
D
U
S
T
 
B
R
O
T
H
E
R
S
 
O
N
 
P
R
O
D
U
C
I
N
G
 
T
H
E
 
S
T
O
N
E
S
 
•
 
H
O
W
 
T
O
 
P
O
S
T
 
S
O
N
G
S
 
O
N
 
T
H
E
 
N
E
T
 
•
 
W
H
O
 
N
E
E
D
S
 
A
 
L
A
W
Y
E
R
?
 

¿OOOOd 922 NV3W 19 

$R REPS GHTERS’ DAVE GROH 

• JOHN FOGERTY SONGWRITING CLINIC • EDITOR’S PICK: GENELEC MONITORS • 

S
O
F
T
W
A
R
E
 
T
I
P
S
 
F
R
O
M
 
N
I
N
E
 
I
N
C
H
 
N
A
I
L
S
 
•
 
S
T
E
V
E
 
H
O
W
E
’
S
 
H
O
M
E
 
S
T
U
D
I
O
 
•
 
A
D
A
T
 
M
A
I
N
T
E
N
A
N
C
E
 



€ 1997 All Rights Reserved Mackie Designs Inc. 

■ Top LEDs light when 

protection circuits are engaged. 

indicator 

difference that 
you can 

hear. 

won't vibrate out 

Male 

AND female 

.mm i 

fit your system’s size. 

iOHi to IDkHZ 

■ Neutrik“ Speakon“ 

connectors plus multi way 

binding posts. 

chintzy 
LEDs. J 

All products made in Woodinville USA by certified Mackoids 

case power transistors with 

■ Inside: expen¬ 

sive. state-of-the-art T0-3PBL-

■ Full five-LED stereo level 

display PLUS signal present 

electronic system enhance¬ 

ments that others leave out 

or charge extra for. And, 

signal processing aside, the 

M*1400 is also the gutsiest, 

THD at rated power* 0.05% 0.015% 0.05% 0.025% 0.01 LX 

red line." It makