.

# 4

Plus a few hundred bucks worth of i |mportant extras.

€2 load 40 load 8C2 load

700-J00W 480480 W 180280 W

606J0W  4SABW 150250 W
0.05%  00%  0.01%

I Top LEDs light when
protection circuits are engaged.
B Short Circuit LEDs (a
Mackie exclusive) warn you
of wiring or voice coil short
circuits BEFORE you crank
up your system.
B Temperature status
LEDs (previously only
found on far more
expensive amp

\ models)

{ “

M Built- —

in subwoofer

fitter. Power your

subwoofer with an

M#1400 and you've saved the
$250 to 3400 cost of an outboard
electronic crossover (or the
expense and hassle of “optional”
plug-in cards). You get an 18dB
per octave, linear-phase, uni-
form-time-delay design that's
switchable between 63Hz and
125Hz. Since clipping elimination
is undesirable when driving a
subwoofer, that M«1400 feature
is automatically disengaged
when you switch to subwoofer
mode (a critical detail not found
on many comparably-priced
amps with inconvenient plug-in
subwoofer cards).

Right out o X
Me1400 is ready to i
your sound reinforcement
system with tighter bass and
better constant directivity
horn performance. Because
we've built in THREE critical
electronic system enhance-
ments that others leave out
or charge extra for. And,
signal processing aside, the
Me1400 is also the gutsiest,
no-compromise power amp
in its price range. Call
today for full
information.

%

directivity HF

horn compensa-
tion. “CD" horns dramatically
improve high-end dispersion. But
to make them work right, you
have to add special equalization.
Until now, that's meant hard-to-
find, harder-to-adjust speaker
modules {or using a graphic
equalizer...which simply doesn’t
work). The Me1400’s separate left
& right CD horn adjustments are
continuously adjustable trom
2kHz to 6kHz.
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Before you buy any other DAT recorder.

The DA-302 Dual Dat Recorder doesn't just double your DAT power, it actually multiplies it.

Think of the possibilities! Two masters at a pass, timecode clones, and functions impossible for 2 solo

units — like independent or continuous operation for up to 8 hours of record/play power. And for

the first time — high speed DAT dubs. With TASCAM’s Append Dubbing function, you can

start dubs at any location on the master. And of course it’s got the connections you need for
| digital transfers and archiving. Twice the power, twice the speed, and at $1999, it’s twice the
’ value. That’s only half the story — call TASCAM FaxBack at 800.827.2268 and request
document #2420 for the rest. We'll get back to you on the double.

TASCAM.

Take advantage of our experience.

<A8CA,

FAXBACK

REQUEST
DOCUMENT
NUMBER

24
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Roland Corporation U.S., 7200 Dominion Circle, Los Angeles, CA 90040 (21 5)*5“1
Rotand Canada Music Ltd., 5480 Parkwood Wav, Rickmond, B.C. V6V 2M1  (604)270-6626
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With Herbie on acoustic
piano and Wayne's
inimitable soprano
saxophone, 1+1 is a
monumental collabo-
ration. Kindred
spirits on parallel
paths, each artist is a
veteran of the illustrious
1960s Miles Davis quintet;
each has a prolific career as a
leader; and each received a 1997
Grammy® award for his Verve debut release.

On 141, Herbie and Wayne are heard
together as never before, in pure duets. A
deep, emotionally powerful experience, 1+1
will be seen as one of the most significant
recordings of the late 20th century.

visit us at www.verveinteractive.com

also on Verve:
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The N/D957 N/DYM°® microphone:

“Hygienic, sterilizable
pop filter.

JExtremely high output.

tExtremely low
handling noise.

JExclusive
personality switch.

STwo-year,
unconditional
limited-lifetime
warranty.
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production milestones
While | agree with many of your choices for “Ten
Albums That Shook the Studio” (July '97), there
were some glaring omissions. One that springs to
mind is the third Peter Gabriel album, from 1980.
This was the first appearance of the gated-reverb
drum sound, which defined a backbeat sound that
lasted a decade. Besides that, the absence of
cymbals left the rest of the foreground material to
provide “air” for the mix. No other record sounded
like this, then or now. It was easily to the Eighties
what Gish was to the Nineties.
kevin brunihorst
KB305@ao0l.com

Your decathlon of best-produced albums of all time
struck a definite chord with me; I've always felt
that producers are the unsung, unseen, and unrec-
ognized heroes of recorded music. But of course |
wanted to bring a few omissions to your attention.
Eddie Offord did a superb job of harnessing the
sound of Yes for almost twenty years. Fragile
(1972) was a watershed for Yes and other groups
who followed their art-rock aesthetic. Tribute must
also be paid to the production sawy of Frank
Zappa, who strove for excellence with more than
fifty albums over three decades. And | can't resist
fawning over Ted Templeman and Donn Landee,
whose Van Halen and 5150, respectively,
siphoned the greatest rock & roll guitar playing
ever recorded from one Edward Van Halen. The
huge sounds attained on these albums transcend
Eddie’s rapid-fire notes until, like the dinosaurs in
Jurassic Park, they begin to breathe on their own.
peter roche

cleveland, OH

| really enjoyed the “landmark albums”™ story. But
(isn't there always a “but™?) how could you leave
out Fleetwood Mac's Rumours, Jane’s Addiction’s
Nothing's Shocking, and the Human League's
Dare? Each helped shape a generation of rock or
techno pop. And My Bloody Valentine's Loveless,
with its blurred lines between samplers and gui-
tars, gave way too many lesser bands careers in
the early Nineties.
jod
VeerChasm@aol.com

Let's not forget the groundbreaking innovations of

Stevie Wonder (Talking Book or Innervisions, take

your pick) and Roy Thomas Baker's glorious work
with Queen in the Seventies.

rob bonfiglio

nowistown, PA

| completely enjoyed your “ten landmark albums”
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article. | especially appreciate your selection of the
Beatles' Revolver. We've all been saturated with
Sgt. Pepper, but Revolver is the one that started it
all. Thanks to Mac Randall for providing us with
insights where we thought it had all been said
already.
randy stem
brookdyn, NY

2 YOUr arix
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breathes a different kind of air

music business withot
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sam shaber
new york, NY

david byrne

I'm getting a little tired of David Byrne's snobby jus-
tifications for choosing not to perform with Talking
Heads anymore (Frontman, July '97). “You have
inspiration, excitement, and naiveté in a rock band
that's coming up; you can't rewind the clock and
get that again.” So why did Byrne's last two U.S.
concert tours feature a heavy concentration of

M U SI1C1I AN

Talking Heads songs? Is it somehow that songs

written fifteen or more years ago are only fresh

when played by musicians who didn't record them?

Surely he wasn't “only doing it for the money, blah,
blah, blah.”

michael grabowski

fullerton, CA

more bad times
Thank you for a very insightful article on the music
industry (“Bad Times in the Music Biz,” June '97).
As an indie label owner, | can attest to the validity
of your story. After being told the check was com-
ing, Camelot Music declared bankruptcy, and |
nearly had to do the same. Not being able to pay
artists and struggling to get new product out has
been a nightmare for me over the past year. I'm
suggesting that all my artists, and anybody in the
industry, read the article to better understand

what's going on.

bree freeman
blue duck/blue swan records
pittsburgh, PA

Twenty-six thousand albums were released in
1996; only 56 of these were million-sellers. Out of
those 56 | calculate that only three were worth lis-
tening to. Records today sound like anyone can get
a record deal, like you don’t have to know music.
As long as you can play three guitar chords,
scream your guts out, have a chip on your shoul-
der, do your hair like a nest of rats and smell like
a dead one, you can make it. You don’t even have
to be in tune; they'll fix it in the mastering. Do the
record company executives ever listen to what
they're selling? The consumer does—but we don’t
have to buy the albums.

J. a. maymon

nashville, TN

| was amazed that your June ‘97 cover story didn't
mention two forces that may contribute to “bad
times in the music biz.” The first is cost. The price
of CDs is inflated. Production costs have come
down to about fifty cents, not much different from
LPs, but the industry has not passed along the
savings. The second, possibly, is that baby
boomers have completed the conversion from vinyl
to CD.
david biddy
drbiddy @estimators.vpad.uab.edu

Your “Bad Times™ article was informative and well-
written. | just want to add one “survival tip™: Be
generous with your music. You might be surprised
how many people outside  [cont’d on page 90]



ALL 7 TUBE FORMAT,
THREE REAL CHANNELS,

& INDEPENDENT GAIN
CONTROLS ON EACH

The Ultra :

112 tube combo amp delivers real

The ULTRA

3-channel flexibility, not B.S.
don’t call a boost switch a
'channel' like the other :
Get real! With the ULTRA 112
you get a Clean channel with
Volume control, a 3-band pas-
sive EQ and Bright boost
switch. And the Crunch and
Ultra channels each have
Gain and Volume controls,

That means we

VOLUME
HANNEL

[ube Combo Amp

Gain boost switches, and 3-band active EQs.
And unlike the other guys, the Gain/Volume

controls are completely inde-
pendent in each channel. If
you like tube amps, you'll love
the Ultra 112. In fact, we dare
you fo compare our amp to
the other guys and hear for
yourself. Try out the Ultra 112
at your Peavey dealer today.
It's time you heard!

It's Time You Heard!

-

Four 12AX7 preamp tubes
Two 616 power amp tubes

Two extension speaker
jacks with switch-selectable
4, 8 or 15 ohms

Footswitchable reverb/channel

FX loop and Preamp Out
on rear pane

select (footswitch included)

60 watts RMS at 4, 8

Clean channel has

or 16 okms

|
independent Volume control, |

Bright boost switch, and 3-bond
passive EQ

High/Low Gain inputs

Crunch and Ultra channels
have independent
Gain/Volwme controls, and
Gain boost switches

VOLUME

CHANNEL 2 A CD'ANNEL 3

3-band active

Crunch and Ulira channels

12" Sheffield
speaker

EQ for both 1290

Master level/Reverb controls

Y

]
Resonance switch lets you

select loose, medium or tight |
cabinet sounds ‘
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After the Water
Show...

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

Some things you should only have to buy once.
Whirlwind products are like that.
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Absolutely. One of the reasons it's been four years in between
albums is because | ran into a little thing called an Apple Mac
7100, and consequently spent two out of the four years mastering
the different programs on that—not just music, but graphics and
film editing programs too. I've got [Digidesign] Pro Tools and Sound
Designer Il, [Adobe] Photoshop, Quark, all that stuff. | don’t want to
g0 into battle dressed as a 1945 GlI, | want to go in as a high-tech
soldier.

So a lot of the tracks were recorded straight into the computer.

Well, the basic tracks start on tape. That's the easiest way

round soundwise. | haven't found a way of recording drums straight
into a computer that makes them sound any good. You've got to
have the tape compression. Same with vocals. But there’s a lot of
the album that | can’t remember where it originated—something
that sounds organic could still have been recorded on a computer.

Do you go into the studio with any preconceived ideas?

Not at all. The way | work is very spontaneous. It's just straight
in there, hit the red button, and start doing something. On the way
in, | might think, “Ooh, fast,” or “Um, loud,” but that would be it.
I'm not interested in getting things right. I'm interested in vibe and
atmosphere and getting some emotional impact. | don't want to sit
and listen to bass drum sounds for days on end; that would turn
me into a psycho killer.

Are you still recording those painstaking note-fornote, track-for-
track covers of Beatles songs?

Yeah, in fact | did “Penny Lane” as one of the B-sides in
England. | learn my own craft by doing that. it's like I'm a painter
and | like to knock off a quick Mona Lisa. We are in the age of the
vacuous, superficial, image-conscious statement, so it's nice to get
with a few old masters occasionally. | think a lot of today’s music

&
-

is analogous to Damien Hirst's

sheep in a box—utterly pointless
and incredibly annoying.

Surely more people are making
wellcrafted pop music than there

were a few years ago.

vv

t's been four years since your band World Party was last in the public eye. Definitely. It does worry me that a lot of it's based on things
Now you're getting ready to tour behind a new album, Egyptology. Are you that are thirty years old. But the difference between something
looking forward to playing again after being away for so long? like Oasis or Cast and the dance stuff is that | don't find | ever
Yes, it's good fun. These cays | feel less selfcanscious than ever, and | want to put dance stuff on at home. Yeah, it works great in a

think that improves your performance. You're coming out of yourself more, and big hangar with lots of strobe lights, and there’s an anonymity
people respond to that. I'm older and less precious about things—I'm not so, and a non-specificity about it that agrees with a lot of people’s
“Oh, what'll they think of this tune? Or these trousers? And who am | anyway?” world view. But it's so superficial and, in the end, unsatisfying.

I'm me, and that's it. People still need songs. You can
It sounds like the material on Egyptology will give you more room for live almost start believing these “Listening
spontaneity than the songs on the last album, Bang!, did. days that songs are things we to ba s s
That's partly because the songs are more straight ahead, and partly invented in 1965. But human
because this time | played just about everything myself, so I'm bound by my beings have been writing and drum
own limitations, which is a good thing as far as transposing it into any other singing and listening to songs sounds

combination of people. Actually. Chris [Sharrock] played drums on, | think, since the beginning of time, and wou’d turn
eight out of the fifteen tracks. You can tell which anes they are, because the they're not gonna go away me intO a

bass drum and the hi-hat happen at the same time [faughs). because someone thinks we h
You own your own recording studio, Seaview in London. Do you find that should all be into Kraftwerk, you p? c g
you're continually upgrading your gear because of the rapid developments in know what | mean? k ’ ’er,

Kmusic technology? —Mac Randall ‘/
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You spent nine years leading your own band, Follow

résume
Christopher Dowd

Dionne Farris
Michelle Malone

Edwin McCain

For Now, before playing your first session. What was
it like to shift gears like that?

My very first session was with Cassandra
Wilson. | guess she had heard the slide guitar work
| had done with an open G tuning on demos with

Dionne Farris for “| Know.” So she called and said, “We’re doing a ver-
sion of ‘| Can't Stand the Rain,’ and we’d like to fly you up to play slide
on it.” | said, “Well, I'm really not a slide player. That was the first time

“If you can’t

do something, there’s
nothing wrong with
saying you can’t do it.”
12
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I'd ever played slide,” but they were like, “Oh, no, we heard your stuff.
We'll send you a tape of the arrangement of the song. Come on up.” So
| grabbed my Danelectro and my slide, and | went to New York. When |
got there, though, 1 realized that the song goes from major to minor, and
| couldn’t figure out how to do it, because | had to dedicate my tuning to
one or the other. | was saying, “Maybe you guys should get Chris
Whitley,” but they said, “No, you can do it.” We started the song, | played
through it once, and they said, “Okay. Try playing a little bit less during
the verses.” We tried it again: “Uh, maybe this time just play on the cho-
rus.” We go through it again: “Just lay out until the bridge.

That must have been hard to handle.

| was really dejected. | felt terrible. But as | was walking
back to catch a cab to my hotel, | realized that | had learned
a lesson from this, which was, if there's something you
can't do, there’s nothing wrong with saying you can’t do it.

You want to be hired to do what you can do.

Absolutely. That's why I've never done commercials and
stuff like that. | try to just play on stuff that | know | can
contribute to in a creative way.

As bandleader for Dionne Farris, you had to hire people
for her road band. How should musicians prepare to audi-
tion for that type of gig?

You have to be able to play the music as it is on the
recording or the tape, but you also have to go the extra step
to interpret in your own way. If you're so stuck on playing
the parts verbatim without learning the ins and outs of the
changes, you won't make it. That's especially true of the
drum chair. There were some sequenced rhythms with
Dionne, so the drummer shouldn't just play a very straight,
non-varying pattern, even if that's what’s going on in the
record. There's an implied license there.

Your selftitled debut album comes out in late July on
57/Columbia. How did your sideman expenence affect your
approach to doing that album?

It helped me learn how to hire people for what it is
they can bring to a recording. You alleviate a lot of prob-
lems if you don’t hire David Harris to play a Chris Whitley
slide part [/aughs]. 57 is Brendan O’Brien’s label, and
he told me that when you play all the instruments on
someone else's song, you're sort of competing with
yourself and taking away from your own gig. So while |
get a rush from helping other artists realize what they're
trying to say, it's really time for me to not be a sideman
anymore.—Robert L. Doerschuk
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QSR SYNTH MODULE.
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f you expect anything from a synth module, it should be a huge selection
of high-quality sounds. Fresh sounds that you won't find in other synths,
along with the bread-and-butter sounds you need every day. That’s why

the Alesis QSR 64 Voice Expandable Synthesizer Module provides hundreds
of the coolest sounds you'll find in any synth module at any price... the same
great sounds from Alesis’ QS8 keyboard. You'll get our acclaimed Stereo
Grand Piano as well as rock organ and modular analog synth sounds from
Keith Emerson’s personal instruments. You'll also get funky clavs, killer
electric pianos, tons of pads and lead synths. Brass and strings. Rhythmic
grooves. Some of the greatest hits from our coolest drum modules.
And much more.

Some other reasons that the QSR is your best bet in synth modules:

* Awesome expandability. Either use one of our nine great QCard™
expansions, or bring in your own samples with the included Sound
Bridge " software.

¢ Assignable multieffects from our best processors.

¢ It offers both a serial port and an ADAT" Optical Digital output,
making it the ideal synth for the digital studio.

¢ lts free CD-ROM gives you everything you need for protessional
MIDI productions.

PROGRAMS:
640 Programs and 500 Mixes internal. expandabte to 1664
Programs and 1300 Mixes. Includes GM-compatible bank.

SAMPLE ROM:

16 bitYinear 48kHz samyles. 16MB internal (includes enhanced
Sterea Grand Piano and Ke:th Emerson argans and modular synthesizer
waves}, expandable to 32M8

PCMCIA EXPANSION:

Two 8MB slots. QCard™ ard Sound Brndge™ compatible. QCards
include Hip Hop, EuroDance, Vintage Keyboards, Sanctuary.
Classical, and more. Sound Bridge imports new samples and
plays %ack SMF sequences from a card

SYNTHESIS ENG!NE:
64 vorze polyph 64 part
Modulation Matrix

EFFECTS:
Alesis 4-bus multieffects with reverb, chorus, flange, delay, overdrive,
EQ, rotary speaker emu ation and mor+

INTERFACES:
4 Audo outputs, MIDI, high speed Serial Port for direct connection
o Mac® or Windows® computers, ADAT" Optical Digital output.

QS SERIES CD-ROM:

CD-ROM includes tree suftware for sequencing, editing and much
more. ‘ncludes Steinberg Cubasis®, Madk of the Unicorn Unisyn™
for the QS Senes, Opcoce Galaxy™ module, 3000 extra Programs
and Mixes, software demcs and MID! fites

al, Tracking G

As you can see, the QSR isn't your average synth module. Now all you have
to do is hear it. Check out the QSR at your Authorized Alesis Dealer today.
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t would have made a lot

more sense if Sean Beal

had admitted that Big
Back Forty's sound came
from watching The Donny and
Marie Show when he was a
youngster. But no, the band's
singer and guitarist explains
that the band's combo platter of
a little bit country, a little bit
rock & roll, partially comes from
his background in bluegrass and
gospel music. “Fortunately and
unfortunately, | guess, it seems
to be the flavor of the month
right now,” he says. “It's cer-
tainly not hurting us right now—
who knows if it's going to bite
us in the ass later on down the
road?”

While they're busy avoiding
the alterna-country moniker,
their songs are a luscious blend
of each. Big Back Forty's sonic
recipe includes bassist Steve
McGann‘s and drummer Pat
McGann's love of AC/DC and

big back forty

steel

guitarist/pedal player/
singer Barry Hensley's passion
for traditional country. Of
course, having come out of
some of the most rocking bands
Columbus, Ohio, has seen, the
members of Big Back Forty
admit that their new style has
been quite a switch for all con
cerned. “I got tired of playing
loud all the time,” Beal says.
“One of my goals in this band
was to have a bit more range, a
broader dynamic, and not so
one-dimensional.”

While their Polydor debut,
Bested, includes a tight collec-
tion of songs, Beal feels that
the band is still experimenting.
“We're finding our sound togeth
er as a band,” he says. “I hear
a variety of stuff on the one
record. Everybody has their own
take on where they're coming
from towards a song, but we all
end up there together and it
seems to work out pretty well. |
know my background is different
than the other guys, but that's
where I'm coming from.” Beal
laughs. “I'm the Cyndi Lauper of
alterna-country.”

—David Farinella

hen the Old 97's
formed, they were sick
“We
wanted nothing to do with what

of rock & roll.

everybody else was doing,” expiains
singer/guitarist Rhett Miller, “so we
became like a back-porch band.”

“l didn’'t even want to have a

drummer,” confirms bassist/vocal-
ist Murray Hammond. “Unless it
was, like, a single snare drum and
that's it.”

But as soon as Philip Peeples’
galloping drums were added to the
mix (along with the contributions of
second guitarist Ken Bethea), the
Old 97's started chugging like the
steaming locomotive they were
named after {via a Johnny Cash
tune). On their major label debut,

Matthew Welch

Too Far To Care (Elektra), they draw

s a founding member of Poi Dog Pondering, a busker on the

streets of Paris, a Billie Holiday devotee, and a wandering cof-

feehouse folkie, Abra Moore has made some very smooth,

inviting sounds. On Strangest Places, her major label debut on Arista, the

singer's invitation stands, but her mellow proclivities are giving way to
some unsettlingly bodacious grooves.

“Well, | didn't just suddenly say, ‘I want to be a rock chick,”” laughs

the well-traveled 27-year-old. “It's just that it's in me

to express myself, and this time | expressed
myself a little more loudly.”

Her current expressions embrace
catchy pop tunes, country blues bal-
lads, lush lullabies, and cranked-up
boogie, with soft and smoky vocals
bringing a distinctive personality to
these varied musical vibes. Working
extensively with producer/multi-
instrumentalist Mitch Watkins and
mixer Jack Joseph Puig to bring the rich-
ly arranged tracks to life, Moore got what
she was after. “The songs grew as we

worked on them, but we ended up with
( abra moore

something that sounds pretty close to

what was in my head to begin with. This is very present-tense, the state
of my personality right now.”

The Austin-based songwriter isn't coy about the personal tone of her
material. She allows that the friends and lovers addressed in song are
really out there somewhere and admits that the sheet-tossling libido work-
out “All | Want” is an expression of some real lust. “l guess my writing is

Dennis Keely

personal, but that's the only way { know how to do it. | write straight from
experience. It's the real stuff, and | have a lot of it to pull from. Why make
up broken hearts when | can use real ones?”—Chuck Crisafulli
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on their folk and rock backgrounds,
infuse them with a bit of twang
(“Growing up in Texas, you just get
[the country influence] by osmo-
sis,” says Miller), and deliver it with
the propulsive energy of bands like
Possum Dixon and X.

touring the four c:orners of the coun-
try.} “They did just as much work as
| did; they couldn’t have real jobs,
they couldn’t hardly keep a girl-
friend ‘cause they were never
home.”

They also have a pact with one

aised on U.K. raves, Nico, and Bobbie Gentry, Beth Orton
found her epiphany far from dance clubs and Sixties vinyl. A

veteran of record sessions with electronic gurus William Orbit

and the Chemical Brothers, the lanky singer found a rebellious streak
'within her during a visit to the Far East.

“Why came to the most beautiful place in the world and make it so

ugly?” she remarks, commenting on the rave culture’s habit of trash-

Miller’'s lyrics, meanwhile,
adeptly capture both the most mun-
dane and colorful moments in
life—sometimes his own, some-

times other people's. Still, a band

another that the Old 97's will only
exist so long as it's the four of
them. But it's all starting to pay
off—they even have a roadie now.
“It's not like we can totally afford

dawn

Buddhist nun

ing pristine locations while dancing until
That turned my stomach. So |
went to meditate in Thailand as a

joke. But then | became a serious

| took the vows,

meditated fourteen hours a

day, fasted from noon to mid

night. | suppose ‘| was falling

from Western reality.”

Like an oddball angel sailing

between the earth and stars,

Orton’s

(DedicatedyHeavenly) matches
earthy folk friendliness with hip
electronic babble, all imbued with her strangely pleasant, Okie-sound-
ing vocals. Her calm presence has endeared her to the U.K. electro

Trailer

Park

beth orton

fraternity, who see in her the embodiment of chill.

“My family life was total chaos,” she recalls. “That's why | write

ny Clinch

Claiming she is basically “technophaobic,” Orton nevertheless fills

in the truest sense,
they divide their publishing royalties
four ways. “It's not like the others
weren't in the van every minute of
every tour,” argues Miller. (They've
spent the last two and a half years

old 97’s

Miller. “But we figure, if we're on
Elektra Records, we should at least
have someone there to change our
guitar strings.”

—Dev Sherlock

the songs | do. It's the most punk rock thing | could do to become a
folk singer. l was surrounded by complete confusion as a kid, so | just
went into my own world. | found my calm out of that chaos.”

her gently strummed tunes with weird gurgies and broad trip-hop

scapes. “I'm not sure if | like technology, but | understand it. it does

have a heart, it does have a soul. Initially, it fascinated me, this face

less, soulless form of music. It got me intellectually, then emotional

ly. I'd do some Es and dance. | just loved it; it was the nearest | got

to having a religious experience.”—Ken Micallef

ondon-born tabla player
has added his exotic beats to
music by Bjork, Massive Attack, Baaba
Maal, Courtney Pine, Bim Sherman, and oth-
ers. Now this hip 27-year-old steps aut on his
own to introduce the latest in East-meets-
West fusion via his own label (Omni), his own
London-based club night, and an eye-opening
compilation entitled Anokha: Soundz Of The
Asian Underground (Omni UK/Quango/Island),
a cool collection of Middle/Far Eastern-influ-
enced music that combines, among other
things, Indian classical instrumentation and
voice, cutting-edge jungle/drum & bass dance
beats, trip-hop, and Singh's own tabla break-
beats. It's a progressive yet organic take on
the techno-fortified world music of artists like
Trans-Global Underground, Bally Sagoo, and

Banco de Gaia.

As a young fan of hip-hop in the Eighties,
Singh would play tabla along to his Roland TR-
808 drum machine. At fifteen he travelled to
he

India, where

I

spent three years studying with one of the
great masters of tabla, while most kids in
England were picking up electric guitars. |
thought | was being even more rebellious by

learning tabla and then bypassing

- the snobbery [that exists] in the

world of classical performing in order to be
more involved with what's happening on the
street,” Singh observes.

He's even invented “tabla-tronics,” which
allows him to electronically process his tabla
and interface with MIDI in order to trigger
additional loops and voices. Surely this has
ruffled the feathers of the purists? Singh says
not. “Because I've studied hard and they
know that | can play a classical gig, ! suppose
they feel that I'm somehow qualified now to

sorta fuck around with it.”—Dev Sherlock )

Joshua Kesster
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. Introducing The Shure
PSM™ 600 Personal Stereo
Monitor Systems

v.

Get rid of those cumbersome floor wedges.

Get ready for the personal monitor that will forever
change the way you play live music: the Shure
PSM 600 Personal Stereo Monitor.

The PSM 600 features Shure’s revolutionary
MixMode technology. It lets you control the mix
between you and the rest of your band. allowing
you to raise or lower ycur own instrument {or voice)
at will, relative to the others. The PSM 600 sets a
new standard for sound quality, as well. The sound
is full. Clear. Consistent.

Best of all. the PSM 600 costs thousands fess
than you'd probably expect. in both wired and
wireless versions. For an earfull of information

on the PSM 600. call 1-800-25-SHURE.

www.shure.com
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sk anyone associated
with Slider’s debut
release, Sudden Fun,
‘about the signing
process, E(id you'll get the same
answer: “H

was so lo g
tarist Ma‘i,
-3

, | can’t remember. It

." From singer/gui-
negar to manager

The truth is, thBug
signed his deal v

album Fremont in O
but then, as Winegar
kinda broke loose.”
Right before, the re
Slider's | original, debut
inegar's l:est friel&.and LEL
er, Wick Coleman, delivered 3

the recording sessions, and A& ’.
was getting a little testy. “The
any called Wick and

s going to commit to
the band,”
just used me n excuse and said

gar explains. “Wick

| was a drug ad . | did have a
on for four
with it as
. Me and
was my

years, and | was de
best | could at the t
Wick had agreed that
business arfi we didn’t w
it into a big Wing. The rec
pany was pisséfl off at me because |

to turn
com-

SLIDER

DEBUT ALBUM:
Sudden Fun
LABEL:
A&M
RELEASE DATE:
May ‘97
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“HARPER, LIKE THE BEST
ARTISTS, BARES THE
TRUTHS THAT STALK US

IN THE BATHROOM
MIRROR COME MORNING
TIME. WAKE UP” VIBE

ON TOUR

July

7  Pontiac MI
9  Chicago IL
10 Chicago IL
11 Madison WI

12 Minneapolis MN

14  Boulder CO

15 Denver CO

16 Salt Lake City UT

18 Portland OR

19 Seattle WA

20 Vancouver BC

21 Victoria BC

24 San Francisco CA

DSaingicy
28 Santa Ana CA
29 Los Angeles CA
30 Los Angeles CA
Many more to come;

check local listings.
Dates subject to change

Produced by J.P. Plunier

BEN HARPER

[ e wie five
featuring “Faded”

AOL Keyword: Virgin Records
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didn’t tell them about the fact that | was a
heroin addict for years and years.”

But after Coleman blew the whistle on
him, Winegar leveled with the label. “I told
them that it had been an ongoing thing and
in the past year I'd been trying to get treat-
ment. I'd been seeing a doctor and doing all
these detoxes and different medications and
trying to work. | was making these demos
and having all these meetings with record
company executives. It was just a huge pain.
It was finally nice to be honest with them,
though. The problem with not being honest
was that I'd go to get treatment, and they'd
say, ‘Okay, you need to fly to L.A. for a show at
the Viper Room. Then we have this little tour
with the Presidents of the U.S.A." I'd be run-
ning around, trying to be on this 21i-day
methadone treatment, and as soon as | had to
go and do something, that would ruin it and I'd
be back in the drugs.”

After months of drama, Winegar began a
yeardong methadone treatment; he's been
clean now for almost two years. Although he
recently moved back to Los Angeles to be clos-
er to his band, which includes Josh Freese on
drums and the newly recruited Zach Schaffer
on bass, he did a year in Utah to make his pro-
gram even stricter. “It's been good hanging out
in Mormon town,” he says. “I've got a nice lit-
tle apartment there with 75 channels of cable,
no friends, an acoustic guitar, an amp, and a
tape deck. | sold all of my other gear for
drugs—my whole recording studio, all of my
Marshalls, my Les Pauls, and my Telecaster.”

After a couple of years on the back bumer
Winegar is ready to get back into the action.
“When you come out of the fog from all that
shit, it's kinda like, ‘Well, let's work.’ | don't
like to dwell on how fucked it was and get down
on myself. | did what | had to do. | survived it,
which is amazing in itself, and the music was
really good, considering what | was going
through at the time.”

That's exactly why, says A&M'’s Jim Phelan,
the record company remained patient. “It was
a combination of the people involved: Josh
Freese, Matt, and Wick at the time. They're
incredible guys. I've been around a lot of
records over the years, and this is as good as
a record as I've ever been involved with. It
comes down to the people, the music, and
some element of my personality that's really
stubborn. if you throw that all together, that's
how we got here.”

For Phelan, the Slider adventure began

M U S I CI AN

when he received a tape from a former client of
his, producer Matt Wallace. “I was like, ‘Wow,
these are instant pop hits, one after the other.’
| went to see them, and it was very immediate.
There was no denying it.” So Phelan jumped
into the ring with reps from Capitol and
Columbia, according to manager Lefkowitz,
while Interscope was sniffing around the
edges. “There wasn’t a bidding war or anything
like that,” Phelan says. “But we were fully
aware that there was plenty of competition out
there.”

Shortly before they inked the deal with
A&M, Winegar was looking for the final piece to
his trio. As he was talking with Matt Wallace—
the two knew each other from their San
Francisco days, when Wallace was producing
Faith No More and Winegar was co-producing
the first Primus album—about finding a drum-
mer, Wallace commented that Josh Freese,
whom he had worked with on a School of Fish
record, was looking for a band to join. Wallace
played the drummer Slider's demo tape. “I had
been doing a bunch of studio stuff here and
there, but I'd been waiting to have a band,”
says Freese. “I've tried doing my own band
thing before, but it's always been tough. So
Matt came to my house and played me some
stuff. | said, ‘God, | want to join this band. This
is why | turn other projects down: I've been
waiting for something, and this is it."”

Freese, who had been playing with such
acts as the Vandals, Paul Westerberg, Devo,
and Juliana Hatfield, clicked right away with
Winegar and his music. “Elements of it sound
ed like they liked the same music | did. Matt
writes songs the way | wish | wrote songs,”
Freese admits with a laugh. “The thing about
Slider is that there’s nothing about it | have to
make an excuse for. Other times I've been in
bands with people where I've said, ‘Well, we're
great live, but the record kind of sucks.’
There’s not a whole lot for me to second-guess
or make excuses about with this group,
though.”

In hindsight Winegar befieves it was the
sessions for this album, in part, that changed
his life. “l don’t know if | would have ever gotten
well if | didn’t go in there and do all that [record-
ing). It was inspiring to work that hard. | was try-
ing to get my shit together, but everything was
going so fast with the band that it was hard. The
record shows what hell | was in and how hard |
worked. There’s a lot of blood, sweat, and tears
on that record. I'm so glad it's finally coming
out."—David Farinella M
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Honesty, cliché
avoidance, and
chorus launching

by Bill DeMain

still look at an aspect of songwriting as

inventing, and the really great stuff is from

the people who come up with the basic
patents,” says Michael Penn. The three-and-a
halfminute inventions on his third and latest
disc, Resigned (Epic), certainly uphold the best
aspects of the design pioneered by the patent-
holders of pop music. Like Dylan, Penn has the
ability to zigzag between the poetic and the con-
versational in his lyrics without missing a turn.
The language that ebbs and flows through “Like
Egypt Was,” “Out of My Hands,” “Figment of My
Imagination,” and “Small Black Box™ works its
dramatic effects with halfconfessions, intriguing
imagery, snippets of dialog, and a strong narra-
tive voice tempered by a Lennon-esque gift for
flat-out stunning melodies. With producer
Brendan O'Brien lend:
ing the proceedings
his trademark fuzz-
laden exuberance, Penn's new disc should place
him at the forefront of contemporary songwriting,
with his patent for pop composition firmly in
hand.

How would you describe your ideal envi-
ronment for writing?

A block of time in a place that's comfort
able in some way. | have to sit and go through

a lot of nonsense for several hours before any real work gets done. There’s an iner

tia—Ike a hill ! have to get up when | first get in wrting mode. What it sometimes
means is just getting comfortable with the wav the gutar or piano sounds in the room
that I'm in, then maybe I'll have to play an older song or two to get used to hearing the
sound of my own voice. Then | feel comfortable playing and developing ideas.

Ir the eariy stages, do you ke to have some idnd of intentiont

Whatever it's about is what's motivating it. So it's really just a matter of trying
to get the feeling out in words or music initially and
trying to hook into something. That doesn’'t mean
that it can’t instruct me somewhere down the line
that 't might want to be about something different. There's usually some theme
that | want to write about, but | don’t know necessarily which angle I'm going to
come at it from.

Dyues It help you on a song Pke “Me Around,” where the lyric seems falily
polwied, to have a specific person in mind?

Sometimes it does. To me, it's less important that that be true and more
important that it successfully capture the vibe. There's something to be said

S

about a song being pointed only enough to enable you to be honest, but beingjj
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| that voice.
that guitar.
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you can't get ‘em
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“...effortlessly subversive music”
—SPIN, Platter du Jour

“Ye %% %: DiFranco has
learned to use her guitar
like a second voice”
—Rolling Stone
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anywhere
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blunt enough to be relatable to other people.

How do you strike the balance between
the personal and the universal?

| write to communicate, and to me, that
can be achieved a number of different ways.
| think direct is good, | think emotional is
good, and 1 don’'t think they necessarily pre-
vent each other. | guess what I'm saying is
that one can be direct and not communicate.
One can be direct and it can be a laundry list.
That doesn’t interest me. One can be
obscure to be obscure and that doesn’t inter-
est me. It's funny, this balance of being
somehow universal and allowing a person to
be able to apply the words to their own life
where the specifics may not be the same. For
me, it's like every song has its own way of
taking a tone and | think there are aspects of
the songs that are more direct and there are
aspects that are—to use the “P” word
[laughs}—poetic. | don’t want to change what
I'm saying intentionally to force it to be more
universal at the risk of betraying whatever it
is that I'm about, whatever it is that I'm writ-
ing about. So if something is honest to me
and truthful to me, I'm just going to put it
down. The other thing is, lyrics can commu-
nicate on all kinds of levels. | think of the
Cocteau Twins. Their lyrics are essentially
just phonetics, but | get an emotion from it.
So there’s that aspect to lyrics that you can’t
ignore.

If you’re working on a song and you have
a great verse, but you keep running into a
wall where the chorus should be, what helps
you through it?

There are some basic tricks. If | have a
chorus and for whatever reason it isn't lifting
me, the first thing I'll do is try to change the
key and see if some kind of modulation is
called for. | try to explore all the avenues with
the raw material I've got. Then the other thing
is to just sort of begrudgingly go, “Well,
maybe this isn’t the chorus for this song,”
and what generally I'll do is play the verse
through, then stop and just listen and try to
feel where it's headed, then try a different
approach. It's definitely about launching. If
the verses are succeeding, they're taking me
some place. It's like you're walking up a hill
to something and the view that you see when
you get up there might or might not be
expected—but whatever it is, it has to justify
the climb. That's usually something that | can
recognize or say, “No, sorry, that’s the wrong
vista.”
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What makes a successful pop melody?

As far as | can gather, there really are no
laws regarding this. | just try to avoid the
trappings of clichés. If I'm writing something
where I'm constantly thinking, “This has
been done,” or “This is too much like anoth-
er song,” those are the things that make me
really frustrated and make me edit myself.
Then I'll have to find a way to either abandon
it or find some aspect of it that | can pull
something new out of. That’s what I'm trying
to discipline myself to do, because my
instinct is usually just to toss it.

Do you find that you gravitate towards
certain keys and chords?

That’'s usually dictated by my limited
vocal range [laughs). Apart from that | don’t
spend too much time with it. That’s the won-
der of the magical capo [laughs].

Do you let yourself be very influenced
when you're In a writing mode?

Sometimes, yes. If a record has really
stimulated me I'll aspire to try to capture
something of why that touched me. During
the making of this record, | was listening to—
and | don’t see the connection—but some of
the records that knocked me out over the
last few years were things like the first Liz
Phair record. That floored me. | thought it
was absolutely unique and wonderful. | also
love the first Beck album.

If you were hired to teach a workshop on
songwriting, what would your curriculum be
like?

I'd probably play them a whole lot of
records and say, “You see why this was orig-
inal?” and “You see why this was something
really personal and unique?” and “You see
why this other thing is a feeble attempt to
capitalize on the popularity of what was going
on at the moment?” There are uniquely per-
sonal statements and then there’'s all this
other stuff that's copying that. Then I'd say,
“Now go out and read a bunch of stuff so you
can use language to its best function.” | cer-
tainly wouldn’t suppose to teli them that |
know how to do it better than somebody else.
I'd just say, “Here’s stuff that | listen to, you
should listen to it too.” | don't feel like I'm
very good at talking about songwriting. It's
something that everybody finds their own way
of approaching. To me, it's just trying to be
honest, emotionally and lyrically—just trying
to reveal something. M]

Contributors: Bill DeMain is a songwriter
and a member of the group Swan Dive.




Iechnology doesnt mean jack unless it makes you sound better

“The [Yamaha] DG-1000 is easily the most authentic sounding tube amp simulator we’ve heard,” says Guitar Player magazine? After that, |
any talk of advanced phys cal modeling and the incredible processing power in the DG-1000 digital pre-amp is superfluous.
Suffice it to say that it took Yamaha—the creator of the 02R digital mixing console and the very first physical modellng ~based
synthesizer, the VL1—to create the technolcgy that could precisely reproduce the warm
tone and behavior of a vacuum tube to the point where it could satisfy even a purist.
Despite the hard-core engineering under the hood, Guilar Player magazine calls
the DG-1000 “a snap” to use. To nail your tone, just select an amp, tw'st a few knobs on DG-100G Befer lechnoiogy, better tone
the front panel and you're ready to play. There's no need to scroll through countless menus and parameters in search of your sound.
The Yamaha DG-1000 digital pre-amp is gasy to use. And it gives you superior tone. Because that's what advanced technology

A YAMAHA
4 GUITARS

©1997 Yamaha Corporation of America, P.0. Box 6600, Buena Park, CA 90622-6600, (800) 879-1131 ext.642.
Visit us at www.yanmahaguitars.com *Guitar Player magazine, April 1997, Page 129.
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by mac randall

n the liner notes to Epitaph (Discipline

Global Mobile), the latest release from

the King Crimson vaults (featuring live
recordings by the original 1969 Crimson),
Robert Fripp addresses the subject of his
early guitar style rather critically, to say the
least. “The guitarist,” he writes of himself,
“was an intense and driven young player. ...
After King Crimson in 1969 he practiced a lot
more and got better. This album suggests in
1969 his solos were pretty feeble.
[Bandmate] lan [McDonald] didn't like his gui-
tar playing very much and, on the evidence of
this album, | have sympathy with his view.”

That's being slightly unfair to oneself,
wouldn’t you say? While it's true that Fripp
had not yet achieved the dazzling technical
facility of later years, the imaginative comping
on songs like “Epitaph” and “Moonchild” and
the blistering fuzzed-out solo of “21st
Century Schizoid Man” were still pretty dis-
tinctive and more than a little influential to
generations of players. But Fripp stands by
his evaluation of his younger self. “| was a
good ensemble player, but in terms of solo-
ing, | hadn't found my own voice. What
improved radically from practicing was my
capacity to go into a solo event and impro-
vise. My aim was to practice to a point where
really good players would let me play with
them, so | could learn from them. And | was
very fortunate to play with and learn from the
musicians in the ‘69 Crimson.”

It may be that Fripp’s standards are high-
er these days. After all, over the last twelve
years he's spent a good deal of time listening
to and coaching other guitarists—about
1200 of them—in his Guitar Craft seminars.
He's probably taught those guitarists a thing
or two as well, though you won't hear that
from him. Fripp insists he is “not in charge
of” Guitar Craft. “If aspirant musicians are
waiting for someone to tell them what to do,”
he says, “nothing will ever happen. Students
work from their own initiatives. What a good
instructor will do is present the student with
techniques which will save the student a lot

of time. The student’s already connected to the

mains; the instructor switches on the current.”

One way Fripp engages his students is by
gettng them to pay attention to the smallest
actions. “| can look at the way a student holds
a pick and can extrapolate from there how they
live the rest of their life. If you change the man-
ner in which you hold the pick, inevitably you'll
change the rest of your life as well. Why?
Because how we organize one small part of our
life is how we organize all the small parts of our
ife, and all the small parts of our life taken
together are our life.”

Mucn of Fripp's concentration in Guitar
Craft, therefore, is focused on such apparently
-udimentary topics as the proper way to hold a

pick. But before any playing is done, Fripp asks
his students to try something that would seem
to be even more simple. “One of the first exer-
cises on a Guitar Craft course is to do nothing
for half an hour. It's very, very hard to do noth-
ing. Some people have found it impossible;
they have to leave the course. When we do
nothing, we become aware of all the noise
going on in our brains. You discover that your
body responds to a particular thougnt in a par-
ticular way—perhaps my shoulder goes or |
twitch or | find myself smiling or being angry.
Gradually we become aware that the actions of
our hands are intimately connected with our
thoughts and feelings, but that's a more
advanced stage of doing nothing as much as

~.
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you can.”

From doing nothing we move on to doing
something: sitting on a chair, picking up a gui-
tar, and paying close attention to ptacement of
the left and right hands. According to Fripp, the
thumb of your fretting hand should be planted
firmly an the middle of the neck, not sprawled
along the side. Using this method, the fretting
hand forms a conspicuous arch over the fret-
board. Fripp didn't always play this way, but he
adjusted his hand positions when the music he
was hearing in his head proved too tough to be
played otherwise. “In the summer of 1971,
when | was writing what became ‘Larks’
Tongues in Aspic Part One," my thumb wasn't
quite in the middle; it was a little further around

A master
Suitar
craftsman
discusses
hand
placement,
practice
habits, and
the discipline
of doing
nothing

the side of the neck. It was impossible for me
ta play those fast running lines unless my left
hand was efficient. So that summer | retrained
my left hand, re-established its center of gravi-
ty. because of the musical demand placed
upon it.” Although he acknowledges that many
players find it helpful for bending and vibrato to
hook the thumb all the way around the neck,
Frnipp maintains that he can bend a minor third
with one finger on the left hand and his thumb
still right on the center of the neck. “Unless
you've developed the musculature within the
fingers, you won't have the physical strength to
do that,” he admits. “But if you begin on the
assumption that you have to play [with the
thumb around the neck], you'll never gevelop

e XX 1] ))——

As for the picking hand, it should be angled
so that the plane of the pick is perfectly paral-
lel to the strings. To demonstrate the right way
to do this, Fripp first shows us one wrong way—
his wrist curves upwards at an angle that's
awkward but easily recognizable as a common
position for many players. “What is this? It's a
start reflex, like horses have just before they
start a race. It brings tension into the wrist, and
sooner or later that tension will move else-
where; the player is then always tense. In
Guitar Craft, we ask not for a start, but a begin-
ning.” He moves his wrist down a notch, so that
it continues the straight line of the forearm.
“This way, if you pick a string up and down,
you're just releasing and returning the hand.
That's a small example of effortiess effort.”

The next order of business is finding what
Fripp calls a “normative beginning point” for the
fretting hand. “If you know you're going to play
something in the third or twelfth position, then
you make that accommodation. But if you don’t
know where you're going, then the best begin-
ning point is in the seventh position with the fin-
gers established between the third and fourth
strings. Why? Because it's in the middle, which
is nearest to everywhere you might go.”

How much should a guitarist need to prac-
tice before these positions become second
nature? “Eight hours a day for three months,
however long eight hours a day is for you—
because time is subjective and depending on
the quality of our apptication and presence. For
some people, eight hours doesn't take very
long on the clock. But for others, you need six-
teen hours.”

In his conversation, Fripp repeatedly
stresses these seemingly rudimentary
aspects of guitar playing; for him, the term
“foundation” is all-important. “Most players
move too fast from where they are,” he says.
“They'd rather rush on to whatever instead of
establishing a foundation. If you don't estab-
lish a solid foundation, your playing will always
be undermined by basic flaws.” But if you
have established such a foundation, you may
find it easier to explore unknown territory.
“One of the main problems that most gui-
tarists have,” Fripp concludes, “is that they
assume they know what they're doing. They
play what they know. But the bigger challenge

is to play what you don’t know.” ’y
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A couple of years ago, Elie Garfinkel started looking

in the want ads and scouring all the music stores.
j He was looking for a good, used Taylor.

He says he knew "he would probably have
better luck winning the lottery,’
but he kept looking. He believed in fate.

Then, after a year of searching, he decided
to end his frustration. He took the plunge and
bought a brand new Taylor 510 model.




1997 Tarlor Guitars 1940 Gillespie Way, El Cajon, CA 92020. Tavlor® and Taylor Guitars®are registered trademarks of the company

About three weeks later, out of habit
he was glancing through the classified ads. The word
“Taylor] in boldface type, caught his eye.

It was an older model, in perfect condition.

At about the same time, his thirteen-year-old
son announced he was getting tired of his

electric guitar, and was ready for an acoustic.

Elie Garfinkel believes in fate.
He just knows that sometimes it’s
a few weeks behind schedule.







Nobody becomes a pro-
fessional musician in order to make a
lot of money--at least nabody in his or her right
mind. If getting rich is what interests you, we recommend
putting this magazine down and earolling in medical school. (Or, as

we'll see later in this article, finding some way of breaking into the music
business other than by making music.) For the truth about this business is that

there is plenty of money in the
makes it down the chute into the
this is obviously not exactly a
following the tlow of dollars in both
sides of the musician's life. One bit of
that clique of trend-defining, media-
even a smaller slice of the pie than you
do wind up in heavy rotation on MTV
Hard Rock Café, there's no guarantee
Hendrix's assets at somewhere around

names you may never know vyet
comfortable were it not for your
countercultural rite to multinational

poor have dropped from sight, and the

svstem but precious little of it

pockets of you, the player. ® While
surprise, there is plenty to learn in
the recording and the performance
msight is that, unless you make it into
saturating stars, your take represents
might have imagined. (And even if you
or asked to donate your old gear to the
of success: One source reported Jimi
$5,0C0 at the time of his death, and John
Lennon was selling off property to
avoid bankruptey not long before his
demise.) ® You want a more cheerful
spin? Well, you could reflect on how
many people vou and your fellow
artists are supporting--people whose
whose lives might be a lot less
music. As rock & roll has evolved from

business, the rich have gotten richer, the
middle-class artist slouches toward

extinction. In this sense, this scenario is merely a microcosm of modern society. What

makes the music business unique, notes artist manager Mike Lembo, "is that,
unfortunately, the most important part is disposable--the artist.” ® $24,231: The
average amount earned an 1996 by an Anierican worker. ® $30-$50 million: The

amount of money one leading record executive was paid to not fulfill the last

four years of his five-year contract. ®
money paid to members of the MC5
Back In The USA and Kick Out The
® Rock is for the voung. This is a
refrain that rings bitrerly true for 49-

year-old, self-described "anarchist”
guitar player and one-time MC5
member Wayne Kramer, who's in a
grouchy mood today. Blues Travelet
manager David Frye has just told him
he's been nixed for this summer's
HORDE tour because Neil Young
“wants to be the only Sixties guy on
the bill." ® That's a big deal for

Kramer, who's on a tight budget. Even

World Radio History

6 cents per dollar: The amount of
per album sold of the reissued

Jams albums.




YOUR ODDS OF BECOMING R ROCK & ROLL
STAR ARE SLIGHTLY LESS THAN YOUR CHANGES OF
WINNING THE PICK SIX AT A LOGAL 7-ELEVEN.

with Epitaph Records providing tour sup
port, the veteran rocker earns somewhere
between $45,000 and $50,000 a year—a liv-
able wage, but hardly the stuff of rock &
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roll legend. “I struggle to meet my expens-
es every month,” he says. A pause. “I'm
barely surviving.”

He’s not alone. According to a recent

M U S 1 C I AN

Soundscan study conducted over a three-
year period on ninety thousand titles, three
percent of all albums released accounted
for 72 percent of sales, while 67 percent of
all albums sold less than a thousand copies
cach. That makes your odds of becoming a
rock & roll star slightly less than your
chances of winning the Pick Six at a local 7-
Eleven.

“As long as people are inspired by
watching MTV to pack up the Pinto and
drive to L.A., work as waiters and messen-
gers until they achieve their rock dreams,
then the music industry will continue to
exist,” observes L.A. Music Network’s
Tess Taylor, who publishes a newsletter
which helps people network for jobs. “The
reality is, few people make it. And when
they do, quite often it’s not talent as much
as luck, tming, and persistence. It’s hard,
hard, hard work, and people don’t realize
what’s at stake.”

“It’s a cruel joke on artists, this dream
you're gonna make it someday,” agrees
Kramer, who earns between $250 and
$1000 a night on the road and is too embar-
rassed to reveal what he can afford to pay
his two bandmates. “It’s a great dream if
you’re making a living. But if you’re not,
it’s a joke perpetuated by lawyers, record
company exccutives, and agents. Look at
the lifestyle of these guys. They drive to
work in a nice car, sit behind their desks
negotiating deals, and then go back to a
home they own. They have money in the
bank, IRAs, health insurance. Their kids go
to nice schools. When do musicians get
ours?”

The problem, if you want to call it that,
is that most musicians love what they do so
much that getting paid is almost too good
to be true—at first. “I used to think playing
rock & roll was an act of rebellion, an edgy
thing to do, but now it’s just a vocation,”
sighs ex-Green On Red keyboardist
Chuck Prophet, whose $50,000 annual
income includes sales of between thirty and
fifty thousand albums in Europe and an
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“NOBODY'S OVERPAID IN THE MUSIC

INDUSTRY.

IF SOMEONE'S WILLING TO PAY YOU,

THEN YOU DESERVE THE MONEY.”

annual, money-making two-month tour of
that Continent.

“I’ve never been able to pay the rent
playing live,” admits Scott Thomas. His

debut album on Mercury languished, and
soon he found himself off the label and
earning barely enough to pay “for the gas I

used to get to the gig.” Luckily, Thomas

| E-SERIES

BrLL PRISELL

PLAYS EJ21s AND
EXL115S LIVE AND ON
HIS NONESUCH RECORDS
RELEASE, “NASHVILLE.”

A

J. D'Addario & Company, Inc. » PO Box 290, Farmingdale, NY 11735 USA
E-Mail: strings@daddario.com ¢ Home Page: http://www.daddario.com
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eventually became the object of an honest-
to-goodness bidding war, in part because
he booked himself into L.A.’s Café Largo,
whose intimate size made it easier to pack
with enthusiastic listeners. Today he’s
signed to Elektra.

“Maybe I’'m not so great at managing
myself,” he shrugs. “When someone hands
me a couple of hundred bucks at the end of
the night, I’'m going, “Thanks, you’re really
a great guy.” Meanwhile, I guess I'm filling
up the room. For me, seeing how that audi-
ence is going to react is the closest thing to
waiting for Santa Claus when you’re ten
years old. It just feels good. I love it.”

Ex-Wall Of Voodoo lead singer Andy
Prieboy reveals that the most he ever
earned from music in one year was $75,000,
in the form of a publishing advance which
went mostly to “pay off the debts from the
previous 35 years of suffering to clear the
decks for another five-year cycle of pover-
ty and obscurity”—and to give his Lincoln
a paint job.

“If you want to have health insurance,
make more than a hundred thousand dol-
lars, and live a Friends, ‘Let’s have lunch at
Swinger’s” kind of lifestyle, go ahead and
work at a record label,” he advises. “Most
of us are musicians because we saw a bunch
of perverts on TV when we were eleven
years old. We heard cool songs being
played by drug addicts on the radio and
thought, “This is for us.’

“I live a bohemian life. I’ll probably die
broke and old in a pauper’s ward from
some horrible disease. But this is what we
asked for. So shut up and stop whining,
There is no perk equal to the spiritual ben-
efits of being a musician. There is a comfort
in knowing I will sit at God’s right hand
and wave away the greasy smoke of certain
industry people as they suffer the torments
of eternal damnation.”

Still, the current chasm of recompense
on this carthly plane has the capacity to
gnaw. Prieboy tells the story of a current
major label head who once visited Wall Of



What a standing ovation

looks like on paper.

If you're @ musician, you know
what kind of performance it takes to
bring the critics to their 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
rewiitable optical disc—the heart and
soul of all four-track MiniDisc recorders. It
made it possible to record digitally on
four tracks 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
capabilities of the MiniDisc format, it's Sony.
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“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 MAGAIINE,

Sony's exclusive Track Edit function
aliows 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.
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“THE SOUND (OF THE MDM-X4) IS
ALMOST AS GOOD AS DAT, AND LIGHT
YEARS AHEAD OF CASSETTES."”

CRAIG ANDERTON. EQ MAGALZINE.

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 mutti-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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“THE MUSIC BUSINESS IS R MIGROCOSM
OF WHAT WILL EVENTUALLY
BRING CIVILIZATION TO ITS KNEES."

Voodoo in the studio while they were
recording. “He brought along a six-pack
and a coupla bags of Fritos and made like
he was one of the guys,” recalls Prieboy.
“Six months later, while we’re looking at
our accounting statement, we see $15.67
subtracted for beer and chips.
Unbelievable.”

This incident gives you a bit of insight
into how some record companies have
practiced the art of “royalty recoupment.”
“The music industry is the only business
that makes artists pay for their product in
that way,” says Tess Taylor. “They’ve done
it for so long that I don’t think the system
will ever change. I'd always ask myself,

‘How much is that limousine costing me?
How much am 1 being charged for that
party?” But no one ever questions it until
the money’s all been spent.”

A top industry lawyer frames the issue
more bluntly: “The part of this business
that still amazes me is the degree to which
you can’t trust people’s promises. As some-
one who identifies with the artist, I see
them constantly get sucked into believing
that some A&R guy at their label is their
best friend who'll never fuck them. [ can’t
believe the degree to which some people
promise things to artists when they know
it’s not in their power to deliver them.”

The pinch being passed down to musi-
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cians isn’t always felt by those on higher
branches of the music tree. Though indus-
try fortunes are volatile—see “Bad Times
for the Music Business” in our June ‘97
issue—there’s been explosive growth in
profits over the past decade: Between 1990
and ‘96, total value of unit shipments rose
from $7.5 billion to $12.5 billion. Typically
label GMs and executive VPs can snare
$500,000 or more of these earnings per
year, while heads of promotion are now in
the $300,000 to $400,000 range. Marketing
heads are increasingly in demand, with
salaries for a good one moving upwards of
$400,000, while sales heads hover in the
$250,000 range. Publicity VPs earn a rela-
tively low $175,000 to $200,000, mostly
because that department has long been the
sole domain of women in this boys’ club.
In each case, however, base salaries are just
the starting point, with some labels reward-
ing employees with hefty bonuses that can
total up to 75 percent of their income.
Small wonder that Wayne Kramer jokes,
“Actually, I’'m looking for a job at a record
label. I can be creative and organized.”
Record labels make more of a profit on
breaking artists than on successful veterans,
who’ve often renegotiated better royalty
rates, sometimes to startling advantage.
Indeed, over the past few years, big-money
deals made with Aerosmith, Prince,
R.E.M,, and Janet Jackson haven’t panned
out nearly as well as labels would’ve hoped.
If you’re currently an unsigned artist, this
does give you one small advantage: As in
sports, developing rookie stars from your
farm system before they become unre-
stricted free agents is usually preferable to
buying aging veterans at premium prices.
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more fun to be single. Rane is right. A stereo filter
set with a single set of controls is accurate,
simple, and sonically

superior. See your

Mojo dealer today and ask about
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“SEEING HOW THAT AUDIENCE 1S GOING
TO REACT IS THE CLOSEST THING TO WAITING FOR
SANTA CLAUS WHEN YOU'RE TEN

In years past, younger bands could
make their rent while developing their
chops by taking their act on the road. But
as label support shrinks, those days are

mostly gone. “Everything costs more and
the bands are making less,” says veteran
road manager Gary Hirstius, who started
out by driving a truck for Ricky Nelson at

Rickie Lee Jones releases her new album Ghostyhead.

36 SEPTEMBER 1997

M U S I CI AN

YEARS O0LD.”

$700 a week, went on to manage the leg-
endary L.A. punk-rock band the Circle
Jerks, and currently pulls upwards of
$3,000 a week to oversee tour production
for the likes of Don Was, Herbie Hancock,
and Jill Sobule.

With record companies scrutinizing
every penny of tour support, Hirstius says
today’s tour manager has to wear any num-
ber of hats, from working the computer-
ized sound and light mixes to handling
baggage and booking hotels. Count on
spending from $600 a week for a roadie
with two to three years of experience to
$500 a day each for members of the A-list
crew. “Instead of having four guys on a
crew, you have one or two,” Hirstius
points out. “And without tour support,
forget it. A band couldn’t make it a week
out there. These days, there’s no frivolity.
Label accountants want everything to the
penny on paper. Everyone wants more for
their buck.”

It’s not much easier on the other side of
the bar, according to Clifford Antone,
founder of the legendary blues club which
bears his name in Austin, Texas. These
days, with 177 venues in town offering live
music seven nights a week, Antone faces
heavy competition. Throw in rent, help,
electricity, and a fourteen percent liquor
tax, and the club owner needs to sell $1,000
worth of liquor on a weekday and $3,500
on a weekend just to break even at his 500-
capacity nitery. Despite that, Antone con-
tinues to book local acts on weekdays and
lets them play for the door after taking less
than ten percent off the top for expenses.

“You just want to be playing, even if it’s
for free,” he says of working bands. “If you
have the talent, you need to look at it like a
business, like you’re opening a store. Keep
working at it. Put the eight hours a day into
your band you would for a job. This is
hard work. You have to devote your life to
it.” Inspiring and truthful words—but the
fine print is in Antone’s recognition that
many bands want to play ... “even if it’s for
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“THIS DREAM YOU'RE GONNA MAKE IT SOMEDAY
IS A JOKE PERPETUATED BY LAWYVYERS,
RECORD COMPANY EXECUTIVES, AND AGENTS.”

free.” Just try running a store that way.
With so many bands battling over gigs
that pay peanuts, more musicians are find-
ing their way into emerging specialized
fields, including soundtrack work, indie
production, and remixing. And if major
labels are losing faith in long-term artist
development, then guys like Big
Management’s Gary Salzman, whose roster
includes red-hot remixer Todd Terry and
songwriter Michelle Lewis, will fill in the
gaps. Terry, for instance, whose drums &
bass remix on Everything But The Girl’s
“Missing” re-ignited that band’s career,
now commands as much as $50,000 plus
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— WAYNE KRAMER

points on remix projects. “Nobody’s over-
paid in the music industry,” Salzman says.
“Todd’s been doing the same thing he’s
been doing for the past two or three years.
He’s just getting more and better offers
now because people see that his way
works. If someone’s willing to pay you,
then you deserve the money.”

One solid source of income for main-
stream and fringe musicians alike remains
that old standby, music publishing. Even
Suicide’s Alan Vega and Martin Rev, the
ultimate anti-commercial act, hit the jack-
pot at least once. Former music industry
headhunter Marty Thau claims that each
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will earn more than $100,000 in publishing
and mechanical royalties from having
Henry Rollins cover “Ghost Rider” on
The Crow’s soundtrack, which has sold
more than 3.5 million units internationally.
According to manager Mike Lembo, his
client Jules Shear collects between $200,000
and $250,000 per year in songwriting roy-
alties, having penned such hits as Cyndi
Lauper’s “All Through the Night,” the
Bangles’ “If She Knew What She Wants,”
and Alison Moyet’s “Whispering Your
Name,” which appeared on an album that
sold 1.5 million copies in Europe, as well as
on Moyet’s Greatest Hits collection.
Songwriters, of course, get paid publishing
and performing royalties for each format in
which a song appears.

“How many artists have been around as
long as Jules Shear has, without having a hit
on their own, and can make that kind of
money doing what they love to do?” asks
Lembo. “If you’re going to survive as a
manager, you need a few balls bouncing in
the air at once, until you get that one big
act. If you hit with something in publish-
ing, it’s like real estate—a real annuity.”

One of the truisms of the record busi
ness is that you’re nobody until somebody
wants you. Average bands being pursued
by two or three labels are now getting
upwards of $400,000 for two albums firm,
while an all-out Prodigy-style sweepstakes
procures offers of a million dollars plus. Of
course, that can be a trap: The larger the
advance, the easier the temptation to spend
it on the making of an album whose overall
cost will be that much tougher to recoup.
These days, an average album by a new
major label signing runs in the range of
$200,000 to $240,000, with a top-flight pro-
ducer like john Leckie (Radiohead, XTC,
Kula Shaker) asking $75,000 plus four
points. Indie budgets are considerably less:
Wayne Kramer’s latest, Citizen Wayne (on
Epitaph), was recorded with David Was as
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Introducing the new model 1029A. It's our latest active nearfield
monitoring system that has all the integrity and performance
you'd expect from a Genelec. It’s accuraie, features amazing
dynamics, and can deliver big SPL’s from a plug n’ play, rugged
aluminum enclosure. Best of all, the 1029A is surprisingly
affordabie. Then. there’s our new 1091A, a matching, active
subwoofer specifically designed to be the 1029's perfect
bottom-end sonic companion.

And because Genelec has 20 years of active monitor design
and manufaciuring, you can be sure what you hear represents
the audio truth. So, regardless of your Space, large or small - ®
or your professional persuasion - broadcaster or rock n’ roll, G E N ELEC '
this Genelec active monitor system will let you hear the trees
- even if you're not in the forest. The Whole Truth And Nothing But The Truth.
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“IF YOU HAVE THE TALENT, YOU NEED 70 LOOK
AT PLAYING LIKE A BUSINESS. THIS

producer for a relatively paltry $40,000.

“Should you go for a lot of money
upfront?” asks a leading entertainment
attorney who represents mostly new,
young bands in their publishing and label
negotiations. “Yes, if you have the leverage
to get it. When all is said and done, the
majority of bands that are signed fail, and
you might as well have some money in the
bank for going through the hassle. But you
should go for it knowing that it has noth-
ing to do with whether you’re actually
going to have a hit record or a successful
career.”

In other words, a big advance is no
guarantee the label is going to push buttons
for you. In fact, the two biggest acts of
recent years, Alanis Morissette and Hootie
& the Blowfish, signed relatively low-ball
deals in the $75,000 to $100,000 range.

(After the albums hit, the A&R executives
who brought them in—Maverick’s Guy
Oseary and Atlantic’s Tim Sommer,
respectively, were rewarded handsomely,
Oseary with a piece of the company and
Sommer with a reported million-dollar
bonus and a brand new $40,000 BMW, a
gift from the band itself.)

Indeed, a big advance doesn’t guarantee
that you’ll ever see the money at all.
Despite selling three million copies of their
first two albums, Collective Soul was broke
and back home living with their parents,
practicing in a rented $700-a-month cabin,
and living on $150 a week apiece. Then
there was TLC, who racked up ten million
sales with their first two albums and ended
up filing for bankruptcy. With this in mind,
it’s no surprise that Wendy Day of the Rap
Coalition, a Brooklyn-based organization

Wanna Get Turned On?

MUSICIAN magazine’s CD samplers will turn you on to the most
exciting releases from music’s new & popular recording artists.

From cutting ed¢e cuts from tod
fresh tracks from the icons of roc

al's most innovative artists to
, pop. country and jazz, each

CD fulfills your desire for new sound sensations! Plus, every
mpler comes complete with bios and label information on

all the featured artists.

Go Ahead- Give Yourself a Cheap Thrill! Order our latest sam-
pler for only $3.99 each including shippin¢ & handling!
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Name:
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that educates hip-hop performers about
music industry basics, has observed that
even a gold-selling artist can wind up
working for less than twelve dollars an
hour, the national average, after a label
recoups its production, tour support, and
promotional costs.

So what do you do? As noted at the
beginning of our story, your choices are to
check out of this madhouse and come to
terms with a world that values office grunts
more than artists. Or you can do what you
know, in your heart, is the right thing,
which is to keep practicing and playing.
Even among fringe players, there remain
proven strategies for survival. One is sim-
ple frugality. With the advent of the $600
home studio, it’s a lot cheaper to make a
record than, say, a movie. (Of course, this
can be construed as the ultimate argument
against jumping into the film business, an
even grimmer pit than the one we inhabit.)
It also helps to maintain a will of iron.
Marty Thau, who managed both the New
York Dolls and Suicide and also discovered
the Fleshtones, credits their success to “a
specialized talent coupled with a willing-
ness to persevere and survive, and maybe
go through some tough times. You have to
keep a global outlook and develop certain
off-the-beaten-path markets.”

Wayne Kramer has done all this and
more. “I don’t have any delusions about
being the next big thing,” he says. “I just
want to be able to work, put out a record
every year, meet my expenses, tour. There
should be a way [ can do this. ’'m motivat-
ed by the fear of ending up homeless and
sick. I'm scared to death of ending up on
the street with no money. The myth is, if
your picture’s in the newspaper, you’re
somchow independently wealthy. On one
level, I accept this lifestyle; my idols were
always struggling jazz musicians, beatnik
poets and writers. But there’s a dispropor-
tionate number of people making fortunes
while the people I consider my comrades,
the musicians, end up with nothing.”

Contributors: Roy Trakin is senior edi-

tor of Hits magazine. M



The 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 vou 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 vou to places other products have only dreamed
of going. High energy dance music pulsates out of Orbit using its
powerful synthesis capabilities to create mind hoggling 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.

Planet Phat! the Swing System™ — No boring, tired old sounds
here—just slammin’, funkadelic, in-your-face original sounds
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from E-mu’s cutting-edge saund designers. Created specifically
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 anly 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
contolled by E-mu’s BEATS mode. With all the classic Latin
sounds as well as modern sounds, Carnaval will add spice to
your music. Turn 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 Systems, Inc.

P.O. Box 660015, Scotts Valley, CA, USA, 95067-0015
Tel. (408) 438-1921 « httpx//www.emu.com

United Kingdom Offices: Suite 6, Adam Ferguson House, Eskmills
Industrial Estate, Musselburgh, Scotland EH21 7PQ Tel. +44 131 653 6556
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“ONE FOR YOU, NINETEEN FOR ME™

How British Rockers Get Rich

ot everybody in this racket of ours is

a scuffling musician or obscenely rich
executive. A few of us—a very few—

are obscenely rich musicians. And if you
happen to be an obscenely rich British
musician bent on keeping your income
secret, our advice is: Watch out for Chff
Dane. As founder, chairman, and entire
staff of Media Research Publishing Ltd.,
Dane dedicates himself to telling the world
just how much the aristocrats of rock in the
U.K. actually make. His latest findings
were published last May in Rock Accounts.
But why just British acts? “Because
many leading British artists structure their
financial affairs around limited compa-
nies,” Dane explains, “which by the provi-
sions of local company law have to file
accounts in specified detailed formats in the

public domain.”

Dane has examined the stats on more
than five thousand acts—enough to draw
some provocative conclusions. “Over the
last five to ten years, major artists have seen
a very substantial increase in disclosed
earnings,” he reports. “Whilst this is due in
part to cyclical up turns in the careers of
certain artists, it also derives from ... the
globalization and concentration among the
major record companies, the switch to
compact discs, and the general boom in
sales and publishing revenues, (which)
means that major artists can now command
superior deals to those negotiated a decade
ago, with larger percentage splits and
advances.”

According to Dane, there are several
areas where British bands chasing big

bucks need to succeed. First is the interna-
tional dimension: “The U.K. can only be a
base for an assault on the world market,”
he insists. “Otherwise earnings will stall at
the £1-2 million level. Thus, whilst Blur’s
Parklife can sell maybe a million copies in
the UK., Eric Clapton’s Unplugged man-
aged over seven million in the U.S.”

A healthy division of income through
recording royalties, music publishing rev-
enues, and touring is also essential. At times
a strong performance in one of these areas
can compensate for weakness in others.
“Touring, for example, can become the
main income source for bands like the
Rolling Stones,” Dane says. “They toured
regularly through the Eighties and
Nineties, during periods when their record
sales were not that spectacular, and the

ATOR

The work of seminal Jamaican producer LEE SCRATCH PERRY is celebrated in a three CD boxed set.
This is the essential collection for the reggae, dub and LEE SCRATCH PERRY fan.
Feataring fifty-two prime tracks from the golden era of his Black Ark studio, including two previously
unreleased songs by The Congos and The Heptones, eight alternate mixes, seven alternate takes,
ten extended mixes and enough DUB to shake your house down.

To hear the music call 1-888-438-6874 (artist code# 0745) The call is free!
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gross receipts around the world from their
Voodoo Lounge tour were probably close
to $300 million.”

Tour sponsorship and merchandising
has a lot to do with this kind of success.
“Simple Minds received merchandising
advances of around £500,000 for major
tours, and Dire Straits Overseas Ltd. dis-
closed merchandising income of £1.4 mil-
lion in 1992-'93,” Dane notes. “And
though amounts paid for tour sponsorship
and product endorsement are generally not
published, Dire Straits Overseas did dis-
close £3.7 million of sponsorship income in
the period of their On Every Street tour.”

The corporate downsizing trend is
reflected in British music; we see more
hired guns and fewer permanent band
members on tours and recordings. More
British artists also seem to be cutting back
on management expenses by taking over
their own business affairs. While Dane sees
this as a dubious long-term strategy, he also
points to contractual clashes between
bands and their managers as a potential

SELL YOUR
MUSIC NOW!

Create Full Color Custom Promotional

Cards To Market Record Releases & New
Bands e Great For Recording & Sound
Studios @ Sell Instruments, Accessories &
More! @ (all Now For More Information!

Modern Postcard
1-800-959-8365
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source of disaster.

“Artists need to retain greater control
over their recordings, both artistic and
financial, than their predecessors in the
Sixties and Seventies. Given the increasing
evidence of longevity aof rock music,

Elton John

$19,892,000
Sting $14.€
$14,450,659

$13,630,700

Eric:Clapton
Phik €ollins
George Harrison (Beatles)
David Gilmour (Pink Floyd)
Yoko Ono (Beatles)
Roger Watess (Pink Foyd
Paul McCa-‘ney (Beatles)

Rick Wright (Pink Floyd)

arrangements whereby artists license their
recordings for a fixed term rather than sign
away the copyright in perpetuity obvious-
ly would make it possible to work out
more lucrative deals in the future. In gain-
ing favorable contractual terms oppor-
tunism can be a key factor: George Michael
benefited from DreamWorks’ need to
launch their label with a major artist.
Corporate developments in the industry,
such as Seagram’s takeover of MCA,
should present an environment that favors
major artists.”

Then there are taxes. For British acts the
situation is nowhere near as draconian as in
the Beatle era, when certain slices of invest-
ment income could be taxed as high as 98
percent. Even so, many of today’s players
minimize their tax burden by reducing the
amount of time they spend on British sotl.
This is one reason why the Republic of
Ireland, with its tax exemptions for “cre-
ative” people, has become a popular resi-
dence for Def Leppard and other expats
from nearby England.

So who are the richest Brits in the biz?
Dane offers two answers, classified as dis-
closed earnings and what he calls “fantasy”
earnings. The former is based on figures
filed by the artists, estimated from compa-
ny pension contributions plus net divi-
dends recorded in 1995 (sce Table 1). By
this reckoning, the Rockefeller of British
rock i1s EHt n. Though he lists Sting
in second place, Dane notes that his music
publishing and songwriting income may

MU S I C1I AN

not be included in his disclosed income, in
which case his haul may surpass John’s.

Who is the top-earning band in
England? None other than our old friends,
the Beatles. Thanks to an increase in his
salary as a director of Apple Corps Ltd.
and earnings from his own H.O.T. Records
Lid., George Harrison was the group’s
leading money-maker. All three surviving
members, along with Yoko Ono, enjoyed
substantial income through sales of Live at
the BBC and the Anthology series.

“Fantasy” earnings offer a more com-
plete yet less verifiable picture of total
income. Dane derived these figures by
supplementing the figures in Table 1 with
estimates based on a variety of sources,
including record sale stats from the RIAA
and equivalent European organizations,
annual statements from record labels,
Pollstar compilations on North American
tour receipts, articles and ads in Billboard
and other trade magazines, and The Value
of Music, a study of the U.K. music indus-
try published in late 1996.

As shown in Table 2, the E top
this list, due mainly to huge sales for the
Anthology series. Oasis comes in second
as England’s richest current band, thanks
to royalties from Morning Glory and
ample income from concerts.

There’s lots more in Dane’s book,
from how money makes its way through
the British music industry into the pock-
ets of artists, to financial portraits of
major performers. Write Dane at Media
Research Publishing Ltd., Lister House,
117 Milton Rd., Weston-super-Mare,
Avon, BX23 2UX England, fax [011-441-
934] 64402, or you can email
cliffd@premier.co.uk. M
—~Robert L. Doerschuk

him at

The Beatles $81,120,000
$42,250,000

$33.800,000

Oasis
Queen
Pink Floyd $25,350,000
$21,970,000

$21,970,000

George Michael

The Rolling Stones

Sting $20,280,000

Rod Stewart $18,590,000
Bush $16,055,000

Simply Red $16,055,000
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t was just a simple question. | was sitting under a
tent on the patio roof of the Claris Hotel in Barcelona with
Radiohead’s guitarist Ed O'Brien, bassist Colin Greenwood,
and drummer Phil Selway on a warm May afternoon, and |
was wondering which member of the band played the intri-
cate guitar line in 5/4 time that begins “Let Down,” a song
on their new album OK Computer. © “That’s Jonny,” O'Brien
said. Jonny Greenwood, Colin’s younger brother, is the
Oxford, England-based quintet's resident multi-instrumental
prodigy. He's also Radiohead’s closest approximation of a
traditional rock lead guitarist—though you only need listen
to his playing for a moment or two to realize that his
approach is anything but traditional. = Okay, so Jonny's play-
ing the 5/4 line at the beginning. How does the rest of the

band know when to come in? Everyone besides Jonny is

playing in 4/4, but on the album version, the song starts at
a seemingly random point. Where's Phil going to start the

count-in when they play the song live?

MU S I C1I1 AN SEPTEMBER 1997
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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
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In response, Selway took a deep breath.
The corners of his mouth curled up in a
bemused smile. Slowly, he spoke. “Well,
that’s the whole mystery of it, isn’t it>” The
smile became a wide grin, and the sentence
ended with a loud laugh. “Actually,” he
revealed, “there’s an acoustic guitar at the
beginning that was mixed out for the
album.”

And that’s when the argument started.

“We should try to have Thom play the
acoustic guitar again at the beginning,” said
O’Brien, with a touch of heat in his voice.
“l really think so.” Thom Yorke is
Radiohead’s frontman, the one with the
spiky hair and the voice that can travel
from Johnny Rotten-ish bite to Bono-
esque passion to choirboy purity in a mat-
ter of seconds.

“It sounds good without the acoustic
on the album, though,” Colin piped up.

“Yeah, but we didn’t ever start the song
like that before,” Ed replied. “Doing it live,
we need to establish that tempo.”

“Otherwise, the drums might not lock

PLUCKY

hen it comes to electric guitars, THOM
YORKE's a Fender man, with a collection
including a Seventies Telecaster Deluxe, a
Seventies Jazzmaster, a recent Japanese-
model Tele with stacked humbuckers, and a
customized Ameri¢an Standard Tele with a Strat
neck, one humbucker, and an active preamp
control, His fave amp’s also a Fender, a two-
year-old Twin Reverb, to be exact, and he plugs
into it by way of a ProCo Turbo Rat distortion
pedal and a Boss digital delay. For the acoustic
numbers, Thom hauls out a Yairi DY-88
acoustic/electric. When asked about strings,
JONNY GREEN-
WOOD plays a slightly rewired Fender

he replies: “I use them.”

Telecaster Plus (the extent of its rewiring is

apparently a trade secret) and a mid-Seventies
Fender Starcaster through Fender Deluxe 85
and Vox AC30 amps. Effects include a Marshall
Shredmaster, DigiTech Whammy, Small Stone
phase shifter, Roland Space Echo and a few
homemade boxes, including the tremolo pedal
that Jonny uses on “Bones.” He tickles the
ivories of a Fender Rhodes electric piano, a

Korg Prophecy, and a FATAR keyboard controller
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n,” Phil warned.

“Exactly—it’s so dodgy. With the
acoustic, we’d know when to come in.” Ed
was pushing the point hard. It was obvious
this wasn’t the first time this debate had
raged, and it probably wouldn’t be the last.
For a few seconds, all three members were
talking loudly at each other. Then, just as
quickly as it had started, the conversation
ended. Everyone stopped. Selway looked
around at the other two, turned to me, and
said with a smile, “So there’s your answer.”

#~ his bricf exchange reveals a lot
about Radiohead. First, it demon-
strates how sensitive they are to

each other, even while arguing. No throw-

ing chairs, no kicking over tables, no
yelling, just sensible making of points, and
then a spontaneous end to the conflict as
soon as the volume got too high, as smooth
as if it had been pre-orchestrated.

Second, this three-way argument shows
just how important the little details are to

Radiohead. Guitar parts, drum grooves,

connected to an E-mu Classic Keys module. ED
O'BRIEN's list of electrics includes a ‘67
Gibson ES 355, two recent-model Fender
Stratocasters, two Nineties Rickenbacker 360s
(one six-string and one 12-string), and a guitar
handmade by his tech called The Plank. Among
his many effects are a Lovetone Meatball,
DigiTech Whammy, MXR Phase 90, three Boss
half-rack delays, Korg A2, Dunlop Tremolo, plus
the AMS digital delay heard at the end of
“Karma Police.” It all runs into a Mesa/Boogie
Tremoverb and a Vox AC30. Both Ed and Jonny
use .010gauge Elite strings. COLIN GREEN-
WOOD plays two Fender Precision basses, one
‘72 and one ‘77, through a Gallien-Krueger
800RB head into an Ampeg SVT 8x10 cabinet,
“with a backup 400RB just in case the 800
ever goes down mid-rock.” A late-Sixties 20-
watt Ampeg combo is also employed for over-
drive purposes. Other electronics include a dbx
160T compressor, an Alembic tube preamp, a
Companion distortion pedal, and a Novation
“Climbing Up The
Walls.” He uses Elite Stadium Series strings.

Bass Station synth for

“They're great for playing clubs,” he says. PHIL
SELWAY pounds a four-piece Premier kit with
Zildjian cymbals. He also uses Zildjian sticks,
size 5A.
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slight manipulations of an arrangement—
it’s all cause for constant discussion, and all
five members are involved. When it comes
to playing or talking music, their enthusi-
asm is rarely dampened.

That enthusiasm, that attention to
detail, and that intra-band sensitivity, along
with a large amount of imagination, talent,
and skill, have helped bring Radichead to
an enviable point. After two albums that
have sold in the millions worldwide (the
second of which, 1995’s The Bends, also
garnered critical raves by the truckload),
they’ve become an Important Band in the
cyes of their record company, EMI
(Capitol in the U.S.). And so, for the fol-
lowup to The Bends, they were granted the
freedom to record wherever and however
they liked, with whomever they liked, and
take as long as they liked to do it. The band
returned the favor with OK Computer, a
self-produced collection of twelve songs
that takes the daring sonic and structural
experimentation of The Bends at least five
steps further. It’s a thrill to listen to, but it
doesn’t exactly sound like it’s going to
knock the Spice Girls out of the Top Ten.

Regardless, EMI welcomed it with open
arms—or so we’ve been led to believe.
Which brings us to Barcelona. The
dark, mysterious medieval streets and
grand tree-lined boulevards of the Catalan
city have long made it a favorite band des-
tination, and so they chose to play a couple
of warmup shows here, debuting some of
the OK Computer songs onstage. “We did-
n’t want to start in the UK.” Yorke
explains, “because we had a lot of obliga-
tions in Europe. But now, because we're a
big band, you see”—he breaks into a
grin—“we can say to people, ‘Actually,
we're not going to play all around Europe
for a month going through airport X-ray
machines and getting sterile, so we’ll
choose a city.” And that was Barcelona.”
Before my interview with Thom and
Jonny, Jonny takes several photos of me; he
explains they’ve been doing this with
everyone they’ve met on the trip. And the
whole shebang, including our interviews, is
being filmed. No one knows exactly
what’ll be done with the footage, maybe a
documentary sometime down the line. All
they know is that this period of time has to

be captured for posterity. “Nothing’s been
documented ever in our history,” O'Brien
explains, “and this week is something we
wanted to document.”

Why? “Don’t you think it’s unusual?
We're in this beautiful city, and all these
[press] people have flown in just to see us.
It’s a pretty bizarre time.”

&~ he buildup to this “pretty bizarre

‘ time” began back home in Oxford,

when the members of Radiohead
decided they didn’t need a producer for
their next album. Instead, they’d buy their
own recording equipment, set up their own
studio, and do the work themselves, with
technical help from their engineer Nigel
Godrich. “That came from us realizing we
enjoyed recording our B-sides [with
Godrich in their Oxfordshire rehearsal
space] more than the traditional record-
ing,” Jonny says. “Moreover—which is a
word I’ve never used before—our B-sides
were occasionally better than anything
we'd done. So someone was trying to tell

us something.”
“And we listened,” Thom adds.

David Wilcox
turning point

Turning Point - David’s first studio
recording in three years, displays the
continued growth of an artist bound
for bigger things to come. This new
studio recording on KOCH Records,
is a stellar collection of new songs
from one of Amcriea’s best and
brightest talents. David combines
evocative, thought-provoking lyrics
with his inventive and intricate guitar
wizardry. His performances are
capped by his infectious vocals.

David Wilcox's lyrical insights into
matters of the heart, mind and body
are deep and intense. He always
communicates his material with a
unique sense of humor and joy for life
- a joy that has created a tremendous
bond with anyone who hears his

recordings or performances.

Management: Carter/Simonson

KOCH International L.P. 2 Tri-Harbor Court Port Washington, NY 11050
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“Actually, it was our manager who
dropped this bombshell by saying, ‘Look,
you should buy your own gear.” We’d been
talking about producing ourselves anyway,
but this whole trip of getting your own
gear, being responsible for it, putting it in
cases, you take it where you want, it’s your
shit—that was the most exciting idea. We’d
been listening to Can at one point, and they
used to record that way, in big rooms with
bits of blankets and beds and shit on the
walls, and Holger Czukay would endlessly
tape, tape, tape and then splice it together.
It just sounded amazingly cool—basically
four-track gone badly wrong,

“The one thing we knew we wanted
was a huge plate [reverb]—that was Jonny’s
idea. Other than that, we got whatever
Nigel told us to get.”

It should be noted that the gargantuan
reverb on Thom’s voice during “Exit Music
(For A Film)” was not produced by a plate,
but by the stone floor of a large hall in
actress Jane Seymour’s fifteenth-century
mansion near Bath, where the band did
some later tracking. “The initial recordings
were done in our rehearsal space,” Thom
says, “and the problem with that was we
could go home when we wanted. It was
impossible to commit yourself to it when
you knew you had to go home and do the
washing up. So we had to find somewhere
else, but we didn’t want to be lab rats in a
studio, and someone mentioned this house.
It was in a valley stuck on its own, nothing
anywhere, and it had the most enormous
ballroom. I spent my whole time there ter-
rified, because everything constantly
reminded you of your own mortality.”

The Bends was distinguished by sterling
production from John Leckie, for whom
the band’s had nothing but good words.
The relationship was clearly a pleasant one,
so why not continue it? “We wanted a
clean slate,” Thom replies. “It would have
been more meaningful if we’d chosen a dif-
ferent producer,” Jonny says. “The fact
that we chose none at all is no reflection on
John Leckie. It’s a reflection on producers
generally, I suppose. But then we keep
meeting them and they say, ‘I'd love to pro-
duce you but you patently don’t need me.’
Scott Litt said this to us, which was a love-
ly compliment.”

Would the band ever consider using a
producer again? Ed: “Only if there was

something a producer could do that we
knew we couldn’t do. If we needed a Teddy
Riley-type sound, we’d hire him,” he says,
at least partly in jest.

Sull, the band is humble about the
achievement. “We didn’t put the word
‘produced’ on the album,” Thom says. “We
put ‘committed to tape,” because that’s
what it was.”

on OK

Computer, four may already be

familiar to Radiohead fans. The
bleak but melodic “Subterranean
Homesick Alien” (featuring Ed on
Rickenbacker 360 12-string and Jonny on
Fender Rhodes), the gorgeous “Let
Down,” and the album’s sole heavy rocker,
“Electioneering” in double

f the twelve songs

(written
dropped-D tuning), were all tackled by the
band live over the last year or so. The dra-
matic “Lucky” was first featured on the
War Child charity album Help, released in
1995. The band hemmed and hawed about

including it on their own record and even |

attempted to remix it, but eventually went
with the original version. “The song
deserved a bit better than what it had got-
ten,” Jonny says. “It was indicative of what
we wanted to do,” Thom adds. “It was the
first mark on the wall.”

This large amount of older numbers
doesn’t mean the Radiohead songwriting
well has run dry; it simply indicates that, as
Thom puts it, the age of a composition
“wasn’t very relevant. What was more
important was how we approached the
song, how to find a way in. Nigel said all
through the sessions, ‘It doesn’t matter
how you get there as long as you get
there.””

OK Computer’s newer songs are riskier
structurally, loaded with odd numbers of
measures, disorienting key jumps, and
time-signature skips. (“We have gotten a bit
sick of the number four,” Jonny comments.
“Like the Pixies did. I mean, is repeating
that riff a fourth time going to make your
life any better?”) The album’s leadoff sin-
gle, “Paranoid Android,” is a six-and-a-
half-minute, four-movement cpic that
sounds like it owes something to Seventies
prog rock. Jonny, who was responsible for
writing a large chunk of it, downplays that
influence: “I’ve been trying to find some
good prog rock, but every last record is ter-
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rible, sadly, except for the use of
Mellotron.” Prog or not, the song was
recorded in three sections at different
times, and then grafted together later. “Our
working model for it was ‘Happiness is a
Warm Gun,”” Thom reports. “I didn’t hon-
estly think it was going to work, so when
we put it together it was a shock.”

Although Thom remains the band’s
principal writer, Jonny’s contributions have
increased considerably. “It used to be hard
to say, ‘Listen to this,”” Jonny says. “You
know, ‘I can’t sing a note, but what do you
think?’ But something like the ‘rain down’
section of ‘Paranoid Android’ was worth
doing—it just needed a context.”

“I always get to a point in a song where
I can’t go any further,” Thom says, “and
I’'m not the world’s most interesting or
interested guitar player; it always has been
a totally functional thing for me. So to
respond to something that someone else
has put forward is far more exciting.”

reating the sounds to go along with
the songs was apparently more than
half the fun for Radiohead. The
opening track, “Airbag,” features a distort-
ed drum track that sounds almost as if it
were looped—if only there weren’t so
many variations. Yorke chuckles when
asked about it. “It took two days to put
that track together,” he says. The band
weren’t happy with the drums as they were
played live, so Yorke, Selway, and Godrich
used a Mac and an Akai S3000 sampler to
cut up, rearrange, and generally manipulate
them. “We took inspiration from the way
D] Shadow cut up and reassembled
rhythm tracks,” Phil says. “I went in and
drummed for a quarter of an hour, and we
took the three seconds’ worth of any value
out of it, and then put it back together to
form this angular track that you don’t gen-
erally get from programming or loops.”
“We were trying to imitate an old demo
that we’d done when we were very young,
with Jonny putting a drum track through
his Moog, sampling it, and then fiddling
with the EQ,” Thom says. “I wanted
something that sounded organic, so you’d
never think it was aloop.” As for the song’s
funky, lurching bassline, Colin swears it
wasn’t a product of the recording console’s
mute button; he really played it with all
those gaps. “I was thinking originally I

might put something else in those empty
spots, but we never got ’round to it.”
Another particularly noisy track,
“Climbing Up The Walls,” is distinguished
by the use of several tape loops (Thom:
“We had tape running around the room on
that one”), as well as a bassline played by
Colin on a Novation Bass Station synth.
“There’s no distortion on it; it just gets that
squelchy analog sound naturally. Jonny
told me the notes to play,” Colin says
dryly, “cause I'd never seen a keyboard.
Now for the gigs we’ve got colored dots on
the keys so I don’t get it wrong.” “Karma
Police” ends with an explosion of distorted
guitar peppered with ugly dropouts, cour-
tesy of a rackmount AMS digital delay.
“That machine malfunctions wonderfully,”
says Thom. “Ed played the notes that start-
ed it, but basically it’s the machine playing
itself.” Ed explains that the noise was made
by turning up the delay’s regeneration, then
slowly turning the delay speed down.
That sonic burst leads directly into
“Fitter Happier,” basically a bit of poetry

written by Thom and intoned by the |

Macintosh, using its built-in SimpleText
voice generator. “It came out like a shop-
ping list,” Thom says. “I write stuff like
that all the time. I wouldn’t normally use it,
but I responded to the way the computer
voice pronounced it. That voice seemed a
logical extension of this list mentality.”

Did anything in particular inspire the
making of these trippy, disturbing sound-
scapes? “We’ve just been obsessed by
[Miles Davis’] Bitches Brew,” Thom says.
“That is a record for the end of the world.”

Jonny: “But it’s the drumming and
piano playing we get off most on, rather
than the guitar and trumpet.”

Thom: “Well, [John] McLaughlin must
have felt a bit fucking lost. Two drummers,
two Fender Rhodes players, and all those
bloody wind instruments. But the sound of
the trumpet, the delays on it and stuff, is
what Jonny’s trying to do with guitar.”

“My ears get bored quickly,” Jonny
says. “Sometimes a guitar plugged into an
amplifier isn’t enough. I can’t play trumpet,
so it’s not going to sound that much like
Bitches Brew. We don’t have access to an
orchestra, so it’s not going to sound much
like Morricone, either. But you aim for
these things.”

“Aiming and missing is the whole
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premise really,” Thom continues.

As we speak, the first finished copies
of OK Computer, complete with final
art, are being examined by the band’s
management in an adjoining hotel suite.
Everyone’s excited that MTV has agreed
to play the animated video for “Paranoid
Android,” and that the single, despite its
length, is being broadcast regularly on
Britain’s Radio One. Still, as Ed points
out, this is a bizarre time for the band.
“We’ve just finished the record,” Colin
says, “and we haven’t got a clue what’s
going to happen.”

“If a band has a successful album and
then they start making records that don’t
sell,” Ed says, “that’s when the record
company’s really got you, because
they’ve given you this taste of what it can
be like, and they’re like, “Now you’re not
selling, we’re going to tell you what to
do.” lt would be scary if that happened.”

“We’d get put in prison,” Colin says,
“or be shot.” He laughs as he says this,
but the underlying uncertainty is real.

#7= here’s no detectable uncertainty in
the band’s performance later that
night. Radiohead’s first Barcelona

warmup show takes place at a nightspot

called the Zeleste, which is in just about
every respect exactly the same as any
rock club you’ve been to, except that the
stage is a little bigger. The computer-spo-
ken words of “Fitter Happier,” on tape,
greet the band as they come on; the

Catalonian youth don’t quite get it but

cheer anyway.

Before the adoring crowd, Thom con-
fesses, “This is the most fucking nervous
we’ve been in about two years.” Honest as
this remark may be, it’s in no way borne
out by the playing. Though tonight the
band don’t always achieve the inspira-
tional heights that they can attain in con-
cert (a show I saw them play at New
York’s Mercury Lounge a couple of years
ago ranks in my all-time top five), they’re
still better than 97 percent of what you’ll
see out there. It’s a well-paced set, inter-
spersing new songs with favorites from
The Bends. The band’s obviously pleased
with at least some of the new material live;
the break back into the heavy guitar riff
toward the end of “Paranoid Android”
gets everyone smiling.

It helps to have a solid frontman, and
Thom Yorke is perhaps the most com-
pelling in rock today. On older tracks
like The Bends’ “Bones,” he still does his
familiar writhing, gesticulating, Mr.
Uncomfortable act; on newer ones, he’s
more subdued but no less engaging. With
just a tiny wave of his hand or a subtle
vocal inflection, Yorke conveys several
acres” worth of emotion.

While Thom holds the audience’s atten-
tion front and center, Ed and Jonny go
about their work like old-fashioned
alchemists. For “Lucky,” which opens the
set, Ed scrapes the strings above the nut of
his Strat with a razor blade; during “Exit
Music” he does a good job of approximat-
ing the background noise of the album ver-
sion by methodically scratching his pick
along the strings over the fretboard, from
sixth string to first. On “Bones” Jonny
bends over his tremolo pedal, turning the
rate knob manually; the act seems invested
with magical significance, like an ancient
ritual. Throughout the show, Jonny fre-
quently jumps from guitar to keyboard and
on to more unusual instruments—xylo-
phone on “No Surprises,” transistor radio
on “Climbing Up The Walls.” When he
does step out on six-string, he snaps his
picking arm back violently after every
gutsy stroke; no wonder he’s wearing an
arm brace for repetitive stress disorder.

The band gets called back for three
encores. “The Tourist,” the slow, spacious
album closer, is a standout. It benefits, as so
many Radiohead songs do, from a fine gui-
tar arrangement. For the final part of the
song, Ed strums chords, Thom plays a
melody line on the low end of the neck,
and Jonny solos up top. The parts mesh
beautifully; this is that rare three-guitar
band that is always tasteful, never over-
bearing. Ed, Thom, and Jonny stay out of
each other’s way and each other’s frequen-
cies. Sounds casy. It’s not.

One song is conspicuous by its absence
from the set list. And that is—you guessed
it—"“Let Down,” the song with the five-
against-four line that Ed, Colin, and Phil
were arguing about earlier. Evidently, the
band still hasn’t agreed how the song
should start. But knowing Radiohead, I
imagine they’ll get it sorted out soon
enough. And there’s little doubt that the
song will be better for the effort. M
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by Robert Raines » illustration by Jason Stratt
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For
musicians
exploring
the online
universe,

"networking”
has taken on

a new

meaning.

Ne

Through The

Evin as countless musicians are struggling with nastering and pressing CIs, printing
insxts and artwork, trying to figure out how to advertise and distribute their “prod-
uct.,” and hoping they can mmake some money out of the whole mess, z revolution is
underway thar will make all of this a lot simpler. Thanks to the Internzt, «s already
possible to make your music availablc to a potentizl audience of forty million, all with-
oul pressing cr mailing a single disc. And while you're at it, you can tell each of your
fans where your next gig is a=d when your next album comes out, or send them pho-
tos sound ¢t ps, and videcs—all at about the same cost it takes to produce a modest
derzo. » Mixh of this is due to a recent technolog cal development called “streaming™
audic, as piacered by two companics, Real Audio (www.realaudio.com) and
She:kwave sraw.macromedia. com). Streaming makes it possible for users to hear
muksic as it fhos into their computer from the Net. This is a major improvement over
having to dewnload an entirc file before you hear any of it. Until recently, only M'DI
tilez eould be Zownloaded guizkly. But there's no audio in MIDJ files, and audio files

ten. 10 be very very large; with most users” moders running at 28.8 kbps, it still takes
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about fifteen minutes to download a three-minute audio file in
traditional formats. Streaming works around this problem and
offers audio quality that has improved in one short year from a
poor AM radio crackle to near-CD fidelity.

Impressive as these innovations are, the change we’re looking
at is even bigger. We’re at a point now where the traditional
underdogs of the music business—the musicians, and especially
the mavericks and nonconformists—can seize control of their
careers online.

But how do you do it? There are three choices for Web-hun-
gry bands. One is to get yourself signed to a label with a Web site
of its own. The Tragically Hip, for example, are offering the U.S.
an Internet-only release of their new live album, Live Between
Us, distributed by N2K’s Music Boulevard (www.musicblvd.
com); the label’s Rocktropolis site (www.rocktropolis.com)
staged a live cybercast last May to promote the effort. The band
plans to take an “Internet Tent” on the road with them to post
interviews and exchange email with fans.

The second path is to pay a fee to add your music to an estab-
lished site. They’ll help you with the necessary technical stuff
and usually create your page for you. This is the easiest way to
go, but the tradeoff is that you’ll be one in a crowd of artists, with
little creative control. Some sites, like Rockonline (www.
Rockonline.com), offer this service for free. For others, like
Kaleidospace (http://kspace.com), artists post for a small fee; the
staff sets up the page and helps you link to various search

engines. This site has excellent online distribution and promotion
as well as secure online ordering.

Perhaps the most ambitious of these sites is Internet
Underground Music Archive, or IUMA for short (www.iuma,
com). This site boasts more than 300,000 accesses per day for
approximately nine hundred online musicians who post videos
and music as well as exchange email with their audience. Fans can
also post reviews and purchase products online. The basic ser-
vice, available via a submission form on the site, costs $240 for
one year. It includes one song (under five-and-a-half minutes,
plus a twenty-sccond excerpt), up to two pages of text, and two
images. Extras include video, stats on your page, additional
songs, images, and text, all available for small fees. Labels can also
join for $660 a year, which includes two full IUMA band sites.

The third path is to create and post your own site and attract
people to it through word of mouth, advertising, links with other
pages, or whatever other means you can devise. Of course, self-
produced sites require a significant investment of time to keep
the pages updated, as well as a variety of computer skills and pro-
grams to get it up and running. There’s a parallel to the difference
between recording your album at home and going into a pro stu-
dio with engineers: You have more control if you do it yourself,
but the hassle factor may not make it worth the effort.

A key issuc in all this is copyright protection; music posted on
the Net in digital form has long been seen as an irresistible target
for piracy. But protection is now available. The clever folks at
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Enter—-to-=win

The sony Ministudio Giveaway!

1 You could walk away with a home
recording system worth over $4,000!

(You don't really have to walk away with it, we'll send it to you!)

£ \Y » i Prize Package includes:

STEIM ArlC * MD Multi-Track Recorder MDM-X4 - Uffers up to 37 minutes of
DO Ck t' high-quality 4-track digital recording on an .iD data disc. Features
P cl. the exclusive Track Ldit system and a hoat of other functions.

¢ Digital Audio Tape Deck DTC=-A6 - Iceal for CD production, this
basic master ceck Is capable of recording analog sources in a 44.1kHz

One lucky grand prize winner chosen at random will win a frequency, a:id can be connected with a wide range of equipment.

-+ ey i 1 3 . * Powered Near~Field Monitor Speakers SMS-1P/B - Witn its 10crs
conplete SCNY ministudio system featuring compact desizn and TSNS Al s asmonitors aokiete playback with & Highly

top-of-the-line ecuipment performance options. accurate mixiig balance. Auti-magnetic properties makes these monitors
Ten runner-up winners will receive The Musician's Guide To ideal for deskuop music and video editing.

Touring & Promotion, 8th edition - the key music indus * Digital Multi Effects Processor HR-MP5 - Features 51 great eftects
& Y 4 o 4 e ar.c includes intelligent pitch shifter, built-in tuner, 100 preset effects
source for today's working musician.

anc 160 user memory settings.
. » Dynamic Microphone F=-780 ~ Delivers superb, powerful and balanceu
11CC LO Wil sound qualisy in an elegant, black=-finished body.
=) + MI DATA Discs MMD-140 (10) - with a 14Clis capacity, signals are
/ stored uniformly through to the outer tracks eliminating unnecessary
enpty areas. 32aled construction protects against dust anc particles.
C * DAT Tapes PDP-34 (10) - Delivers CD format digital audio fidelity
2 » witn low erpor rate.
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NO PURCHASE NECESSARY, TO ENTER print name. address and daytime phone number on the aitached postcard or 376" cord. Enter s often as you wish, but each eniry must be postmarked separately. MAIL TO: MUSICIAN/SONY MINISTUDIO GIVEAWAY., 1515
BROADWAY, 11TH FL.. NEW YORK, NY 10036, ALL ENTRIES MUST BE RECEIVED BY SEPTEMBER 30, 1997. Not responsible for lost, kate or misdrected entries, Ohe (1) grand prize winner and fen {10) runner-up prize winners wil be selected in @ random drawing rom ol
completed entries reccived, Drawing wil take place on or about OCTOBER 6, 1997. Odds of winning depend on number of entries recelved] AY entries become the property of MUSICIAN magozine and SONY Inc. [“sponsors”) and wil not be
acknowlcdged o retumed. ALL PRIZES WILL BE AWARDED AND WINNER(S) NOTIFIED BY MAIL OR PHONE ON OR ABOUT OCTOBER 10, 1997, Prizes/approx. fetail value: (1] grand prize Sony Minkstudio system {$4200) and (10) Musician's Guide To Touring & Promotion
{$9.95). Open to oll legal residents of the U.S. (except Florida) and Canada {except residents of the Province of Quebec) 18 years of age and older except employees of MUSICIAN magazine, 8P| Commurications. SONY Inc, and their famies, respective owners
offikated entifies, parent subsidiaries, deolers, agencies, officers, directors, sharehold nts, independent confractors. kicensees, successors and assigns of each. Subject to of federol, state and local kaws and feguiations. Void where protibled by kaw. No

substitution/iranster of prizes permitted except by sponsor(s). Taxes are the sole responsibiity of the winner(s). Grand prize winner must execute o Relegse, Grant of Rights and Affidavit of Ekgibdity and Prize Acceptance Forms 30 days from date of rofification
Noncomptance/retum of prize notilication as undefiverable wil result in disqualification and olfernate selection. For a list of winners, send a SASE by Octeber 17, 1997 fo: MUSICIAN/SONY WINNERS LIST, 1515 Broadway, 11th Floor, New York, NY 10034
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Liquid Audio (www.liquidaudio.com)
have developed a method by which audio
files transmitted over the Net can be com-
pressed and tagged with copyright infor-
mation. “We’re offering a total music
commerce concept, from preview to pur-
chase,” says the company’s electronic
marketing manager Tom Murphy. “We’re
not only raising the bar on a fidelity level;
we're dealing with asset protection, copy
protection, and those many issues you
need to deal with when people download
music and burn it onto a CD.”

At the heart of the system is Liquid
Audio’s authoring system, Liquifier Pro
($995). This software, which runs on
Windows or as a plug-in for Digidesign
Pro Tools on the Mac, optimizes your
files for Internet delivery and encrypts a
copyright watermark without affecting
the audio quality. These invisible digital
watermarks will identify the original pur-
chaser of the music, thus discouraging
unauthorized resale of downloaded files.

Liquid Audio’s “watermark” is actual-
ly the ISRC (Industry Standard
Recording Code) copyright tag, which is
added to music files during the recording
process. When a user buys a file online, he
or she is assigned a “key,” which lets them
play the file and make a certain number of
copies from the computer into which the
file was downloaded. The number of
copies that can be made is set by the orig-
inal provider of the music. This key also
prevents copying the music to different
computers. During the downloading
process, the user is also assigned a second
personalized watermark, which identifies
him or her as the original purchaser. In
theory, the files are now copy-proof. But
even if a hacker somehow gets past the
key and makes ten thousand illegal copies
of a file to sell, each of those copies will
still bear the original buyer’s personalized
watermark.

Several online sites have leaped at the
brass ring being dangled by Liquid Audio.
IUMA, which currently sells CDs on
consignment for artists posted on the site,
is about to launch a program of distribut-
ing sound files through use of Liquid
Music Server ($20,000), which enables the
delivery of high-fidelity audio produced
and mastered with Liquifier Pro. (The
Liquid Music Server also allows online
music transactions via various Internet

MUSICIAN

providers and automatically tracks copy-
right/royalty management.) And N2K
(www.n2k.com) was planning a market
test for July’s Plug-In conference in New
York as we went to press.

“We’re going to get feedback from our
customers, who are already pretty savvy
online,” says Chris Bell, N2K'’s vice-pres-
ident of creative technologies. “We want
to work on viability and program flow.
By the end of the year we plan to be doing
this on a larger scale. There’s a lot of cus-
tomization going on in terms of integrat-
ing Liquid Audio with our commerce
engine and customer service. ‘e-mod’ is
our end-to-end process, beginning with
discussions with artists all the way to
dealing with royalty issues, and Liquid
Audio is a very important enabling tech-
nology that sits right in the middle of it.”

Technology aside, perhaps the most
important aspect of the Web is the com-
munity that it has created. People all over
the world can suddenly share ideas,
gripes, and common interests with a key-
stroke or two. This is where the power of
the medium really lies—in the potential as
the ultimate tool for grassroots communi-
cation.

Roger Black, formerly art director for
Rolling Stone, and now president of the
Interactive Bureau (www.iab.com), is
developing an online music site for launch
later this year. “The record companies are
still waiting for the next Beatles, but I
think that’s very unrealistic,” he says.
“People aren’t listening to music along the
lines of their generation or geographic
location any longer. Our entire society—
and its musical taste—has diversified
tremendously; everything has become
very granular. Artists who can sell thirty
thousand records worldwide on the Net
wouldn’t have a chance going through tra-
ditional record company channels. They
couldn’t even get a deal. But now, on the
Internet, they can make a very nice living
by selling their music themselves online.
That’s why the record companies are in a
state of panic. They’re fucked, and they
know it. I can well imagine that the David
Geffen of the year 2000 will emerge from
the Internet.”

“Before we were on the radio, people
who were surfing the Net would come
across other music pages that would have
a link to ours,” adds Jeff Beres of Sister




With Monster Cable, everything just sounds bigger and belter.
it'’s got this Rind of ‘otherness’ that you can't really describe,
but it's the same Rind of thing that bappens

» S i “When I play, 1 need the sound of my guitar to match
when you master a record.” - J. of White Zombie

what's inside my bead. The cables I use are the link
betweern my instrument, my audience and me.
Honster Cable does that better than any other cable.” - Lee Ritenour

Monster
makes
the connection.
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lite ombie’s J. to share a stage with From J's searing solos to Lee's “singing” guitar lines,
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J's make-your-earsbléed style of metal and Captain Fingers’ intended. Whether your style is smooth and clean or hard

ever meant to inhabit the same worlds. and nasty, there’s only one cable that can bring out the
Monster in your music.
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Hazel. “That’s how they’d find out about
us. Now we have a section on our site
where we link bands that we dig and pages
that are cool, just like they used to do for
us. All the bands start helping each other
out this way, which is cool.”

Niclds of the Nields
(hup://pobox.com/~nields) also values

Nerissa

the community spirit of her band’s Web
site. “We’ve purposely made it very inter-
active. We see it as our home, and we go to
it to see what our fans are interested in.
There’s a portion of the Web page where
they can ask us all sorts of questions. We
divide them amongst ourselves, then we
answer them and post that on the site.
There’s also a section for our own band
column, which we rotate every week; we
write something or create a drawing or a
cartoon to post. In addition, ‘Nields
Nook’ is a chat area that we have up for
our fans to talk with each other about us.”

Keep in mind that if you want your
music to be heard by this online commu-
nity, people have to be able to find you.
The Yahoo search engine lists more than

twenty thousand music sites, so searching
for a specific piece of music can be an
overwhelming task if you don’t have the
URL (the Internet address). Linking your
site to a search engine is an important way
to help your fans bookmark your site.
This can be as simple as adding key words
called META tags to the top of your
HTML page. These META tags are seen
by search engines as they scour the
Internet in response to user requests. A
user looking for “bluegrass” would dis-
cover your page if the word “bluegrass”
was included in your META tag. (Because
it tends to clog up the search process,
though, it’s considered bad Web form to
overdo this, so be conservative in the
number of words that you add to your
META tags.) Some search engines also let
you add your page to various search cate-
gories. Visit sites like Yahoo or Lycos to
check out their policies for including your
site in their listings.

There are other ways to let people
know you’re out there. Many bands
include their URLs on all mailers and

ACOUSTIQA[CHEMY FROM GODS & MONSTEHS\
FOUNDEirAND CAPTATN BEEFHEART ‘GUITARIST. "

GARY ]LUCAS
%ucmge/@m&

“A'LEGEND, Lucas...is a master‘of
every playing techfigue.”
—Rolling Stone

“ECIectlc warm and mind-bgggling.”
\ e—New York Daily News

ltEﬂlUS Paradigm Records, 67 Irving Place South, 3rd floor, New York, New York 10003
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mention their site from the stage. You can
also check out chat areas and places where
people post emails about music. Use your
imagination.

As bandwidth becomes less of an issue,
video will be more and more ubiquitous
on the Internet. Like audio, videos can be
formatted to stream to your computer,
bypassing the necessity of downloading
the whole file. Personalization is also a
promising possibility. Companies like
Firefly (www.firefly.com) will recom-
mend music to their audiences based on
preferences that the user provides. In this
way, these recommendations are tailored
to the taste of each individual user. “Push”
technology will soon make it possible for
you to receive recommendations—and
music news that you alone might be inter-
ested in—without your even having to
request it. These sound clips or informa-
tion files will be waiting for you the next
time you turn on your computer. Virtual
reality and other goodies are still a bit out
of reach, but it’s just a matter of time
before these and other exciting features
are part of the everyday Web experience.

Major acts like David Bowie
(www.davidbowie.com) and Todd
Rundgren (www.tr-i.com) have released
Web-only versions of their singles.
Rundgren is also offering subscriptions to
the recording of his next album: Fans will
be able to download his latest studio cuts
while the sessions are in progress, and
hear the album as it comes together. Those
who subscribe will receive the final CD as
part of the overall package.

Sure, nobody’s yet fully exploited the
potential of this medium, but that’s why
it’s so exciting. Somewhere out there is an
artist who is going to use the Internet in a
totally innovative way. If you let your
imagination run with the possibilities, it
could be you.

Contributors: Robert Raines (www.
robert@rrcreative.com) is a musician and
Web site designer. He created the recent’y'
launched Barnes and Noble site. His CD
of electronic blues was released this sum-
mer.



What does Bush have that you don't?

...It ain't talent!

IUMA is the Internet's first hi-ft music archive, dedi-
cated to the promotion and distribution of indepen-
dent artists like yourself. [UMA will build, design,
and house your website which includes music, band
logo, photos, biography, and contact information
all beautifully laid out by our professional designers.
Use us to sell your product to the world and beyond!
We'll handle all your distribution needs. We collect
orders securely online, or through or 800 number. We
warehouse and ship your product all
at no additional cost to you. Plus, we offer what other
websites can't, a heap of traffic! Mention this ad and

get $50 off!

Foll Mo More!!

LIQUID AUDIO® Were now
powered with the internet’s highest
quality streaming audio!

CREDITCARD ORDERING
Music lovers can order YOUR
products securely online or through
our toll-free 800 number!

JUST 30 SECONDS! When
you call us, we'll give you your own
“Under Construction” page with
your own internet address! Snifty!

How & Got on JUMA

STEP 1 Cut our the coupon
below and send it to us, or give us a
ring at 1-800-850-4862.

STEP 2 Fill out the submission
form and send it back to us with
your music, pictures, and info.

STEP 3 Check out your page on
IUMA along with the 25,000 other
daily visitors. Bring out the Bush in
yourselfl

Please send me IUMA submission info.

1 Name: <
ey Voted #1 Music Site by USA Today
i Cikye _ State: Zip

Phone: Email:

{ Number of Root Canalas
Cﬂip and maif to: IUMA 303 Potrero St. #7A;: Santa Cruz, CA 75040 USA
i or FAX to: [408] 424-5918 e

B IVALA

Internet Underground Music Archive
bbtP://www. iuma.com Email: info®iuma.com o Phone: [408] 424-4842 o [800] 850-4842 » Fax: [408] 424-5718

©1997 Internet Undergroyad Muaic Archive s My fat uncle is bald and hairy




Veillette MK Il

baritone 12-string
According to people who ought to know, the Veillette MK
IIf baritone 12-string ($1650) is the first instrument of its
kind ever. This semi-solidbody acoustic/electric (with
Alvarez 500A piezo bridge transducer featuring three-
band active EQ) has a 26 1/16"-scale maple neck bolt:
ed on to an alder body with figured maple top. The fin
gerboard’s maple too, and offers that most endearing of
features, a zero fret. Tune from Cto C, Bto B, Ato A, or
whatever makes you want to rumble and jangle the most

Veillette Guitars, 2628 Rte. 212, Woodstock, NY
12498; voice/fax (914) 679-6154.

Kurzweil K2000VP

Keyboardist /ing vintage analog synth sounds might
want to take Kurzweil's K2000VP ($1995) out for a test
run soon. For a limited time, the K2000VP will be sold
along with a 30disc library of classic ARP, Moog,
Oberheim, Sequential Circuits, Roland. and other synth
sounds. Even without the discs, though, there’s plenty to
enthuse about: 61 keys, 24 voices, 32track sequencer,
DSP software, 3.5" high density disk drive, 64MB of RAM
and PRAM, and sampling capabilities. » Kurzweil, c/o
Young Chang America, 13336 Alondra Bivd.,
Cerritos, CA 90703-2245; voice (310) 926-3200, fax
(310) 404-0478.

Evans EQ1 coated bass

heads

Due to popular demand (yes, drummers, your opinions
do matter!), Evans has reissued its EQ1 coated bass
drum head. (Actually, the heads are frosted, not coat
ed—makes them look cooler in photos.) The EQ1 is a
single-ply, dry-vented head with an internal E-ring; the
frosting dampens the head's vibrating plane, giving it
less attack than a normal bass head but a fuller low end
it's available in 18" ($46.10), 20" ($49.70), and 22"
($54.70) size Evans, c/o J. D’'Addario & Co., 595
Smith St., P.0. Box 290, Farmingdale, NY 11735;
voice (516) 439-3300, fax (516) 439-3333.

12/

M U S

c




Signal Transport
Project Patch TRS
If you're putting together a home studio and would like to
avoid the headache of wiring up a patch bay, Signal
Transport has a deal for you. The Project Patch TRS stu-
dio wiring system ($250) features 48 1/4" front-panel
jacks. Each group of eight jacks appears on a singie gold-
plated, rear-panel multipin connector. The mating cable
connectors are stackable end to end for easy subdividing
into any combination of two-, four-, or eight-channel cir-
cuits. There's no need to solder or crimp a single wire.

Signal Transport, 3219 Pierce St., Richmond, CA e
94804; voice (510) 5286039, fax (510) 528-6043. 4

Cakewalk Pro Audio 6.0

Those Cakewalk people just keep adding interesting stuff
to their software. Version 6.0 of Pro Audio for Windows
95 includes several new wrinkles: CFX, which gives you
pro-quality effects like pitch shifting, compression,
reverb, flange, and delay directly inside the program:;
StudioWare, which lets you cieate software control pan-
els for any hardware that supports MIDI; and support for
all Microsoft DirectX-compatible audio plug-ins. All this
and more for $399 ($499 for the Deluxe version, which
includes a two-CD-ROM colection of multimedia tools).

Cakewalk, P.O. Box 760, Watertown, MA 02272;
voice (617) 926-2480, fax (617) 924-6657.

Galaxy Audio Far
Outlet
Playing an outdoor gig? Need power? The Far Outlet
(dig the name) Personal Power Station from Galaxy
Audio is a fully selfcontained no-table source of
110-volt, 60Hz household current. About the size
of a lunchbox and lightweight enough to carry in
one hand, the Far Qutlet provides up to 250 watts
continuous and 400 watts peak power. It's guaran-
teed clean as a wall outlet (which, by the way, is
where you plug it in to recharge it), and it goes for $299
(battery not included). Galaxy Audio, 601 E.
Pawnee, Wichita, KS 67211; voice (316) 263-2852,
fax (316) 263-0642, E.m
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"Kurzweil Has Great Vibes"

and hundreds of ofther Hof sounds’

Says Music Legend
Lionel Hampton!

‘Create Cool Vibes of Your Own
on the Worlds Finest Digital Piano”

KURIWEIL
Mark 12

VISIT OUR WEB SITE AT www.youngchang.com/kurzweil E-mail kurzweil@aol.coin

Kurzweil Music Systams, 13336 Alondra Blvd.. Cerritos, CA 90703 Tel: 562-926-3200 Fax. 562-404-0748
Young Chang (Piano) Canda Corp., 395 Cochrane Drive, Markham, Ontario L3R 9R5 Tel: 905-513-6240
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h, semantics. In a
recent, otherwise co-

herent interview, Paul

McCartney spoke of
how many of today's young musi-
cians are “tributing”™ (sic) the
Beatles. It is perhaps in this spirit
that a Silicon Valley company called
Desper Products claims that their

SOMETHING

concept is simple, although it reads like magic: The left-
right stereo image is altered so that it wraps around you in
a 270-degree arc instead of lying in a flat plane—even
though you're listening from just two speakers that are
physically in front of you.

This psychaacoustic sleight of hand is accomplished by
proprietary means, but basically here's how it works.

( by howard massey )

SPATIAL

The Spatializer Retro

technology enables musicians to
happily “spatialize” sounds in the
comfort of their home studios. And
precisely what would you use for that
purpose? A Spatializer, natch. (If any-
one out there hears of a Tributizer,
please let us know.)

Actually, | shouidn't be so flip,
because the truth is that | love sur-
round sound, which is what this is all
about. And Desper's version of it is
impressive, making their Spatializer
Retro one very cool product. The

N THE AIR

Stereo source ma
terial is fed into the Spatializer's proces-
sor, where certain midrange frequencies in the left+ight dif-
ference signal are extracted and enhanced in a process
which includes selective phase manipulation
This signal is then recombined with the
original “dry” signal and fed to a con-
ventional speaker pair. The result is
that some signals which are
panned hard left and right seem to
come right out from in front of the
speakers and appear on either side
of you, or even slightly behind you.
Depending on the source signal you
feed in, the effect ranges from subtle to
downright spooky, but the bottom line is that the
sound is enhanced in an interesting and unusual way.

The Spatializer Retro is Desper Products" first foray into
the home/project studio market, and a most welcome

entry it is. The company is probably
best known for its computer sur-
round sound development (a slew of
sound cards and PC speakers use a
simplified form of this technology),
although they have also maintained
a line of highend recording prod-
ucts, such as Pro Spatializer and
Spatializer-8. These have quietly
served as a secret weapon in the
hands of top-level studios and engi-
neers, and have been used on
Grammy-winning albums by the likes

of Michael Jack-
son, Bonnie Raitt, Aerosmith, and
Gloria Estefan. But these products
also had a very steep price tag
(they've recently been discontinued)
on the order of six grand and up,
depending on configuration. Their
demise is probably attribut-
able in no small measure
to the introduction of the
Spatializer Retro, which
carries a list price of
just $649 even though
it boasts professional
studio specs and
includes much of the same
technology used in its prede-
cessors.
The Spatializer Retro also has a
refreshingly uncomplicated design,
with almost all of its complexities/

N
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m___ pick

hidden beneath the surface and away from the
user interface. In fact, the front panel of this
singlerack-space puppy sports just one big
knob, two switches {one for bypass compar-
isons and the other to check mono compatibili-
ty) and two smaller knobs (used simply to set
input levels). It's the big knob (simply labeled
“Space”) that does all of the work: The further
clockwise you turn it, the more processing is
applied. It's that simple, and you’ll be up and
running in minutes.

In tacit acknowledgment of the wide range
of environments in which the Retro may find
itself, both input and output jacks appear on
standard 1/4" connectors and accept both bal-
anced and unbalanced plugs. There's an input
level selector {-10 or +4) which allows the unit
to interface with any kind of mixer or tape
recorder, and there’s even a handy ground lift
switch which can be engaged if you hear a nasty
ground loop hum. (This may occur if your sys-
tem isn’t grounded correctly.) Ground lift switch-
es are commonly found on direct injection (“DI")
boxes, but this is the first signal processor I've
seen that sports one—kudos to Desper for
thinking of it! Just about the only thing missing
from Retro’s rear panel is a digital input/output,
but that's admittedly a lot to expect from any
product at this price point.

There are three basic ways that you can
interface the Retro with your mixer. One is to
send signal to it from a stereo bus or subgroup
outputs and to return signal into a couple of
spare input channels or effects returns. This is
actually the best technique because it allows
you to selectively route only those signals which
are to be spatialized—simply send those chan-
nels into the stereo bus or subgroup. But this
will work only if the stereo bus is separate from
the mix bus, and not every mixer has this kind
of flexibility. Alternatively, you can strap the
Retro across mix bus inserts (assuming your
mixer has this feature) or you can simply place
it between the mix outputs and the input of your
two-track. If you use either of the latter two con-
figurations, all signal will always be passing
through the Retro and you can decide which
sounds are to be spatialized by panning them
either to the extreme left or right—remember, it
affects only those signals on the outside of the
stereo spectrum. Of course, it's not the great-
est idea in the world to always have to send all
your signals through any device (the idea is to
keep the signal chain as short and uncompli-
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cated as possible, since every processor adds
some degree of noise and distortion to the sig-
nal), but the Retro's audio specs are quite
good, and in practice | found the signal degra-
dation to be absolutely minimal.

There's a price to be paid for every good
thing, and there are actually dual penalties
imposed by the spatializing process, especially
when it is carried out to an extreme. One is a
reduction in mono compatibility; since it is the
outside signals that are being enhanced, those
components panned more to the center (typi
cally, lead vocals, kick drum, and snare drum)

This is
what home
recording

in the

Nineties
should be
all about.

can start sounding relatively weak. This can,
however, be easily compensated for in the mix-
ing or even in mastering by simply increasing
the levels of center signals slightly. (The Retro’s
front-panel Mono switch lets you check for com-
patibility as you work the Space knob.) The
other sonic penalty is tougher to deal with—it's
a general frequency “smearing” of the overall
sound, with individual components losing their
sonic definition. Again, this tends to occur only
when the Retro’s Space control is cranked too
hard—used in reasonable doses (set at or
around the twelve o’clock position), neither of
these artifacts will present much of a problem.

The Spatializer Retro doesn’t work on all sig-
nals panned to the outside edges; in fact, it is
quite frequency-specific, affecting mostly
midrange sounds—those in the 400Hz to 2kHz
bandwidth, with “hot spots” at 500Hz and
2kHz. Generally, vocals, keyboards, and reverbs
occupy this frequency range, and if you route a
complete two-track mix to the Retro you'll usu-
ally find that those are the signals that are mod-
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ified to the greatest extent. | experimented by
spatializing tracks off Eric Clapton's From the
Cradle CD and found that Chris Stainton's key-
boards, which were usually recorded in stereo
and panned hard left and right, were greatly
enhanced, seeming to float in front of the
speakers. In contrast, Clapton's vocals and gui
tars, which were almost always panned center
or near center, were almost entirely unaffected.
In other cases the Retro tended to work mostly
on reverbs, which are often hard-panned, some-
times increasing their presence to an unpleas-
ant degree and muddying the overall sound. in
general, however, | found that small doses of
spatialization tended to improve the ambience
of just about every CD | played through it—and
that's no mean feat.

But the Retro is not designed primarily for
acting on complete two-track mixes, though you
can use it—sparingly—as a kind of piéce de
résistance in final mastering. It's more effective
to use it as a mixing tool, selectively sending
one or two signals its way so that they will stand
out from the crowd. Not surprisingly, spatializa-
tion works really well on backing vocal and key-
board tracks but hardly at all on drums and
bass. It doesn’t seem to have as much impact
on guitars, though it does wonderful things to
guitar effects such as echoes. | dialed up the
“Detuned Ekos” preset on my Lexicon PCM 80,
patched a distorted lead guitar solo (recorded
in stereo) through it, and spatialized the entire
signal. The effect was okay but kind of muddy.
Then | experimented by spatializing only the
return from the PCM 80, leaving the original gui-
tar signal alone, and the result was sheer
magic; the echoes were swirling around my
head while the solo itself retained its cutting
edge and sonic definition. Now this is what
home recording in the Nineties should be all
about!

If | were in a punning mood, | might sug-
gest that there is indeed something “spatial”
about this product and that, if you can’t pick
one up at your local music store, you might
consider having it sent to you “spatial deliv-
ery.” Fortunately, I'm not in that kind of
mood, so you'll just have to discover for your-
self that the Spatializer Retro is one of the
hippest new products on the home studio
scene—easy to use, powerful, and unique—
and a worthy addition to anyone’s arsenal of
effects.

Special thanks to Anu Kirk. M
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IMAGINE ... AND THEN ROD...

¢ Routing and running 8 simultaneous full-blown stereo effects in & TC Electronic's proprietary DARC™ chip technology
any combination and order, without compromising sound quality

¢ 24-bit resolution A/D and D/A converters, standard
¢ Creatm-g LD s'ound AL GRS O AL L7 ¢ 200 unique factory presets plus room for more than 100 user presets
from mild to wild...clean to nasty!
. . o . ¢ Logical and flexible access to the Easy-Edit user interface
¢ The power and integrity of your original tone staying intact when
running your entire signal through up to 8 effects simultaneously: ¢ LED “Billboard” allowing you to view preset number, tap tempo
+ Delay ¢ Chorus/Flanger ¢ Reverb < Intelligent pitch rate or tuner pitch from clear across the stage
« Compressor + Pan/Tremolo » Drive « Filter/EQ + Phaser ¢ Paralink reaitime modifiers that quickly and easily put you in

* Wah-wah + Auto-wah « Resonance-filter «+ Multi-tap delay
+ Noise-gate « De-tuner » Chromatic pitch + Auto-panner
+ and more

control of all preset parameters

¢ Settings for a wide variety of popular MID! controllers and
expression pedals

SUM IT ALL UP, AND YOU HAVE: POWER - POSSIBILITIES - PERFORMANCE

Ultimate engineering by TC Electronic assures that the new G-Force™ Guitar Multi-Effects Processor will
not run out of power before you run out of ideas! The G-Force is the result of TC Electronic’s 20 years of
experience in designing legendary guitar and studio effects, all built into a single rackspace processor.

G tectearonc SN

Wave Mechanics- ULTIMATE SOUND MACHINES &\ legend in the making

TC ELECTRONIC INC., 790-H HAMPSHIRE ROAD, WESTLAKE VILLAGE, CA 91361, USA - PHONE: (805) 373 1828 - FAX: (805) 379 2648
FOR INFORMATION CALL TOLL-FREE: 800 482 6032 GMAIL: INFOUS @TCELECTRONIC.COM - HTTP://WWW.TCELECTRONIC.COM/G-FORCE
TC ELECTRONIC A/S, SINDALSVEJ 34, DK-8240 RISSKOV, DENMARK - PHONE: + 45 8621 7599 FAX:+ 45 8621 7598






= L: Tobin Sprout
R: Robert Pollard

me

erhaps no band merits a home-studio feature

more than those titans of lofi, Guided By

Voices. Fram a basement laundry room in
Dayton, Ohio, Robert Pollard, Tobin Sprout, and their
various cohorts have concocted sprawling soundtracks
of pop nostalgia and abstract melancholy at a prodigal
pace for more than 10 years. And even though they've
graduated ta real recording studios of late, Pollard still
has that home-brewed sound swimming in his head,
necessitating four-track futzing for one of the Steve
Albini-produced tracks on last year's Under the
Bushes Under the Stars as well as the inclusion of
three basement tapes on the newest GBV opus, Mag
Earwhig! (Matador). Sprout is no longer in the day-to-
day, touring version of the band, but he and Pollard
still spend time in Sprout’s laundry room, putting rudi-
mentary tools at the service of febrile imaginations.

“In the beginning, we never had much success
with recording studios,” Pollard says. “By the time you
booked the place and got everything together, the spir-
it of what you wrote would be gone. With the four-track
down here in Toby’'s basement, we could just come
over and do it. The important thing was the immediacy
and the economy. Plus, it was with the fourtrack that
we came closest to getting the sound that we had in
our heads. For some reason, you sometimes get a
better vocal sound in a kitchen or bathroom or base-
ment than you can in a big studio.”

A good chunk of GBV's 10 albums and sundry
EPs, 7-inch singles, and discographical miscellany was
recorded on Sprout's fourtrack TASCAM Porta One
Ministudio ¢, with vocals and other detail work cut in
his basement and full-band tracks taped in drummer
Kevin Fennell's garage. But after employing the Porta
One for several songs on his and Pollard s solo
albums of last year, Sprout has retired it in favor of a
Yamaha MT8X eighttrack 2, which he used to cut
the epigrammatic Mag Earwhig! tunes “Can’t Hear the
Revolution,” “Are You Faster?” and “I Am Produced.”

Several Guided By Voices tracks feature a distinc-
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tive vocal echo, courtesy of Sprout's Electro-Harmonix
Memory Man delay pedal 3. “it's got this real warm,
Sixties radio tone,” Pollard enthuses, “like on James
Brown or John Lennon’s vocals. That's a pretty fucking
inspiring sound.” The effect was first introduced on
Bee Thousand's “Hot Freaks,” one of GBV's recording
breakthroughs—uwhich, typically, came at the expense
of commercial considerations. “I was having a garage
sale that day,” Sprout remembers, “and Bob was
yelling ‘Hot Freaks' down here at the top of his lungs
and chasing all the customers away.” The Memory
Man has borne a marking on the appropriate setting
for “the ‘Hot Freaks’ sound” ever since.

According to Pollard, lo-fi gear and the limited
palette of four- and eight-track recording can be liberat-
ing: “Making records like that forces you to be cre-
ative, like the Beatles.” More than anything, he says,
“recards don’t have to sound like a million dollars.
They iust have to capture the spirit of the music. A lot
of bands spend so much time recording their songs
when they should pay more attention to sequencing
and the titles, the graphics and packaging—that’s the
art of it.”

For recording vocals, Sprout has come to adore a
Conneaut Audio Devices Equitek E-100 tube micro-
phone @ for its warmth and presence, in league with
an ART Tube MP mic preamp '§'; he also employs a
Shure SM57, a Shure Prologue 6, and an Electro-
Voice RE18 7, which works well with the Memory
Man on vocals. He has a new drum kit, a spare mid-
to-late-Sixties Slingerland, and an old drum machine,
the Roland TR-505 ‘& . Sprout records drums and
vocals in the laundry room (pictured) and tracks piano
and guitars in the adjacent garage, which usually
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holds a customized Hiwatt 100 head ®, as
well as a Sovtek MIG 100 head, a Gibson
Hawk, a Fender Dual Showman, a
Musicman 212-HD amp, and an Ampeg SS-
140C amp. In the garage, Sprout also
keeps a Yamaha PSS-270 stereo keyboard
and a George Steck upright piano, which
belonged to his great-grandmother and is at
least eighty years old.

Sprout’s main guitar is a Fender
Telecaster (a ‘66 or '67, he’s not sure), and
he also uses an early-Eighties Gibson Les
Paul Studio and a Fender Squier bass;
Pollard strums an old Harmony semi-hollow-
body. Longtime GBV guitarist Mitch Mitchel!
brings over his Les Pauls and Marshalls for
that “*Heavy Metal Country’ sound,” Pollard
says (referring to the psychedelic power bal-
lad on the recent Sunfish Holy Breakfast
EP), and Pollard’s brother and frequent col-
laborator Jim brings over his Gibson SG on
occasion. For guitar effects, they'll use a

fuzz box sometimes but mostly like to “turn

it up really loud and get that natural distor-
tion,” Pollard says.

Sprout and Pollard spend most of their
recording time working on vocal effects, at
times even taping the band live on one
track and using the rest for vocals. Besides
the all-important Memory Man, Sprout’s
other processing gear includes an Alesis
MicroVerb 4 ® and an ART SC2 compres-
sor/limiter/gate @ . For monitoring and dub-
bing, his setup is decidedly retro: a late-
Seventies Yamaha CR-240 stereo receiver
® he's had since high school, a JVC TD-
W218 dualcassette deck @ , a small, early-
model Advent speaker @ , and an old
Pioneer HPM-900 speaker ® . (The other
speaker shown is basically a paperweight.)

Although he's recording songs on his
eight-track for his second solo album,
Sprout says he's getting frustrated with his
equipment and is considering an upgrade to
16-track ADAT. Pollard, too, is seeking more
expansive sonics. “You can get some cool

sounds at home, but you can’t get a room-
filling big rock sound—although | think we
got a bit more crunch on our records than a
lot of lo-fi bands,” he says. “Our challenge
now is to go into a regular studio and make
records while incorporating all the things we
learned in the basement. Still, I'll probably
always want to record some things here:
short songs, acoustic things, stuff that has
no chance of getting played on the radio.”
Both husbands and fathers, Pollard and
Sprout fully appreciate the advantages of
home recording, with the wife and kids
close by and a beer-stocked refrigerator that
never closes. But they realize the disadvan-
tages, too, what with the wife and kids
close by and a beer-stocked refrigerator that
never closes. “Once Mitch and | came home
drunk at four in the morning and cranked
the shit up at my house,” Pollard says. “We
wrote ‘Postal Blowfish' and some other cool
songs that night. But then my wife almost
divorced me the next morning.” M
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guitar perched upon
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' Glacier in Tibet. At thi®cold but peaceful elevation of 17,200 feet,
ne.to relax w1th music and

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 a{)e park, take  one of our Backpackers* along,

There’se telling how far —or high

you cango with your music.
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Road

Tested v

Road tested songwriter and artist Steve Earle and S8 * - -
his band the Dukes embody the ferocity and P F
poetry that only comes from the hardest of ‘
realities and the most fearless of dreams.

With the Grammy nominated “Train A’ C

and 1996’s “1 Feel Alright”, Earle’s contribution '
to the “Dead Man Walking” soundtrack and == =8
various production credits to his name, this argistis
is standing firmly amidst the most prolific period =S
of an already remarkable career.

"There are a lot of people
who try to be Steve Earle, but
they are pale imitations. He's

sort of 100 proof.”

-Emmylou Harris

On stage, Steve Earle uses the remarkable new S
CAD 95 condenser microphone, providiz"c\ri' e

and articulate signal reproduction along wit
extraordinary gain and stability.

—

The CAD 95 features transformerless electron
exclusive FlexForm™ dent resistant screen,
exclusive .LN.R."™ internal shock mount"
providing excellent isolation from mechanical
noise. Available in black-rubberized finish with
brass accents or nickel setéen with nickel accents.

Alive and Hot - Steve 1-800-762-9266




YASCAM'’s Digital
Portastudio 564

YOU SAY
YOU WANT AN

J Y )
n many respect.s, MiniDisF (MD) by michael gelfand features and they all sound very
fourtrack machines look like typ- much the same; though the Sony
ical fourtrack cassette re- relics. Fact is, cach of the three currently available MD model is said to use a newer version
corders, with the standard trim pots, machines (Yamaha's MD4, Sony's MDM-X4, and TASCAM's of ATRAC than the Yamaha or TAS-
faders, pan and EQ knobs. and Digital Portastudio 564) can make recordings that sound CAM, | heard little or no sonic differ-
such. The two main factors that sep-  far superior to any recording you'll ever make on a cas- ence. There is compatibility between

arate them from their older cousins sette. Sure, due to the ATRAC data compression technolo- the three models in that disks
are the media they use (digital MD- gy employed by these units (which maximizes disc siorage recorded on one will play back on

DATA discs, which will run you about . » » another model, but location points
Three MiniDisc

$15-20 each, as opposed to noisy, o e n I ' S and other kind of marker data don't

hissy analog cassettes which run a m UItl traCk reco r‘jers translate between modeis. Each unit

couple bucks a pop) and their disc offers at least four discrete input
transport system. The transport is that can channels, and the Sony and TAS-

where most of the innovative action c hange the Way you CAM models offer supplementary
occurs, whether you're talking about m a ke m us ' C channels as well; each of the four

the jog/shuttle dial, with its arrav of discrete input channels is equipped
inherently superior operational func- space but also diminishes high and low frequency with variable gain and three bands of
tions, or the menu of one-touch fea rasponse), the audio quality from an MD recording isn't as EQ. You'll also find effects
tures that make older cassette- crisp as the fidelity you'll get from a CD, but it's not far off. send/return 1/0s, selective monitor-
based machines look like Stone Age These three machines share some basic performance ing (including group, cue, and/
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stereo), linelevel 1/0s, and jacks for
headphones and footswitch. A short
inventory of functions common to all
three includes disc searching (like that
found on CD players), track/section
/song editing (like copying, dividing, com-
bining, moving, reordering, erasing, and
titling), manual and auto punch in/out
with adjustable in/out points and pre- and
postroll lengths (the designated time
period preceding and following the punch
points), variable pitch control, an informa-
tional window to indicate signal levels,
operational status/mode and time, and
varying degrees of MIDI interactivity.
Possibly the most amazing feature,
shared by all three, is that you can
bounce to a track that's already occupied; the
machine simply transfers the already recorded
data into a buffer and recombines it with the
tracks you're bouncing. And since this ping-
ponging is occurring in the digital domain,
there’'s little signal degradation.

Yamaha's MD4 ($1199) is the most com-
pact and minimalist of the three MD recorders,
but its small size and simplicity don’t detract
from its functionality. All of its buttons and
knobs are clearly labeled and colorcoded. Each
of its four channels is fitted with 1/4" inputs,
effective EQ knobs for high, mid, and low tweak-
ing, and ergonomic faders. The master section

includes level controls for stereo sub in, auxit
iary return, and auxiliary monitor select (group,
stereo, cue), along with individual cue level
knobs and a stereo master fader. Both the
stereo sub inputs and auxiliary returns can be
used as additional input channels.

The disc transport section is easily the
most feature-laden part of the MD4, so yeu'll
need to have a secure handle on its various
functions. Yeah, you might think your instincts
are good, but trust me—trying to precisely
adjust a locate point and changing the preoli
time and volume before a rehearsed auto
punchrin at a variable speed of -0.15 percent
won't just happen.

The MD4's input and master sections are
hassle-free, and the disc transport section
is easy to use, although somewhat lean in
the feature department when compared
to the other two MD multitracks. The top-
loading, manual-feed disc transport didn’t
feel as sturdy as the sidedoading, auto-
mechanized transports on the other two units,
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but overall the

Yamaha's MD4 MD4 is perhaps
the easiest to operate. It has all the bases cov
ered, though it doesn’t come with all the ameni-
ties you might want, like XLR inputs, a jog/shut-
tle dial, undo/redo functions, or less limited
song indexing. But these features come at a
cost, and for the money, the MD4 (the least
expensive of the three units) delivers plenty of
recording and editing power.

If you judge Sony's MDM-X4 ($1250) on
looks alone, you might be fooled into thinking it
isn't too refined. But guess again—this
machine isn't fancooled just for the hell of it.
Channels 1 and 2 are fitted with Neutrik bal-
anced XLR inputs that also accept 1/4" plugs.
and the MDMX4 has 1/4" inputs for a supple-
mentary Channel 5/6 that's equipped with a
single fader, high and low EQ knobs. a balance
knob, and group assign buttons. The rear panel
consists of RCA jacks for stereo and monitor
outputs, and individual jacks for MIDI (input,

Sony’s MDM-X4
\ 4
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output, and thru). Top panel features

include two auxiliary outputs, two stereo

pairs of auxiliary returns with their own
group assign buttons and level knob
(allowing dual use as additional line
inputs), and prefader 1/4" outputs for
channels 1-4.

The MDM-X4’s side-loading disc trans-
port is a cinch to use, with the most intu-
itive interface of the bunch. Edit and sys-
tem buttons open up vast feature and
parameter menus that are shown on the
smallish LED window; navigating through
the menus is easy via the jog/shuttle dial,
and enter/yes and exit/no buttons let you
input commands and/or adjust locate
points or other settings.

The auto punch in/out feature on the MDM-
X4 takes some getting used to, as it either
drops or raises the volume by 12dB at the
punch point; this is user-definable. You can con
veniently adjust the pre- and post+oll times that
precede and follow your punch point in one-sec-
ond increments, and you can use up to 11 loca-
tion markers for editing or finding various points
in a song on the disc. Unfortunately, you can
only use 11 locate points per disc at a time.
it's hard not to fall in love with the MDM-
X4's undo/redo functions, which keep you from
being stuck with an unsatisfying rearrangement
or a flubbed punch-in: Just press Undo and
you're back where you started. | also appreci-
ate the ability of the FS-A8 footswitch (included
with the unit) to perform two user-definable
functions at a time. The track/section/song
edit features are great for experimentation prior
to editing and they provide an extra measure of
safety, but | found that the Sony took longer
than the TASCAM to initiate and execute some
functions once their respective buttons were
pushed. Even with the lag time, however, the
MDM-X4 was easy to use.
The Sony MDM-X4 is a well-organized,
incredibly versatile machine, and thanks to
a superbly intuitive interface, it
won't take you long to enlist its
many editing features to perform
sonic alterations you wouldn’t have
dreamed of making on a cassette
machine.
With its tight layout, tiny backlit LCD win-
dow, and vast array of function buttons, the lay-
out of the TASCAM 564 ($1499) is somewhat
more confusing than that of the other two




machines—but that's what happens when you
put so much technology in such a small pack-
age. Channels 14 are equipped with both XLR
and 1/4" inputs, as well as variable gain; chan-
nels 1 and 2 even have dedicated insert jacks
for outboard processors. Channels 5/6, 7/8,
9/10, and 11/12 are equipped with linedevel,
1/4" inputs; channels 5/6 and 7/8 are fitted
with balance knobs and high and low EQ knobs,
and can be sent to the master fader or to cue
monitoring. (Channels 9/10 and 11/12, intend-
ed for supplementary tracking, only have dedi-
cated level knobs and are hard panned to either
left or right on the master fader.) Channels 1-8
have their own faders and level knobs for effect
returns 1 and 2, and along with knobs for mas-
ter effects levels and cue, the 564 offers six dif-
ferent monitoring options, including independent
left and right, effect 1 and 2, and external two-
track input.

One notable extra on the 564 is its digital
coaxial S/PDIF output on the rear panel; it can
be used to digitally send your final stereo mixes
to a number of external devices, including a DAT
deck, a computer, or any other compatible digi-
talbased component. This is a definite advan-
tage over the other machines in that it allows
you to keep your mixes in the digital domain.

The disc transport section consists of the
jog/shuttle dial, dedicated index/edit keys (set,
trim, clear), a title button, and a bunch of func-
tion and mode buttons, some of which are illu-
minated with colored LEDs when engaged. Level
monitoring takes place on an LED meter above
the record function switches and dedicated but-
tons for undo and redo.

Many of the TASCAM 564's functions and
editing options are similar to those on the Sony
MDM-X4, but how each machine gets you to the
final result is different. For instance, the
TASCAM's bounce forward function is like the
Sony's mix write recording function: Each essen-
tially lets you simuttaneously mix up to four
tracks of recorded audio (with titling and index
markers) and bounce that mix to one or two
tracks on the same disc in real time. The differ-
ence is that the 564 allows for undo and redo
functions, meaning that you don’t have to re-
record the initial mix if you're unhappy with the
results—you simply undo them.

Adjusting location points is different on the
TASCAM as well. The Yamaha and Sony require
more triakand-error timing to adjust (although
slowing the pitch helps considerably), while the

564 lets you specify your chosen point by using
the trim key, which repeatedly plays back the
selected segment of audic immediately preced
ing your locate point; a slight turn of the jog dial
will let you set the point wherever you want it,
and a clockwise turn of the shuttle enters your
new location point. It's a bit tricky at first, but it
works really well once you get the hang of it.
The lesson of these three machines is that
the MD format can claim a rightful place beside

analog cassettes, open reel decks, digital tape,
and hard computer disks. Each MiniDisc
recorder stands on its own merit, and with a
select collection of mics, a few good outboard
effect processors, and some solid songs, you'll
be able to use them to take even the most
basic demo to previously unimagined heights.
Contributors: Michael Gelfand plays bass
in various New York City bands and writes fre-
quently for Musician. M
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Near Field Monitors

P “..The YSM-1 reproduces timbres with near
pinpoint accuracy.”

P> "It was a pleasure mixing on the YSM-Is, and
the resultant mixes translated exceptionally well
to other playback systems...car fatigue was nonex-
istent.”

P> “The YSM-1 is a full-bodied, sonically neutral
monitor that, to my ears wins the prize for deliv-
ering the most realistic picture of the aural spec-
trum.”

P> “Bass response is smooth and focused without
boominess. Mids and high mids were clean and
articulate.”

P> “Stereo imaging is very good, resolution is
consistent in every frequency range, and bass
response is excellent.”

Electronic Musician Mag.,
Brian Knave + July 1996

7

Yorkvilie |

IN THE USA

Yorkville Sound Inc.

4625 Witmer Industrial Estate
Niagara Falls, N.Y. 14305
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For the above articles, visit our web site at http:/'www.yorkville.com

A few years ago,
Home & Studio
Recording’s review of
the YSM-1 was over-
whelmingly positive.

Now in '96, the beat
goes on...

Rave on!

P “...Rock solid cabinet, internal brace and
ample internal dampening material...no
audible unwanted bass resonances.

P> “The YSM-1s have a much bigger sound
(than the industry-standard Yamaha NS-
10 nearfields), with dramatically deeper
bass response and a more ‘open’ top
end.” |

P> “..quite detailed, allowing you to pick
specific elements out of dense mix.”

P “...I would encourage all nearfield buy-
ers, regardless of price point, to listen to
these monitors.”

Pro Audio Review
Lorin Alldrin « Sept., 1996

IN CANADA

Yorkvite Sound Lid

550 Granite Court
Pickering, ONT. LW 38
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AR 1ove we developed our mnovatwe new XLT™ high performance systems
i we asked more than 1000 working Musicians and DJs for their definition
' of todays superior sound system. It was unanimous.
i (P OSIVE PERFORMANCE, THEY SAID. BULLETPROOF PROTECTION CIRCUITRY. INDESTRUCTIBLE
UCTION. USER-ACTIVATED CONTROLS. AND NO COMPROMISE ON QUALITY! THANKS, EVERYBODY
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IFOWERFUL, ELECTRIFYING'PEREURNPANGE
Pty
'; ““FITANIUM HF COMPRESSIONHIRIVER
~ FOR EXTENDED HIGH FREQUENCIES
. o |

3 :
HF LEVEL SWITCH TO ADAPT TO DIFHERE!
ACOUSTICS, VOICES OR MUSIE STVLES
] .\ .
BULLETPROOF POWERSENSE*
- DDP PROTECTION CIRCULES.
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15”7 FERROFLUID-CODLED WOOFERS WITH
XTREME PUNCH - EVE]{I AT MAXIMUM OUTPUT.

IGH QUALITY CRO$SOVER COMPONENTS ;
FOR MAXIMUM RELIABILITY.
)

LARGE 90 X 40 DEGREE HORN
PROVIDES SUPERIOR HF CONTROL.
®
SWITCH SELECTABLE OPERATING MODE

PASSIVE OR BIAMPLIFIED.
[
NO ELECTRONIC.CROSSOVER REQUIRED FOR
BIAMPLIFYING OR ADDING A SUBWOOFER.

TRAPEZOIDAL SHAPE FOR COMPACT ARRAYABILITY.
(3

: RUGGED STEEL HANDLES AND STEEL INPUT

PANELS FOR EXTREME ROAD WORTHINESS.
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ST fAW DUTY ENCI.OSL’RES.
IVE YEAR GUARANTEE.

=X B LOUDS;’EAKERS. FoR PROS.
SEE YOUR COMMUNITY DEALER FOR A DEMO.
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PROFESSIONAL LOUDSPEAKERS

333 East 5th Street, Chester, PA, USA 19013-4511
Phone 800-523-4934 610-876-3400 Fax 610-874-0190
http:liwww.community.chester.pa.us
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ike evetry other gutarist on
planet Earth,
looking for the perfect dis-
tortion sound—not too

I'm always

dirty, not too clean, but just right.
Although many guitarists prefer tube
distortion, that’s not the on'y game
in town. Solid-state distortion has
its adherents, but computermod-
eled distortion (where a micro-
processorbased etfects box runs
an algorithm that emulates a partic-
ular type of distortion) is gaining
ground. Each type has particular tal-
ents: Tubes have a fat, chunky ambi-
ence, solid-state is brash and
aggressive, and digitally-modeled
distortion is chameleonic in that it
can approximate (afthough not nec-
essarily duplicate) a vanety of
sounds, including tube and solid-
state.

Unfortunately. all conventional
distortion has one fundamental flaw:
intermodulation distortion between
the high and low strings. Simply stat-
ed, if more than one tone plays at a
time, not only is there distortion on
the individual tones, there’s an addi-
tional distortion component from the
interaction of the tones—and it
doesn’t always occur in a harmoni-
cally pleasing way. Maybe this is why
so many guitarists play enly the
lower strings on power chords.

24.- BIT DISTAL STEREQ

he Buzz w:th

fubdre

One solution is to use a hex pickup

Get
Down
&
Dirty

that has a separate output for each string,
and distort each string individually through
six separate distortion modules. This min
imizes intermodulation problems, be-
cause each distortion module processes
only one string at a time. But while this produces a cool
sound, it's almost too polite and lacks the visceral grunge
of more traditional distortion
There's a middle ground: Split the guitar into two or
more frequency bands and distort each band individua ly.
Distorting the lows and highs separately gives a tremen-
dously powerful sound from the lows, coupled with defini-
tion and presence from the highs. And since the lows don't
mess with the highs, the sound is much more focused and
less muddy. This is the same principle behind bi-amping
loudspeakers.
One of the very few guitar multieffects that lets you do
this is the Peavey TubeFex, which includes a “splitter” mod-
ule. It's intended to split a mono signal for stereo process-

Peavey’s TubeFex

speaker simulator. The low frequen-
cy chain uses standard distortion
and both 3- and 5-band EQ for post-
distortion frequency shaping.

The key to all this is not to listen
in stereo, but to mix the outputs
back to mono again. This
is easy to do with the
TubeFex:
mono out. If you have to

Just use the

set up in stereo to a console, then
pan both channels similarly (e.g., to
center).

Now play your guitar. Pretty great,
eh? If you want to change the pro-
portion of high distortion to low dis-
tortion, edit the splitter's Balance
parameter. Also experiment with the
bi-amp crossover frequencies for dif-
ferent effects. The compressor is
just there to smooth things out a bit,
so0 adjust its settings to taste. (If you
can't enable all seven modules, add
the compressor last.) A sustain set-
ting of 2 gives a punchier sound.

Interestingly, if you listen to the
high frequency chain only, it will
sound like you're playing through a

telephone; listen to the low fre-

ing or bi-amping, but we're going to do

(_by Craig Anderton

something a little different. We're also
going to take advantage of the fact that the TubeFex pro-
vides more than one distortion type—namely, a traditional
tube preamp as well as two different types of digitally-mod-
eled distortion.

Here's how to create your own algorithm with the
Tubefex. First use the splitter to split the compressor mod-
ule’s output into two channels. By setting the splitter into
bi-amp mode, we can send the nigh frequencies to the left
charnel and the low frequencies to the right channel. The
high frequency chain consists of tube distortion and a

quency chain, and it’s an ill-
) defined, mas-
sive bass blorp.

But combine the two together just
right, and it's magic. M]
Contributors: Craig Anderton is the
author of Home Recording for
Musicians and Multieffects for
Musicians, both published by
AMSCO. He also hosts the AOL site
“Sound, Studio, and Stage” (key-
word: SSS), and lectures around the
world on musical electronics.

.
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Nothing makes you feel more like ; :
kicking the dog than software that costs a

week’s pay andruns like a three-legged hound.
Well, we just put a smile on that old dog’s face.

Infroducing Cakewalk’ 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 Mierosoft’ 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.

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

mangy dog, -
SUR Never shmes J
- salty gravy,

underpowered
% overpriced,

hard-touse
" isoftware blues.

® Cakewalk'StudioWare™

Control your entire studio from Cakewalk;
create custom control panels for any
haraware combination that responds to MIDI.
Version 6.0 includes StudioWare panels for
popular hardware like the Roland VS-880"
and the Yamaha ProMix 017

Cakewalk Pro Audio 6.0 supports Windows 95"

sound cards and hard disk recorders, like
Dgidesign’s Session 8" and Audiomedia III”,
Digital Audio Labs' CardD Plus” and V8", and
Seundscape 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.

Download the 6.0 demo at www.cakewalk.com, or call 888-CAKEWALK.

Coulswall @ & regerment trademarh. i Calomex Pro A om, Cehewslk StudoWare. SFX The Sousdid s aletidl thidc Software and the
alk My sic Software hago e e ks of Towdow Tome Smmmres, boc. Other procusts mentioned eir rezpective manufacturers
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sk any great song-
writer how they do
what they do, and
they'll be hard-
pressed to explain. You need skill,

to be sure. but also inspiration and
the willingness to hear the inner
muse and be open to new ideas.
This may account for why many
don't great
songs—and, conversely, why many
talented songwriters have relatively

musicians write

weak musical chops.

But every songwriter knows that
it's rare when lightning strikes and
all the elements are in place. A col-
laborator can help immensely, offer-
ing fresh approaches and objective

studio

partially abandoned you.

Everyone knows about the power of MIDI sequencers:
In conjunction with a muititimbral synth or sampler, they
let you create complete orchestrations out of even the
simplest musical idea. They also allow key transposi-
tions, timing adjustments, and basic editing of regions
and/or individual notes. But many of them also sport
features that can spark the actual creation of musical
fodder. Some, for example, allow individual tracks to be
played backwards or even pitch-inverted. Don’t laugh:
Rumor has it that Abbey Road’s “Because” was based
on Beethoven's Moonlight Sonata played upside down.
and it's entirely possible that an unexciting melody line
played in one direction can turn into a dynamite hook
when reversed. Other sequencers sport tools (such as
the Steinberg Cubase Logical Editor, the Emagic Logic
Transforms function, and Cakewalk's CAL programming
language) that allow data to be radically altered by using

force you to play to a click—just
play away. and the program’'s
Sense Tempo function automatical-
ly creates a tempo map that fol-
lows your rhythms and sets the bar
lines accordingly. (This is also a
great program for technophobes,
since it successfully keeps most
MIDI! operations under the surface
and away from the user interface.)
In a similar vein, Opcode’s Vision
has a Reclock feature that enables
you to record your own click track
after the fact, using it to line up
data that was originally recorded
freeform. Incidentally, most se-
quencers allow you to arrange
short phrases into short “subse-

by howard massey

Softwar?#

input. But if you've been

[F = oeic

unable to forge a great
partnership with another

musician (or even if you
have), help is at hand
from that beige or gray
monster humming away
quietly on your desk.
Yes, this is the Nineties,

and Computers Are Your

Friend.

Well, maybe not
exactly your friend
(though it's probably

only a matter of time
before we start seeing
"Lennon/McPentium”
songwriting credits). but the fact is
that there is a slew of powerful soft-
ware tools out there designed to
aid and abet in the songwriting
process. and many of them can at
least help get you over a hump by
suggesting ideas and doing some
\ of the sweat work if the muse has

ONGWR
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mathematical  operations A
such as addition, subtrac- Passport Designs’
tion, multiplication, division, music@passport

scaling, and randomization.

The newest MIDI sequencers take a more free-form
approach than their predecessors, making it easier to
get into that creative groove. For example, the latest ver-
sion (2.0) of Mark of the Unicorn's FreeSty.e doesn't

The muses are
heard—if the
program'’s right
quences” or patterns that can then
be chained together for playback,
but Vision utilizes a system that
allows up to nine of these subse-
quences to be played back simul-
taneously, each triggered on the fly
simply by typing a number on your
computer’s keyboard. This enables
you to experiment with different
combinations of musical ideas—a
unigue creative spark which can
sometimes serve to fuel the song-
writing process.

Computers can even make it
possible for you to collaborate with
live musicians who don't have com-
Most of today's MIDI
sequencers offer notation fea:

puters.

tures. translating your MIDI data

into standard “dots on a line"jj
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which you can print out and pass on to your
partners. if you need to take things a step fur:
ther, there are dedicated notation programs,
such as Passport Designs’ Encore and
Coda’s Finale, that can generate complete
multi-staff scores from your MIDI sequences,
with a full complement of engraverquality fea-
tures such as articulation and phrasing anno-
tations.

What if you want to get into MIDI but you
don't play keyboards? Fear not—there are
specialized software products that let you sing
or play a melody line acoustically (say, from a

wind instrument) =
fite Edit

Sand in 2Box toi Windows
ties Opt. Play Melody Soloist GM User Hermony Not'n

key of G minor for 32 bars, then modulate to F
major and use a triplet feel in the melody but
dotted eighth-notes in the bass line”).
However, to my knowledge, they never actually
produced anything commercially successful,
and so they eventually faded away.

You'll find remnants of these programs in
some modern sequencers (the “Interactive
Phrase Synthesizer” in Cubase comes to
mind), but their Nineties descendants—
autoarranging programs like PG Music's Band-
In-A-Box, Soundtrek’s Jammer, and Yamaha's
Visual Arranger—are much less intimidating

[CABIWAS UNGIVIDEMO MGL and more

and then convert [TSS

Tais ® Mame
{ In 0
{Atodes Electic Plana 4] /|

{um

s IG5
Volume Panning Reverb Chorus Bank |
P b - e T

user-friendly.

4 Jazz Messengers

the signal coming = All of these
from your mic into S = =~ >~ o= L ‘;:’jm programs
MIDI data. Wildcat e i S allow you to
W14 Chome Parker Instivment | Tonor Sax 2 q
Canyon Soft- :2;"’{, on - T type in (or, in
ware’s Autoscore A W [| o wowe some cases,
does just that, 20 wymon Kty T play in) a
adding an “Auto- AbMaj7 Fm7 _._ s Dm7b5 G7 H chord pro-
score” MIDI input &5, BiEd FEStUtE ,E}JJ SE=== 0 | gression,
5 T L we?
(and correspond- A o .

ing menu) to most 5);}; : -
- . 5

Windows MIDI se- &

quencers. The recognition can be a little iffy—

you'll often need to go back and correct indi-

vidual notes—but several handy features
(such as Constrain mode, which limits notes
to a user-specified scale) nonetheless make
this a useful adjunct. Passport Designs’
music@passport includes the same pitch-to-
MIDI  functionality and adds
sequencer/notation package, as well as a

a basic

number of Web music publishing features.
Other integrated hard disk recording/MID}
sequencing software packages (such as
Opcode's Studio Vision Pro and Emagic’s
Logic Audio, our July ‘96 Editor's Picks) per
form this feat on prerecorded tracks, so you
can hum a part into a cassette recorder in the
middle of the night (when inspiration often
strikes) and then convert it into a MIDI
sequence in the morning (when the hangover
usually lets up).

In the mid-Eighties, a slew of so-called
“algorithmic composition” programs hit the
market, each designed to allow a computer to
act as a “ghost” composer (though one which
wouldn’'t demand royalties). These included
such titles as M, Jam Factory, and Ludwig, all
built to spew out complete songs based on
userdefinable constraints (i.e., “stay in the
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» after which
- - %El they can

U automatical+

ly create complemen-

PG Music’s tary melodies, har-

Band-In-A-Box  ypies, bass lines,
and drum parts, in any “style” you choose. Of
course, each of these programs has its own
strengths. Band-In-A-Box includes basic nota-
tion and can generate lead sheets; the latest
version (7.0) can even generate solos in over
a hundred styles, each based on the idiosyn
crasies of well-known musicians such as
Herbie Hancock, Miles Davis, or Jaco
Pastorius. Jammer can compose its own chord
progressions, which can be based on user
defined parameters or extracted from a
melody line you enter via MIDI. And Visual
Arranger takes a unigue graphic approach that
makes constructing complete songs as simple
as connecting boxes onscreen.

Successful songwriting requires not just
talent and discipline but the willingness to
accept creative input from wherever it may
come. The machinations of a computer, no
matter how cleverly programmed, can never
reptace the endless subtleties of the human
mind—after all, they were created by us. But
in the right circumstances they can make a sig-
nificant contribution to the creative process—
and besides, they make great spel chekers! M
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. .. melodies, tones, harmonies, nffs, lyrics — when
they flow they re your most valuatle asset. But they can
happen away from your instrument or studio. Now with
Musician's Pocket Memo your insrirations remain yours
to keep. When it happens. Anywhere and on-the-go.
Stored safely and comfortably in vour pocket.

Musician’s Poeket Memo is the only pocket digital
recorder with clear enough sound for music™ Even fve
musiz. s a bonus, you can save contacts, reminders,
ideas, andtother key info just by talking. Because it &
digital, yoa cam scan between recordings. Even witain
them to fisd the sound you want. O velete the one—e:
all—you don't want and consolidate the rest. Jigital also
means: pocket size —just 3/8" thin — aad maximum
reliahility because of no moving parts. Although recorting
is in mong, sterzo input and output jacks let you conaect
to other essenfiats—external mikes aad speakers, head-
phores, siereos, PCs,”* and studio equipment. It
includes a 4-color glossy gift hox. smooth feather case
and replaceable batteries. See our Web site for
additienal information.
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9.5 minates maxanum in music mode {shart play)
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Plus higpispauding and sees tax for Chesifats.
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$199.95
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Tired of
hearing

the same
old sounds?

Need someone
to resuscitate
your urge to
hear new music?

ORDER A 5-CD SUBSGRIPTION
TO MUSIGIAN MAGAZINE'S CD SAMPLERS
AND BREATHE NEW LIFE INTO YOUR MUSIC LIBRARY!

Our samplers feature a lively variety of the latest rock, pop, jazz, coumry and blucs tracks guaranteed to
revive your enthusiasm for new music. Plug in and recharge to the latest releases from both new and
established recording artists before you pay full price for any CD at retail.

PLUS, one low annual price means you'll be invigorated by a new volume every 3 months, including
information on all the featured artists and their full length recordings.

SAVE YOURSELF FROM CD BOREDOM. ORDER AMUSICIAN C1) SUBSCRIPTION TOLAY

- o E EE EE SR S EE D ES D B En EE e S S S @Y = e
Start My 5-CD Subscription to A Little On The CD Side (Vol. 26) and send me a new
volume every three months for One Low Price! Enclosed is $18 (430 fareign orders).

Name:
Address:
City: State: Zip:

Send to A Friend! Save 15% and get Twa CD Subscriptions for Only $30! (845 foreign orders)

JACK BRUCE * JOHN HIATI

BIG HOUSE * L EF ANN WOMACK * LEE OSKAR A Gift From: TorName
[DEL AMITRI * ROBIN TROWER
Address:
ROBBEN FORD * [ EE ROY PARNELI
FAT * ZACHARY BREAUX * DEBORAH GIBSON City: State: Zip:

All prices include shipping & handling. Send check/man®y order to Musician CD Side, PO Box 99108, Catlingawood, NI 08108
US Fund World Ratlio Histo iy eI OH. PA, MA, VA, CA.NY. NI, TN FLL DC Allow 446 weeks for dehivers.




alaxie 500's greatest legacy is an intense am-
bivalence about being “entertainers™—such an
nappropriate word for such a sensitive trio! On
Copenhagen, a newly released 1990 show
recorded shortly before the band’s collapse,
singer/guitarist Dean Wareham, drummer Damon Krukowski,
and bassist Naomi Yang embody the tension between showbiz
exhibitionism and loner self-consciousness that still looms large
on the indie rock scene today. The Boston-based group's timid
yet well-crafted sound came from a selective plundering of
sources, which captured the poignancy but not the abrasion of
the Veivet Underground, and the warmth but not the exuber-
ance of R.E.M. Singing like Neil Young with his hand in a vise,
and spinning delicate guitar textures, the somber Wareham
makes an intriguing, albeit one-dimensional, protagonist. The
kids loosen up when Yang takes the mic for a wonderfully deti
cate cover of Yoko Ono's “Listen, the Snow is Falling,” freeing
Wareham to coax cool, almost flashy noises from his axe. Oth
erwise, they're begging
for a dose of caffeine. Galaxie 500

Beginning with the Copenhagen (Rykodisc)
wickedly funny Man Ray

cover photo, Damon &  Damon & Naomi

Naomi signal a distinct More Sad Hits (Sub Pop)
change in sensibility on

1992's More Sad Hits, Luna

their first post-Galaxie Pup Tent (Elektra)

outing, now reissued.

Though the monotonous acoustic guitars and impassive unison
vocals suggest clueless souls under heavy sedation, a playful in-
telligence percolates behind the blind fagade. Carrying a sor-
rowful languor to comic extremes, they ponder an airplane dis
aster in “E.T.A.,” wallow in alienation on “Information Age,” and
expect the worst in “Once More,” sighing, “I've been faxed bad
news like this before.” if the airy folk textures recall the dreami
er side of vintage psychedelia, glimpses of passion offer an ar
resting reminder of the turmoil within. (See the bitter “This Car
Climbed Mt. Washington” for details.) Damon & Naomi's deli
ciously wry style conveys major stuff like uncertainty and regret
with rare eloquence.

Fast-forward to the present and new product in the form of
Pup Tent, another attractive but unremarkable effort from Dean
\ fareham’s Luna. Still working the passive/aggressive grooves
he explored in Galaxie, Wareham at least makes a few token
stabs at varying the menu these days. Producer Pat McCarthy
treats his nerdy vocals with nifty effects on the vaguely funky
“Ihop,” while the quietly throbbing “Fuzzy Wuzzy™ achieves a
subtle, otherworldly power. Overall, though, Luna’s approach is
s0 unsurprising that it's easy to overlook the quartet's sawy
songwriting. “Beautiful View,” “Creeps,” and “Beggar’s Bliss”
would be snappy, irresistible pop tunes in bolder hands. Here,
they're just tasteful background music.—Jon Young
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B-Real, Jacken & Duke

The Psycho Realm
(Ruffhouse/Columbia)
DJ Muggs
Muggs Presents ... the Soul Assassins
(Columbia)
hat with all the dope smoke clouding the
issue, it might be easy to consider rap-
per B-Real and mixmaster DJ Muggs of
Cypress Hill a couple of stoney clowns rather than
sawvy hip-hop innovators. But across three Cypress
Hill reieases, the pair have worked as sonic and at-
titudinal pioneers, turning big, relaxed-fit beats and
found sounds into irresistible rhythm tracks, spin-
ning sly popculture-in-ablender rhymes, and danng
to look and sound like they were having fun as they
put it all together. On these solo side projects, B-
Real and Muggs demonstrate exactly what each
one brings to the Cypress Hill bowl and indulge in
some fine smoking of their own.

B-Real, Cypress Hill's main word man, teains
up with L.A. rappers Jacken and Duke to share
rhyming, writing, and producing duties on The Psy-
cho Realm. Wisely, the trio doesn’t try to out-Cy-
press Cypress Hill: Instead of sonic goulash, they
serve up simple, repetitive beats in which texture is
everything. The tinkle of a piano arpeggio. the crisp
jangle of a tambourine, or the pop of a conga drum
are all that’s needed to set the smoky, laid-back at-
mosphere on tracks like “Showdown” and “Psy-
clones.” And samples that range from Dennis Hop-
per to Shakespeare add a bit of drama to the
accomplished relay raps, which mostly avoid

wiseguy yuks to present a cold, wised-up view of
the streets: Without ever turning maudlin, “Stone
Garden” and “Lost Cities™ convincingly express
some deep sadness and pain about the state of
things. Whether backed by Muggs beats or Psycho
sounds, B-Real's got plenty to say that's worth hear-
ing.

Muggs throws himself a great big beat party on
Soul Assassins, pulling together some hashed-up,
heavyweight grooves for such guests as Dr. Dre,
KRS-One, MC Eiht, and buddy B-Real to launch their
raps. Muggs makes his kitchen-sink approach to
beat-building sound easy, but his skills can be mea-
sured in how well his work supports the varied vo-
cals, from the angry indictments of Dre's “Puppet
Master” to the high-concept hifi adventure of “Third
World” and “Battle of 2001.” Muggs isn't just a
rhythm meister: He's a storyteller with a mixing
board. And while he may save his best buzzing tales
for Cypress Hill, he clearly has fun using the board
to spin some new ripping yarns with the Soul As-
sassins.—Chuck Crisafulli

Primal Scream
Vanishing Point
(Reprise}

ack in 1991, Glasgow's Primal Scream un-
leashed the remarkable Screamadelica,
which melded Stones rock and Beach Boys
pop with the sort of acid house/techno sounds that
then filled dance floors across Britain. This ground-
breaker was followed by Give Out But Don’t Give
Up, an oft-derided homage to retro R&Boogie wnich
nonetheless presciently heralded the amival

of Oasis and their Noelrockin® chums.
With Vanishing Point, the Scream move
in yet another direction. Inspired by a 1971
speedfreak gearhead cult flick of the same
name, which was rife with jumpcuts, boho
cool, and post-Sixties cinematic symbol-
locks, the “Scream Team”—singer Bobby
Gillespie, guitarists Throbert Young and An-
drew Innes, keyboardist Martin Duffy, and
newest addition bassist Gary “Mani”
Mournfield (formerly of the Stone Roses)—
banish Give Out's formalism in favor of the
loose-limbed song structures and multi-
tudinous manipulated sounds of classic
dub. Guitar, bass, drums, and vocals are
often processed to a point where they are
rendered unrecognizable among the mind-
bending mix of tablas, sitars, bassoons,

theremins, and Lord knows what else.
Trad songwriting is plainly not the first
order of business. The record opens with
the thunderous blood and fire dub of “Burn-
ing Wheel,” a driving seven-minute dread-
nought that, along with the inclusion of their
loopy theme from Trainspotting, sets the
tone. “Kowalski” is a full-blown freakout
that layers Mani's rampaging elephant of
a bassline over an array of psychotic ef-
fects, samples, and a whispery Gillespie
vocal. The album's pervading theme, the
death of the party, is notably evoked on

M USI1C1 AN

herbie hancock
wayne shorter

“Out of the Void,” whose claustrophobic synth bur-
blings capture the fear and loathing of the after-rave
pharmaceutical comedown. The more guitar-based
Scream of oid reprises drugged-up cock rock on
“Medication” before slamming into a twisted caver
of “Motorhead.” Redemption, however slight, comes
only at recora’s end with the angelic desolation of
“Long Life.”

Though not the definitive crossover of Scream-
adelica, Venishing Point's dub symphonics resound
with tunky experimentalism and genre cross-polli-
nation. Forget post-rock: This record is post-apcca-
lyptic, fraught with paranoia and bad, bad craziness,
an audacious and original road trip down the lost
highway.—Michael Krugman

Herbie Hancock
& Wayne Shorter
1+1
(Verve)

act is, this isn’t an easy album to listen to.

It's easy to hear, in the sense that one hears

music as an agreeable hum somewhere in
life's soundtrack. Hancock's lushly harmonized pi-
anistics and Shorter's long, liquid lines on sopra-
no sax bathe much of this duo album in muted light.
Their commurnication is thoughtful, with an interplay
that values reflection more than garish posturing.
They play together like intelligent triends having a
conversation.

But the drone of conversation heard at a dis-
tance changes as you draw nearer. Nuances
emerge, the wellchosen word and the subtle emo-
tional twist, and the background buzz becomes a
complex exchange, harder perhaps to follow but all
the more intriguing. So it is with 1+1. As Hancock
builds eloquent voicings behind Shorter's generally
spare explorations, rhythm takes a back seat;
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Timothy Leary
Beyond Life With ... (Mercury)
At an otherwise inspiring speech in
the early Eighties, Abbie Hoffman
said, “I don't trust anyone who has-
n’'t dropped acid,” which | thought
was a really odd variation on the ob-
solescent buzzphrase of not trusting
anyone over thirty. Even in the Six-
ties there were plenty of sleazebags
who had taken LSD and plenty of
non-sleazebags who hadn't. Which
summons the topic of Timothy
Leary: Sleazebag or non-sleazebag?
Basically, he was arguing that the
good life is to live always in the irra-
tional, and as supporting evidence
he offered his charm, charisma, and
epigrams. After a life in and around
rock & roll, I have concluded that the
wise person confines the irrational
to art and music and spirituality,
while relying on the relevant scientif-
ic and historical factoids to guide all
other endeavors. So Leary is seduc-
tive as social history and unconvinc-
ing as a hero, which makes this al-
bum sorta work. Producers David
Silver and Jim Wilson do a fine job
building trance grooves around the
Learyisms, while guest artist Al
Jourgensen unloads a trippy guitar
riff halfway between Ministry and
Hendrix. Guest artists the Moody
Blues get crippled by their lack of
irony. As does Leary. Those with un-
alloyed love for the guy should take
note how his megalomania often

obliterates his humor.

Courtesy White
Telephone
Everything Is Fun (Monster
Island)

When they build the hall of fame for
Humans Who Paid The Rent By Writ-
ing Celebrity Profiles With A Mini-
mum Of Suck-up, Rob Tannenbaum
will get a whole wing. Until then, he
has this band and a moldering pile
of old Details to show for his life. Led
by Tannenbaum and some cyberputz
named Garbled Uplink, Courtesy
White Telephone will probably not
rate a wing in the Rock & Roll Hall of
Fame, but they do deserve an ex-
hibit for their unrivaled precision in
capturing what happens when two
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by charles m. young

guys who havem't gained a
nanogram of maturity since junior
high sit down to write lyrics. “Let's
see, | think I'll write a song about
male rape, and then I'll write a song
about serial murders.” Two weeks
later: “Let’s see, | think I'll write an-

viewed?,” | will make two points: (1)
Rock writers who seek to educate
themselves by actually playing in a
band should be encouraged; and (2)
Someday | will have my own piece
of dilettante fecal matter in need of a
review, and Rob Tannenbaum will

Timothy Leary

other song about male rape, and
then I'll write still another song about
... serial murders!” Thus the world
is blessed with classics like “Prison
Wife” (“You look so cute in that up-
per bunk/Come on down and feel
my funk”) and “Killing Spree,” plus a
nod to the difficulty of sexual com-
munication in “Use Your Hand.” If
you're thinking “Frank Zappa,” you're
right, except that Zappa was arro-
gant and defensive about his talent,
whereas Tannenbaum and Uplink
are gleeful about having none. If
you're thinking, “I've been working
on my music in the basement for
thirty years—why is this piece of
dilettante fecal matter getting re-

help me out. That’s how it works in
New York, where everybody is some-
body's prison wife.

Hedningarna
Hippjokk (Northside)
| love Garmarna, | love Drain STH,
and now | love these guys. They're
all from Sweden, so if just a couple
of other critics take notice, we can
call it a scene. Hedningama plays all
manner of weird instruments that |
can only guess at visually (the
souna, junghu, mouiraud, mandora,
and bass mandora, among other
more conventional beasts) and gen-
erates a hell of a drone, making for
the perfect mating of 13th- and 21st-

century dance grooves. Imagine eat-
ing black bread tainted with ergot
and hallucinating with a bunch of
peasants from a Breughel painting
while K.C. and the Sunshine Band
Jjam with a squad of Viking berserk-
ers playing bagpipes. All other rave
music is hereby declared dilettante
fecal matter. Contact Northside at
530 N. Third Street, Minneapolis,
MN 55401 or www.noside.com.

W. C. Spencer
Bluescat (Catscan)
Between the Dave Clark Five and My-
ron Cohen, Ed Sullivan used to pre-
sent the guy who would ride a unicy-
cle with 800 plates balanced on his
forehead. It was marvelous to
watch, and even more marvelous to
think about the guy practicing for
decades just to kill a couple of min-
utes between the Dave Clark Five
and Myron Cohen. So it is with W. C.
Spencer, who plays all the instru-
ments on this album simultaneously
and sounds just like a pretty good
five-person electric blues band. Is it
marvelous to think about a guy prac-
ticing for decades just to avoid hav-
ing to tell the bass player to turn
down his amp, or what? Listening to
this extraordinary feat of concentra-
tion and dexterity is, unfortunately,
a lot like listening to the unicycle rid-
er with 800 plates on his forehead.

Bush Tetras

Beauty Lies (Tim Kerr/Mercury)
If you superimposed the timeline
of Babes with Bad Attitude on the
timeline of American history, you'd
have to put the Shangri-Las on July
4, 1776, and the Bush Tetras
somewhere around the assassina-
tion of William McKinley. So they
weren't the first. And they aren't
the last. But they made history.
And now they’re back, rating an-
other notch in the timeline coincid-
ing with the discovery of Al Gore’s
massive bald spot on the back of
his bloated head. | predict the
Bush Tetras will be remembered
more favorably than anyone in the
Clinton administration. They're still
annoyed, and they still know a wee-
nie when they see one.




there's enormous breath in their phrasing. On the
opening cut, “Meridianne—A Wood Sylph,” the tem-
po is steady at first: A simple motif, reminiscent of
the Bill Evans lefthand pattern on “Peace Piece,”
sets a delicate pace. But unlike Evans, Hancock
develops this device into a more involved structure,
opening it into rich romantic chords complemented
by linear figures whose emotive rubato eventually
dissolves the pulse entirely. After a brief free sec-
tion, the harmonies evaporate into soft, minimalist
clashes, framed by silences that set the stage for a
recapitulation of the opening figure.

Throughout the album the approach is similar,
with Hancock playing far more lyrically than usual:
On “Sonrisa,” he echoes Chick Corea's insistent
rhythms and Keith Jarrett’s effective use of simple
inversions, but moves beyond both in his ability to
explore virtuosic ideas with taste and musical in-
tegrity. Shorter rides smoothly on these pianistic
waves, only occasionally overblowing or digging into
his bag of quick licks. Hancock’s habit of staying
pretty much in the midrange of the keyboard cre-
ates a lulling monochromatic effect in the long run,
which Shorter altemately exploits with his familiar ta-
pered long notes and resists through squeals and
dissonances that he milks a bit too dry.

Virtually all of this music is easy on the inat-
tentive ear. But for those with the patience to ap-
preciate improvisation as a dialog of minds in the
language of notes, undistracted by effects and un-
buoyed by the dull security of clichés, 1+1 is a joy-
ful find.-—Robert L. Doerschuk

Buddy Emmons
Amazing Steel Guitar:
The Buddy Emmons Collection
(Razor & Tie)
Various Artists
Sacrod Stoel
(Arhoolle)

aken together, these two collections illustrate

the enormously wide stylistic gamut the steel

guitar spans—which is all the more remark-
able when one realizes what young instruments the
electric steel and, especially, pedal steel still are.
Western swing steelers like Joaquin Mumphy, Herb
Remington, and Speedy West were already experi-
menting with jazz by the time Bud Isaacs introduced
pedals with the Webb Pierce hit “Slowly” in 1954. It
spawned countless converts, but Buddy Emmons
soon proved the most accomplished and progres-
sive. His genre-breaking 1963 LP, Steel Guitar Jazz,
which comprises most of this set, was to pedal
steel what Hank Garland's Jazz Winds from a New
Direction was to guitar: proof that a country player
could fly through jazz tunes like Sonny Rollins’
“Oleo” and hold his own alongside jazz veterans
like saxophonist Jerome Richardson with no qualifi-
cations or disclaimers.

Chronologically, Sacred Steel slides forward thir-
ty years, but stylistically it predates Emmons' ex-
plorations by a quartercentury. After incubating in
the isolation of Florida’s black Pentecostal church-
es—where lap steel guitar, rather than organ, is the

primary instrument—this fascinating time capsule is
finally opened, revealing all its primitive glory, thanks
to recordings made by the state’s Division of His
torical Resources circa 1994. From septuagenarian
Willie Eason, the man credited as the style's
founder, to twenty-something Glenn Lee, who incor-
porates a wah-wah pedal, what comes through loud-
est and clearest is the raw emotion the steel is able
to tap into, from haunting to joyous. Half the CD is
devoted to live recordings of Keith and Jewel Do-
minion church services, and as Sonny Treadway
stretches out behind Bishop Naomi A. Manning,
with the sounds of the congregation’s tambourines
in the background, one can picture housewives get-
ting the spirit, shouting, breaking into dance. What
a rare treat to unearth a fresh, littie-known genre
with sixty years of tradition!—Dan Forte

The Bevis Frond
Son of Walter
(Flydaddy)

t's been over ten years now since Nick Saloman

put out his first album under the imaginative

moniker of the Bevis Frond. Recorded solo on a
cheap fourtrack in the bedroom of Saloman’s north-
east London home, the Frond's debut Miasma was
lofi in the extreme. But under the sludge, sensitive
listeners could detect traces of clever songsmith-
ery, thrilling Hendrixian guitar playing, and an
unashamedly retro stylistic stance. In the ensuing
decade, the Frond's made a dozen more albums,
added (and subtracted) several members, moved
into (and out of) professional studios, and won (and
lost) a U.S. distribution deal. Yet the central figure re-
mains Saloman, and the spirit of his music is also
much the same. The Bevis Frond stili explores the
area where psychedelia, British folk, and garage
punk meet, and still behaves as if the Mellotron
and Vox Continental organ were the latest in music
technology.

Son of Walter is the first Frond album in five
years to see a stateside release, and the first in
over seven to be recorded completely by Saloman at
home. Though the sound quality is poorer than the
recent norm (but far from horrible), the songs are
generally more inspired than they’ve been on Be-
vis' last few U.K.-only releases. “Beautiful Sister”
and “Raining on TV" combine heavy rock playing
with delicate harmonies (the former gets bonus
points for using a min7b5 chord), while the circa-
1965 pop of “Driven Away™ makes excellent use of
a Baldwin electric twelve-string and Wurlitzer elec-
tric piano. As usual, lyrical acoustic ballads (“For-
given,” “Dead Man Sitting on a Train") are offset
by lengthy lysergic freakouts. The twelve-minute wah-
wah jam “Garden Aeroplane Trap™ could easily have
been cut in half at least, but the eight-minute “All
Hope Is Gone With You Away” is a Bevis classic,
setting echo-laden voices, dense layers of distorted
guitars, and—most important—a simple but gor-
geous tune to a pounding, almost subliminal floor
tom beat.

Overall, the Frond’s latest is a worthy addition to
the catalog. It's not Saloman's best work; that dis-
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tinction’s shared by Inner Marshiand (1987), Any
Gas Faster (1920), and the marvelous New River
Head (1991). But you'll have an easier time find-
ing Son of Wafter in the U.S., and you'll still get a de-
cent introduction to an underrecognized talent. Fans
of the Byrds, Neil Young, Richard Thompson, and
Nuggets will all find much to treasure here.
~—Mac Randall

Future Bible Heroes
Memories Of Love
(Slow River/Ryko)
his is the latest project from AM radio fanatic
Stephin Merritt (the Magnetic Fields, the
6ths). Here he’s joined by keyboardist Chris
Ewen (once of Figures on a Beach), and regular side-
kick Claudia Gonson. The collaboration neatly com-
bines Ewen’s electro-pop soundscapes and Gon-
son’'s dreamy singing with Merritt's sweet, Burt
Bacharach-influenced melodies, droll lyrics, and oc-
casional Cohen-esque vocals. Indulging in guilty-
pleasure pop, the trio has created a home-studio
gem eerily reminiscent of early Tears For Fears.
—Dev Sheriock

“DAddario
A N

io: Resamand MNorburg

VICTOR WOOTEN
PLAYS EXL BASS
STRINGS LIVE AND ON
HIS 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://www.daddario.com
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Adetters

[cont’d from page 8] of your “target audi-
ence” love what you have to offer.

I'm an unsigned artist with an independently
produced record. | used to spend a lot of money,
time, and energy trying to create a buzz. | passed
out plenty of demo tapes and played gigs at a loss,
only at carefully targeted East Village showcase
clubs, because we were far more concerned about
reaching A&R people and media than audience.
You can polish your Web site and press kit, put
together more and better demos until you're blue
in the face, but are you giving people joy? That's
why |'ve recently begun playing in the New York City
subway system, and it's the most rewarding per-
forming I've ever done. Making a platform of New
Yorkers enjoy a pop tune is more real than worry-
ing about which A&R guy responded to my tape.

If you can express something from the heart,
far more people will respond than the relatively tiny
group who go to a rock club., Play for everyone who
will never get to your next gig. Play for your grand-
parents. Play for children. Make it your business to
express the joy of what you're doing. That's how

you get the buzz going, and when it's strong

enough, the music industry will line up at your
door.

bibi farber

Sow@idt.net

tony williams
In your Private Lesson interview with the late Tony
Williams (June '97) he pontificates on the evils of
upper body movement in drummers. Now, Tony
was great, but since when does moving with the
music make my hands less capable of conveying
the emotion of a song? Suggesting that Jeff Watts
is pretentious because he likes to swing along is
beyond asinine. Should Manu Katché stop bob-
bing his head? Will someone please tell Terry
Bozzio that he's “wasting energy”?

shaan fahey

oaldand, CA

pounding pavement
The (false) premise of your Pavement article (June
'97) is that professionalism and inspiration are

Every child deserves the
vest opportunities life has to
offer. Especially yours.

The odds of her becoming
an astvonaut and reaching
the stars ave out of Hais
world. But the chances arve
wore thaw | in 4 that
your baby isw't protected
against childheod Aiseases
like polio, measles, chicken
pox, tetanus and others.

So, even if you've sure your
child is up to Adate and on
schedule with her baby shots,
ask your doctor at every visit.
I+ couldn’t hurt.

W fact, it could give her
the chance to grow up to be
whatever she wants to ve.

Even if it's something out
of Hhis world,

.

If you want her to have a shot at reaching the stars,
she needs to get her baby shots now.

Even if you're sure, ask again. 1-800-232-2522
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somehow opposites. But Pavement is simply inad-
equate to the task at hand. While the article sug-
gests that they engage in risky group improvisa-
tion, the fact is that they aren’t even up to playing
a song without obvious errors. Risking failure is dif-
ferent than just consistently failing. Unlike, say,
Fugazi or Jimi Hendrix, Pavement don’t drive into
uncharted territory; they simply let go of the wheel.
Elsewhere in the issue you muse about what's
wrong with the music industry. Lameness like this
would top my list.
dan kozak
absolutely boxspring
boxsprng@tomco.net

Put it this way: Would you go to Burger King if there

was only a fifty percent chance they'd get the burg-
er in the bun?

mike errico

popeXVili@aol.com

backside kicks
My friends tell me I've got a pretty good sense of
humor. And I'm all for needling sacred cows once
in a while. But | was puzzled by “Why | Hate Folk
Music” (Backside, July '97). Here's a magazine
devoted to music dismissing an entire species
thereof! And it wasn't even funny. Feel free to pony
up to your favorite demographic-ofthe-moment,
but y'ain't gonna do it with my subscription dollar.
I've canceled the check | just sent for another
year's worth of this dreck.
andy winston
mojowoykn@juno.com

Thurston Kelp was on the money with his “Why |
Hate Folk Music™ piece. So many people ask what
punk/hardcore bands are so angry about, and |
have to answer, “What are you guys so happy
about?!” The punk community is tired of the san-
dalwearing, coffee-house, folksy posers out there
claiming to be musicians. That's why [/ hate folk
music.
shayne huff
the despised
http://www.despised.com/~shuff

semi-corrections

Our apologies to Telex for omitting reference to
one of their recent ads in our advertiser index; you
can find it on page 59 of our July '97 issue.

Send letters to: Musician, 1515 Broadway, New
York, NY 10036.
Email us at: editors@musicianmag.com




The Musician’s
Guide to Touring
and Promotion
8th Edition is the
most complete
and affordable
industry resource
available!

Hook Me Up with the Musician’s Guide/8th Edition

Please send me copies of the Guide (softcover version) at $10.95 each ($11.95 ir Canada, $12.95 overseas). (Prices include all shipping and handling. US Funds only).
Please send me, copies of the Guide (floppy disk version).

PLUS: A free companion softcover version at $39.95 each ($43.95 in Canada. $45.95 overseas). (Prces include all shipping and handling. LS Funds only).

Credit card orders may also call (212) 5365248, 9am 5pm £ST.

*IMPORTANT *» Please circle format: PC (WIN) MAC

Name i L Credit Card # ke L .4 - re
Address - p - - - L W (Circle one) Visa MC AmEx Exp.Date
City, State, Zip _ - i ) - AR g N Signature ______ 3

SEND CHECK/MONEY ORDER w/ ORDER FORM TO: Musician’s Guide, 1515 Broadwayy:14thfloarsNew York, NY 10036. (Please allow 6 to 8 weeks for processing and handling.)
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Call now \ Custom
for our ~ or stock
catalogue sizes:
or quote: our
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(516) 563-1181 (NY) be
(516) 563-1390 (fax) beat
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Vocal Eliminator’
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LT Sound Dept MU-1
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Better Than Karaoke!

lntemet http:/,
4 Hour Demo/In
When You Want Something

FACTORY DIRECT / CUSTOM BUILT
Speaker Cabinets * Road Cases « Cabling

Contact us for a catalog or quote
KATZ AUDIO
(800) 243-3671

PO Box 304 fax: (804)295-8002
Charlonesville VA 22902 katzaudio@aol.com
Strapped With Pain?

SLIDER strap comfortably balances instrument
across back and both shoulders. Non-restricting.
Self-adjusting. Corrects posture. Relieves fatigue.
Only $24.95 includes shipping. Money-back guar-
antee. 1-800-237-7419 (Visa/MC/Disc) or send pay-
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www.slider-straps.com

BOOKS/PUBLICATIONS

New! Never Before Offered!
Information on Roadcrew Jobs, Back Stage
Etiquette, and much more! First in a series
of Guidebooks written by 15 yr. Touring
Veteran. Send The Rockman, 6407
Bardstown Rd., #163, Louisville, KY 40291

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
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EDUCATION

[LEA RN the ART of RECORDING

Original since 1971 + Affordable Tuition

\N -sswa Facili +On-C: H
SIORCH it o Peomen
PR « Small Classes » Financial Assist
» THE RECORDING WORKSHOP
= S.’ Call Today for a Free Brochure

800-848-9900 or 614-663-2544
BB fax: 614-663-2427 email: info@recordingworkshop.com
435-A Massicville Rd Chillicothe OH 45601

Electric Guitar Slide, Solid Brass

Designed And Produced By Rocker

Thomas Necodom!

Small $9.95, Large $14.95 PLUS $4.95 P & H.
J.K. Enterprises

2950 Stardust Court, Santa Maria, CA 93455

EMPLOYMENT

_ MUSICIANS NATIONAL REFERRAL

Where pro musicians & bands connect.
Worlds largest, most preferred referral. Ask
about our Lifetime membership.
(800) 366-4447
http://www.musicianreferral.com/mnt/

PROFESSIONAL
MUSICIANS' §

REFERRAL

MUSICIANS & GROUPS

WHEN YOU NEED THE RIGHT GROUP OR PLAYER, CALL
THE ORIGINAL NATIONAL REFERRAL...PMR!

THE SERVICE DESIGNED
BY MUSICIANS FOR MUSICIANS

* ALL REFERRALS ARE SCREENED TO MEET YOUR NEEDS
* SUPERIOR SERVICE, PERSONAL ATTENTION
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612-825-6848

FOR SALE

Didgeridoos: student models start at $28. Australian Originals
Eucalyptus dijes, travel models, slide models, beautfully painted
diisﬁ.Tool_ﬁilt‘lpo_(_mll free 888-345-7438

CLOSE OUT FACTORY SECONDS—Tons of accessories.
Guitars, Amps, Strings, and more. Call for free catalog. DiFiore
Music, Cleveland, OH (216) 941-2773
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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-EV5, Lansing, M148901; 517-372-
7890. httpy//www.elderly.com

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!

WORLD WIDE
INDEPENDENT
DISTRIBUTION,
FULFILLMENT
& MUCH MORE!

BEFORE YOU
FREE! %

... YOU NEED THE MOST
COMPLETE AUDIO

MANUFACTURING
CATALOG IN THE
WORLD.

CALL TODAY FOR YOUR FREE COPY:
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1-800-468-9353 « www.discmakers.com

SERVICES

Getting signed is very hard to do, But we will get the record deal
you are looking for!!! (‘,;ILrAl.E_Nr 1900, (708) 567-2197



MUSICIANS SERVICES SERVICES
"WOR‘ D CLASS" vintage tube Gml.r Ampn..er Rcs'o' tions WE'LL BEAT ANY PRICE! TDK CDR-74 $4.99. SONY MINI

; DISC-74, DAT-120 $5.99 SA-90 $1.49. MAXELL. 1-800-245-6000
UPLICATION 990548 vﬁ - - TAPE \;ORLD Butler, PA \e003.0361 e
COMPACT DISC -
ID+VIDED CASSETTE

CcD ROM
NOW FEATURING THE

DUPLICA

No matter what your budget or sound problem, we've *COMP
Ectwhatyouneed Big savings, fast order tumaround, D COMPACT DIS
T ATES TN OIGIT R 'ee no-pressure advice... weretheonly smart choice. Jon ‘(:ASSETTES
CASBETTE BIN TECHNOLOGY USERS: James Ta: ;Ior Clint Black, Christopher .vaos
FROM QBUSS Cross, Doane Perry {Jethro TuII) Dennis D Ds A o {
DeYoung {Styx), George Terry (Eric élaptonJ ' 4 i~ Your One Stop Shop
\ WMG Ross Vannelli, Skid Row, Mike Wanchlc( 1 800-365 TAPE(8273)
7 INC. Mellencamp) Dlsney,Luc sArts, JBL, Berklee
WORLD_ MEDIA GRO! College of uslc, ManleyAudlo,WamarBros, 11 Years Serving The horty Ot FAEE
ndl-n.p7ellz fﬂd?ncnn::;;-‘l-; Sony, NBC S orts, Hluchl Shure 20th Cen- [Is]n“ Pnn CoLoRG
@ 317/549.8484  Fex 317/549.8480 Fox, ABC Radio, ATAT, Ensom Unwersal Swdlos. Audio/Video Corporation cATALo /i
° Internet wmg®indy.net N meVoicesofSportson ox/Mcl /Miller Brew- FAX: 716-656-1589 E

. ) in ShowCo Macromedia, Adaptec, Crawford Post, .
NALM NalRD ElsperRoom The I.mcoln Center, Pioneer, Famous
Movie Stars, The Music Bakery, UCLA Music School, etc...
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Website: www.auralex.com ¢ E-mail: auralex@auralex.com

* Fax 317-842-2760 1000 CD Pkg. $1260
CD, cassette, vinyl and video duplication. Printing
| GET INTO THE BIZ! 500 CDs $986 and packaging services. Fast turnaround.
' Learn the music business by working package includes full color insert Media Solutions (212) 734-3541
in spare time as a music promoter, from customer supplied film Fax: (212) 734-5161

helping break new bands & artists! 1-800-484-7103 Pin-9345

Earn CDs, tickets & valuable experiencel so&f:ﬁ?“s $ ld2<>9its " SR
(818) 377-5216  Box 973, N. Hol. CA 91603 & we
1000 CDs n:uld: o5 MASTERING » MANUFACTURING * PRINTING
does not i inserts
m | Tl DIZI-RZM
W 0  co.row Manutactrng RN e —

DMAIN ek st FOR COMPACT DISCS » CD-ROM
MASTERING... wiTh A capital M REAL TIME & HIGH SPEED AUDIO CASSETTES
Unsurpassed mastering quality by Bob Katz. Earth Disc . CING

S, 1-800 8765950 e

20-Bit A to D, Unique Digital Processors, Sonic Solutians
Editing, Tube and Solid State Analog Recorders.

EXPERT SERVICE + FAST TURN-ARQUND

YOU'RE PAYING TOO MUCH! CALL (800) 815-3444 7>

VISA |
If you're not using the Record Factory for

CD Mastering is an art. Levels, fades, equalization,
spacing... everything is important lo you and lo us.

CD REPLICATION...
1000 CDs at $1.55 w/Jewel Box, Shrink, Insertion.
CD BOOKLET PRINTING...

1000 4-Panel Booklets, Full-Color Outside & Tray Card,
B&W Inside, $0.37 ea. Incredible Graphic Artist on staft

..COSTS LESS!

(212) 730-2111 —_—
your CD and Tape Duplication. Graphic 130 WEST 42ND STREET » NEW YORK, NY 10036

Design. and Printing Serviees! Call now !

500 CDs

FOR ONLY sssecse

SO YOU’RE READY
TO MANUFACTURE,

SOFTWARE 900' BUT YOU’RE
L] CONFUSED. . .
MusEdit - Powerful music notation software! fron vour ed master & provuded imerts w DO YOU TRUST
= E 5™ Easiy vansiate trevle to tab.  ONLY We offer major label quality YO RELEASE TO
,_,1 - and tab to treble (or bass) at very competitive prices, > =
Lt AT cavl Transpose to any key $35 Call todday for a free brochure! Feel Safe in Entrustmg

your CD, Cassette, or ;'
Record Manufacturing

to TRUTONE INC. /
* Trutone has been in business since 1974,

« Trutone operates a 16,000 square foot

sk

B fhpp oo (Chack O R  1.800.

- vy~

Scroifing, Great printing, 100 page manual, 4 i Al
T B e e oo LR SRECORD
| 1-800-234-0427  www.jps.netlyowzs  yowza@jps.net L,

state-of-the-art facility.
« Trutone has never had a single complaint
filed against them with the Better

UNSIGNED BANDS

What Good Is Your Talent Without The Truth?

“The Truth of the Matter. Straight Talk For The Aspiring
Artist On Getting Into The Music Business.” Over 200
pages of what (h( record hbcls don’t want you to know, writ
by industry inside rvers. Includes most extensive
A&R Directory in print. $4‘) 99 + $5.00 sh||vpmk and handlirg.
Order by mail: The Truth, PO. Box 1387, New York, NY
10025, Or by phone: 888-302-9927; www.realdealmusic.com

MUSIC ON THE INTERNET

Featuring full length music tracks on Real Audio,
performance calendar, photos, biography, booking

information and on-line ordering for vour CI\

MAMMOTH ARTISTS, INC.

http://www.mammothartists.com
800-939-3946  214-363-9595

email: mammoth@mammothartists.com

M U S 1 C1I AN

Business Bureau.

* Trutone has mastered 100,000's of releases
for major & independent labels covering
all music genres.

* Trutone's customer service can't be beat.

« Trutone's quality can't be beat.

« Trutone's prices can't be beat.

Experience the Trutone Difference.

TRUTONE INC. audio neplication Division
310 Hudson Street, Hackensack, New Jersey 07501
Toll Free: 1-888-TRUTONE (878-8663)
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SERVICES

% MAnulactumnng =

REAN QUALITY CD/CD-ROM AND CASSETTE MANUFACTURING

CD PACKAGE INCLUDES: [CASSETTE pAcKAGE INCLUDES: \
ne

Color 4 page /2 panel insert, 2 color on CD printing 40-50 min. chrome tape, color 2 page/1 paj
pre-master, glass master, jewel box and shrink wrap. ! cle’r shell, on shell printing, Norelco box
BARCODE INCLUDED. \. BARCO®E INCLUDED.

500 CD's 51099 1000 CD's $1 599 P - 500 CASSETTES 5599
design For the music industry

above prices do not include film separafions or typesettin
[ P p ¥ g . and custom products.

CALLNOW1 800 835 1362/ \

for your free catalogue www.healeydisc.com
NO TAX... NO DUTY... NO PROBLEM! Cl.u .
. ) f lll des. re-master, glass master,
*Professional mastering at affordable rates. Special sTupi10 and INDIE label rates.* 2P°| D Igbel i
color abel printing,

5 sleeve & manufacturing

CD package includes
color 2 page insert, 2 color CD Label,

all mastering, jewel box, O -
shrink wrapping, graphic insertion. ¢ . _Includes: graphic design,
» dlac » Ffrom Client Supplied Film Separations color j-card insert, clear shell,
2 Norelco box & shrink wrap.

Also Available

CD-Rom CD package includes:

Gassettes graphic design, film
Digital Mastering color 2 page insert, 2 color CD label,

i ¢ :
Posters :: W:Slefing_. iewerlabt::f.c W - —3 ___Includes: > panel/4pg color insert
rink wrapping, ici ion,
e, scans, proofs, BARCODE
Call for our WHOLESALE MANUFACTURING GUIDE

1.800.582.3472 | www.taag.com

.spinnerworldwi - call for your catalogue

I1-800-410-4855

300 CDs $S750
500 CDs $850

INCLUDES: GLASS MASTER, 2 COLOR DISC. JEWEL BOX, PACKAGNG

800-DIGIDOC

1000 CD PACKAGE $1450 * CD ROM & CD Enhanced
1000 CASSETTE PKG. $885 « Real Time & High Speed
Cassete Dupllcanon
A As 0 ul
RecaAlneaapredidyes 1-800-777-1927 e eding
'y Packages a -

LABEL? STUDIOS? « Graphic D
oo o WWW.amtechdisc.com *©rephic Desien
PRO VOLUME DIsCounTs  €-mail: info@amtechdisc.com * Printing

DRT Mastering

You will have the big, high-impact major
label sound that sells discs... or the work
is free! Custom signal chains. First class
resuits. Outstanding short & long run replication.
Free brochure 800-884-2576 www drimastenng com/bea/drt,

D.J. VINYL PROMO

Compact Disc
Sp@ C]la ]1 ]]'S ][% {m'WgH.;(K:w,zHom V’Sﬁ(IaLzh Iorilnqul'g oo

v A 1000 77 VINYL &5’s wmiwhie steeveh $719.00 Reoos - $379.00
Rr\ggfitieartli%gn 500 77 VINYL 45’s wmiwnresiseve) $599.00  ReORDER - $269.00
Graphics Y000 127 VINYL (i wite AcKeT w/ hote) $1,699.00  ReoRDER - 51149.00
Packaging 500 127 VINYL (o white sacxet w/ Hote) $4,199.00  ReORDER 5649.00
C—— ALL PACKAGES INCLUDE: MASTERING / FULL PROCESSING / TESTS / J‘ |
H A v E\é’ 2-COLOR LABELS / SHRINKWRAP / QUICK TURN AROUND ur 55

IN-HOUSE CD, VINYL & CASSETTE REPLICATING & PACKAGING — ASK FOR OUR FREE BROCHURE!

Rainbo Records and €assettes
1738 Berkeley Street, Santa Monica, CA 90404 « (310) 829-3476 + Fax (310) 828-8765

DUPLICATION

1-800-999-HAVE
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sncnan Magazine Special!!
1000 Full - Color CDs

$1800.00

Includes Graphic deslgn, film two colors on
disc, glass mastering from your CD-R, "
inting 4 page folder and full-color tray card
assembly and shrinkweap} Retafl-Rea
( « good for o) At NFlli= o -
X
Come see us on the WEB'
Our customers appear free with photo,

contact info and internet link.
Visit the Klarity Web Site at

www. klarity.com

L] »
Kiarity - | Maple St No Vassalboro, ME 04962 1207)873 3911

— e

1,000 CD’S Slte
3 ER'g
$ 1 1 99 %"' »°f
3 colors on disc printing c
exact pricing o
1-88 8-347-2634

SERVICES SERVICES

1-800-999-HAVE

Compact Disc
Specialists

PRICE « QUALITY + SERVICE

HAVE:

DUPLICATION

Mastering
Replication
Graphics
Packaging

in as little as ONE DAY for only,

$349!

Includes jewel case,
FREE direct-on-disc printing &
FREE b/w printed insert!

i

valabk

Compact Discs « Real Time Cassettes » Digital Mastering

(800) 249-1110

Noational Multimedia Services

Retail ready including full color inserts.

‘ E Complete CD packages !

Bar-codes, CO-Rom

CD-R. Mastering
1-800-928-3310 Design and Film

CD's

World Audio Video Enterprises services available Cassettes

EuropaDIsk

specializes in full

service compact

disc replication.

Everything is done

in-house. on-site for

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 ® FULFILIMENT

EUROPADISK/LTD,

Discs With No Risks.
75 Varick Street. New York, NY 10013,
(212)-226-4401, ext.36 FAX (212) 966-0456

v/ Free Barcodes

v Graphic Design

v/ 0n Time Delive

300
975
'396

500 1,000
1075 *1637
*506 *752

v'No Hidden Costs

V24 Bit Mastering
F U L L

€ OLOR

OMPACT DISCs RETAIL READY

SONGWRITERS

SONGWRITERS: Get your songs heard by
artists looking for material. Subscribe to SONG
CONNECTION—exciting monthly tip sheet filled
with leads. $110.00/6 months, $175.00/year.
Send check. m.o. or MC/Visa to Ken Wank ¢/o

| SONG CONNECTION, 19 Village Road

I Manhasset, NY 11030. Tel/Fax: (718) 229-3326

|

SERVICES

TIRED 4
of gettlng screwed?

Call
joe's!

AWARD WINNING
GRAPHIC DESIGN

INDEPENDENT DISTRIBUTION

Hassle-free CD manufacturing
joe's production & grille, inc.

800656884212

GD & GASSETTE
MANIIFAGTIIIIINE

....-n---onlolo-o..onoooon

FEATURING THE SOUTHWEST'S
Fmr&Ou.anamBnCasmsSmm
&LMREALMCAmme

Blank Cassetias ¢ Printing * anh.cb.?un'
One-Off CD-Rs b Diﬁhl Mastering & Editing

maw;savmuaw ‘CALL FOR FREE CATALOGH
@ CRYSTAL CLEAR SOUND

1800.880.0073

ry ./Free Overmght Proofs ./ExcepnonalSerwce .

v Factory Prices
v Satisfaction Guaranteed

300
$995

(ANYW

AUDIO RUPLICATION

$1295

FREE GROUND SHIPPING

200

WHERE CONTINENTAL USA

CALL FOR CASSETTE PACKAGES !

1-800-

SEATTLE « SAN FRANCISCO * MINNEAPOLIS o MIAMI

M U S I CI1 AN

1000
$1695

A

l o0
i,
NS

993-8906
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SERVICES

n-

DIGITAL FERCE

TOTAL CD, CD-ROM
& CASSETTE PRODUCTION

Feel the “Power of Excellence”
call for POWER PLAY the
DIGITAL FORCE Sampler &
Studio Reference Disc
330 WEST 58th ST, NY, NY 10019

CASSETTE & RECORD MANUFACTURING
KRC|(800) 859-8401

QCA, INC. » 2832 SPRING GROVE AVE. * CINCINNATI, OH 45225
(513) 681-8400 » FAX (513) 681-3777

COMPACT DISCS * 75¢ EACH
IT'S ABETTERDEAL!  NATIONAL

TAPE & DISC

1,000 CDs 75000 1-800-874-4174

1,000 Jewel/Wrap 300.00
Bl

1,000 2-Pg Book/Tray 240.00
$ 1,290.00
From your (D Ready Master & Print Ready Fibm

PHONE: (615)327-9114
MEDIAWORKS®

INTERNATIONAL, INC.
1719 West End Avenue Suite |00E
Nashville, TN 37203  FAX: (615)327-3438

e

" 1,000 CDs
$ 1,995.00

(Complete Package)
Full Color

>

THINKING ABOUT ADVERTISING
IN MUSICIAN’S CLASSIFIEDS?

Call Kara at 1-800-407-6874 for
special introductory rate

1000 CD’s
For $1100

Bulk CD’s

1 471C CD Folder & Tray Card § 275.00

CD SONIC

7) 424-0670 Fax: (¢

ce 1-888-CD SONIC (237-6642)

96 SEPTEMBER 1997
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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
recarding and camera ready art: $1750

Single CDs as low as $15

(888) MONKEY-5

FREE CATALOG

¢+ Belden
¢+ Mogami
+ Canare
Cable
Highest Quality
*Assemblies *Patch Panels
+Snake Systems & More!
Great Prices - In stock
Unmatched Service!

800-999-4283 HAVE INC. o)

Searching

for cures....

for children's catastrophic
diseases, since 1962. For more
info., call: 1-800-877-5833.

ST. JUDE CHILDREN'S
& RESEARCH HOSPITAL
- . Danny Thomas, Founder

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.

1000 CD’s
as low as

$899.00*

Mastering From DAT 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. That's why we are

the choice of studio professionals for

CD mastering and replication.

DELUXE CD PACKAGES
500 CD's w/4 panel color inserts.............. .ONLY $1195
1000 CD's w/4 panel color inserts.............. ONLY $1595

DELUXE CD/CASSETTE PACKAGES
500 sa. w/ color inserts & J-card............... ONLY $1885

1000 oa. w/ 4color inserts & J-card............

Prices inciude glass master, jewel boxes, assembly and
shrink wrap for a complete retall ready product, plus one
free COR master for your archive files.

B All prices are based on customer supplied plate
N ready film for printing of the color inserts and
j| label imprints.

l  We have full graphic design service available
M including consultation & design, film & proofs
B for as low as $345. Call for information if you

N need help on your graphics.

N “Bulk packed w/ 2 color imprint on disc.
Also 500 for only $699.00

CD LABS

Direct 10 CO Recording & Maestering 1

12517 CHANDLER BLVD., STE 107
NO. HOLLYWOOD, CA. 91607
(818) 505-9581--(800) 4 CD LABS

Musiclans, 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.
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Here’'s our product guide which lists the equipment and page number where the players talk about the gear they

use. Feel free to call or fax the manufacturers listed below for specific info on what the best players play.

ALEMBIC, INC 3005 Wiljan Ct, Santa
Rosa, CA 95407, (707) 523-2611: tube
preamp, 48

ALESIS 3630 Holdredge Ave., Los
Angeles, CA 90016, (310) 5584530:
MicroVerb 4, 72

AMPEG c/a ST. LOUIS MUSIC 1400
Ferguson Ave., St. Louis, MO 63133,
(800) 727-4512:SVT 8x10 cabinet, 20
watt bass combo amp, 48; SS-140c amp,
72

APPLE 1 Infinite Loop, Cupertino, CA
95014: Mac 7100, 11

APPLIED RESEARCH & TECHNOLOQY
215 Tremont St., Rochester, NY 14608
2366, (215) 436-2720: Tube MP mic pre-
amp, 71; SC2, 72

BOSS 7200 Dominion Cir., Los Angeles,
CA 90040, (213) 685-5141: halfrack
delays, 48

CAD 341 Harbor St., Conneaut, OH
44030, (216) 593-1111: Equitek E-100
tube mic, 71

CAKEWALK MUSIC SOFTWARE 44
Pleasant St., Box 760, Watertown, MA
02272, (617) 926-2480: Pro Audio 6.0,
88; CAL programming language, 81
CODA MUSIC TECHNOLOGY 6210 Bury
Or., Eden Prairie, MN 55436-1718, (800)
843-2066: Finale, 82

dbx 8760 S Sandy Pkwy., Sandy, UT
84070, (801} 568-7660: 160T compres-
sor, 48

DESPER PRODUCTS, INC. 20700
Ventura Bivd. Ste 134, Woodland Hills, CA
91364, (818) 227-3370: Spatializer
Retro, 67-8

DIGIDESIGN 1360 Willow Rd., Ste. 101,
Menlo Park, CA 94025, (800) 333-2137:
Pro Tools, Sound Designer II, 11
DIGITECH/DOD 8760 South Sandy
Pkwy., Sandy. UT 84070, (801) 566-
8919: Whammy pedal, 48

DUNLOP MFG 150 Industrial Way, P.O.
Box 846, Benicia, CA 94510, (800) 722-
3434: tremola pedal, 48

E-MU 1600 Green Hills Rd., Scotts
Valley, CA 95066, (408) 438-1921:
Classic Keys Module, 48
ELECTRO-HARMONIX/SOVTEK 20
Cooper Square, 4th Floor, New York, NY
10003, (212} 529-0466: Small Stone
phase shifter, 48; Memory Man, 71; MIG
100 head, 72

ELECTRO-VOICE 600 Cecil St.,
Buchanan, Ml 49107, (800) 234-6831:
RE18, 71

EMAGIC USA 9.0, Box 771, Nevada City,
CA 95959, [916) 477-1051: Logic
Transforms, 83; Logic Audio, 82

ERNIE BALL 151 Suburban Rd., P.O.
Box 4117, San Luis Opispo, CA 93403,
(800) 543-2255:; Musicman 212-HD amp,
72

EVANS 595 Smith St., Farmingdale, NY
11735: EQ1 coated bass heads, 64
FATAR/MUSIC INDUSTRIES CORP 99
Tulip Ave., Floral Park, NY 11001, (516)
352-4110: keyboard controller, 48
FENDER MUSICAL INSTRUMENTS
7975 N Hayden Rd., Scottsdale, AZ
85258, (602) 596-9690: Seventies Tele
Deluxe, Jazzmaster, Japanese-model Tele
w, stacked humbuckers, American
Standard Tele w. a Strat neck, Twin reverb
amp, Tele Plus, mid-seventies Starcaster,

Deluxe B5 amp, Stratocaster, Rhodes
amp, a ‘72 and a ‘77 Precision bass, 48;
Dual Showman, Telecaster, Squier bass,
72

GALAXY AUDIO 601 E. Pawnee, Wichita,
KS 67211, (316) 263-2852: Far Outlet,
-1

GALLIEN-KRUEGER 2240 Paragon Dr.,
San Jose, CA 95131-1306, (408) 441-
7970: 800 RB head, 400 RB head, 48
GIBSON 641 Massman Dr., Nashville,
TN 37210, (800) 283-7135: ‘67 ES 355,
48; Hawk, Les Paul Studio, Les Paul, SG,
72

HIWATT 16123 Valerio Street, Van Nuys,
CA 91405, (800) 318-8599: 100 head,
72

JVC PROFESSIONAL PRODUCTS 41
Slater Dr., Elmwood Park, NJ 07407,
(201) 794-3800: TD-W218 dualcassette
deckj, 72

KORG 316 S Service Rd., Melville, NY
11747-3201, (516) 333-9100: Prophecy,
A2, 48

KURZWEILL c/o0 YOUNG CHANG AMERF-
CA 13336 Alondra Blvd., Cerritos, CA
90703-2245, (310) 926-3200: K2000VP,
64

MARK OF THE UNICORN 1280
Massachusetts Ave., Cambridge, MA
02138, (617) 576-2760: FreeStyle, 81
MARSHALL 316 S Service Rd., Melville,
NY 11747-3201, (516) 333-9100:
Shredmaster, 48; amplifiers, 72

MESA ENGINEERING 1317 Ross St.,
Petaluma, CA 94954, (707) 778-6565:
Tremoverts amp, 48

MXR P.O. Box 846, Benicia, CA 94510,
(800) 722-3434: Phase 90, 48
NOVATION c/0 MUSIC INDUSTRIES CORP
99 Tulip Ave., Floral Park, NY 11001,
(516) 3524110: Bass Station synth, 48
OPCODE 3950 Fabian Way, Palo Alto, CA
94303, (415) 856-3333: Vision, 81;
Studio Vision Pro, 82

PASSPORT DESIGNS 100 Stone Pine
Rd., Half Moon Bay, CA 94019, (415)
726-0280: Encore, music@passport, 82
PEAVEY ELECTRONICS 711 A St,
Meridian, MS 39301, (601) 483-5365:
TubeFex, 79

PG MUSIC 32 Hess St. S, Hamilton, ONT
L8P 3N1, (800) 268-6272: Band-In-A-Box,
82

PRO CO SOUND 135 E Kalamazoo Ave.,
Kalamazoo. MI 49007, (616) 388-9675:
Turbo Rat distortion pedal, 48
RICKENBACKER 3895 S Main St.,
Santa Ana, CA 92707-5710, (714) 545
6574: 360. 12-string 360, 48

ROLAND 7200 Dominion Circle, Los
Angeles, CA 90040, (213) 6855141:
Space Echo, 48; TR-505, 71; TR-808, 86
SHURE BROTHERS 222 Hartrey Ave.,
Evanston, IL 60202, (800) 257-4873: SM
57, Prologue mic, 71

SIGNAL TRANSPORT 3219 Pierce St.,
Richmond, CA 94804, (510) 528-6039:
Project Patch TRS, 6%

SLINGERLAND 741 Massman Dr.,
Nashville, TN 37210, (615) 871-4500:
drumset, 71

SONY ELECTRONICS 3 Paragon Or.,
Montvale, NJ 07645, (201) 930-1000:
MDM-X4, 72

SOUNDTYREKX 3408 Howell St. Suite F,

Duluth, GA 30136-3381, (404) 623
0879: Jammer, 82

SYEINBERG/JONES 17700 Raymer St.,
Ste. 1001, Northridge, CA 91325, (818)
9934091: Cubase Logical Editor, 81
TASCAM 7733 Telegraph Rd.,
Montebello, CA 90640, (213) 726-0303:
Porta One ministudio, 731; Digital
Portastudio 564, 75-7

VEILLETTE GUITARS 2628 Rte. 212,
Woodstock, NY 12498, (914) 679-6154:

MK il baritone 12-string, 84

VOX 316 S Service Rd., Melville, NY
11747-3201, (516) 333-9100: AC30
amps, 48

WILDCAT CANYON SOFTWARE 1563
Soldano Ave., #264, Berkeley, CA
94707, (510) 527-5155: Autoscore, 82
YAMAHA 6600 Orangethrope Bivd.,
Buena Park, CA 90622, (714) 522-9011:
MT8X, 71; PSS-270 stereo keyboard, CR-
240 stereo receiver, 72; MD4, 75-7

Alchemy—61 Surrey Dr., Cohasset, MA 02025 (800) 2926932
Alesis—3630 Holdredge Ave., Los Angeles, CA 90016 (310) 5584530 ......
1515 Broadway, New York, NY 10036
beyerdynamic—56 Central Ave., Farmingdale, NY 11735 (516) 293-3200..
CAD—341 Harbor St., Conneaut, OH 44030 (800) 762-9266
Cakewalk—PO Box 760, Watertown, MA 02272 (617) 926-2480
CD Sampler—c/0 Musician, 1515 Broadway, New York, NY 10036...
Community—333 E. 5th St., Chester, PA 19013 (610) 876-3400 ...
Crest—100 Eisenhower Dr., Paramus, NJ 07652 (201) 9098700 ....
D'Addario—595 Smith St., Farmingdale, NY 11735 (516) 439-3300
Orum Workshop— 101 Bernoulii Circle, Oxnard, CA 93030 (805) 485-6999....
Electro-Volce—600 Cecil St., Buchanan, Ml 49107 (800) 234-6831....
E-mu—1600 Green Hills Rd., Scotts Valley, CA 95066 (408) 438-1921.
The Enclave—936 Broadway, New York, NY 10010 (212) 253-4900

Best

d Band—c/0 Musici.

EW Bridge—1645 W. Selby Ln., Redwood City, CA 94061 (415) 3654916.....................

Genelec—39 Union Ave.. Sudbury, MA 01776 (508) 440-7520.

GHS Strings—2813 Wilber Ave., Battie Creek, MI 49015 (616) 968-3351...
Island Records/PolyGram—325 Eighth Ave., New York, NY 10019.....
IUMA—303 Potrero St., #7A, Santa Cruz, CA 95060 (408) 426-4862...
JBL—8500 Balboa Blvd., Northridge, CA 91329 (818) 894-8850.

iague Rock Road, Westbury, NY 11590..
Korg—316 South Service Rd., Melville, NY 11747 (800) 335-0800 ...
Kurzwell—13336 Alondra Bivd.. Cerritos, CA 90703-2245 (562) 926-3200...
Mackie—16220 Wood-Red Rd. N.E., Woodinville, WA 98072 (206) 487-4333
MAPEX Drums—P.0. Box 1360, LaVergne, TN 37086 (615) 793-2050.
Martin Guitar Co.—Box 329, Nazareth, PA 18064 (610) 7592837
Matchless—9830 Alburtis Ave., Sante Fe, CA 90670 (310) 801-4840.
Modern Postcard—6354 Corte del Abeto, Carlsbad, CA 92009 (800) 959-8365

Koch

177 C

Modulus Guitars—575 7th St., San Francisco, CA 94103 (800) 758-2918........... Cover Il
Monster Cable—274 Wattis Way, South San Francisco, CA 91361 (415) 871-6000....... 61

Musicians Institute -1655 McCadden P, Hollywood, CA 90028 (800) 255-PLAY..

Nady Systems, Inc.—6701 Bay St., Emeryville, CA 94608 (510) 652-2411 ...
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Record Review

Ratings

CRRAw
(5 stars)
Editor thinks he's friends with the artist

sene
(4 stars)
Editor actually is friends with the artist

)
(3 stars)
Reviewer slept with bass player

(2 stars)
Lead singer snubbed review editor at listening party

(1 star)
Editor used to be friends with the artist

ARTIST NAME
(RECORD LABEL)
***1/2

lash ‘n" thrash combo Artist Name's

oeuvre is evolving from their neopunk

revivalism through their Meat-Puppets-

meet-Meet-the-Beatles meta-aesthetic
of their infectious Motown-inflected hitmongering
here. But on the eponymous, self-titled Album Title
album they evince an assiduous evolution of label
debut Previous Album Title's chart eclecticism to
their AOR-rock-radio-oriented roots. But the ethere-
al swirls of Style Council-style acoustic with its fin-
gerpicking-good arpeggios awash in ditzy synth here
replaced by the veteran soundboard mixings of min-
istering ace master John “Jelly Roll” Benzedrine,
who helmed R.E.M.’s IRS U.K. EP, TLC's WB R&B
LP. and 311's #19 1994 45 “98.6" (recalling
Dusty and Buffalo Springfield’'s blue-eyed solo
work)}—are good here. But while the twin buzzsaw-
guitar thrash, squalls of cheesy Farfisa, and doomy
bass whomp as well as both the dichotomy of
Title's ambient moodscapes of poncy atmospher-
ics undercuts Name's spot-on lyrical concerns—
equating the postmodern quest for ironic signifi-
cance against the travails of postThatcherite
Britain suffusing and informing this outing—a lack
of any coherent vision fails to emerge.

But lyrically frontman/guitarmeisteraxeman
turned-percussion-avatar-and{with backman/fret-
board wiz Stig Artistname, ex-bass player of
Scouse heavy metal stalwarts Former Band Name)

cowriter-and-{ably abetted by the nervy mixboard-sounding minestrone
of veteran ace Grandmaster L. L. Cool Bean, nom de duste jacquette
of ubiquitous knobtwirler Marvin Gardens)-self-producer Nigel
Artistname, née Niget Rotten, describes that anguish, from the con-
tagious Peter Toshish buttered toasting of the self-penned “Song
Title,” with its seminal Indian-inspired modal six-string excursions
through side one's anthemic “Another Song Title,” with its
Beatlesque Nevermindcum-Never Mind the Bollocks allusions rang-
ing from its dazzling “Let’s dance/Let's dance/Baby let's dance”—
the slight catch in Artist Name's voice revealing his hard-won. unre-
signed despair of ever finding such a solution—through the martial,
McLuhanesque “Let’s sing/Let's sing/Baby let's sing here,” clearly
some of the finest rock poetry since, well, “Dancing Queen.” But to
borrow the side-ending (CDphites note: It's track 5), avantimy-MTV
raveup “(Still Another) Song Title”'s opening line, which ends, “Let's
dance and sing.” Here's hoping next time Artist Name will live up to
the promise only promised here.—Tom Conroy
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We can'’t guarantee that you'll be performing
in front of half a million people tomorrow.
But we do ensure that you'll sound better

MD 735

wherever you play. Sennheiser's MD 735 f ‘]-}&Q L’h- !r& 2 Microphone Created
delivers incredible fidelity, handles intense You Thaink for Lead Vocals

- Vou

sound pressure levels, and provides out-
standing gain before feedback. This means that it outperforms 1)
ANY under $200 mic on the market (yes, including THAT one, and

at a similar price). So go to your Sennheiser dealer and check one ' ‘ e ——
out today. It’s the best equipment purchase you'll make all year!
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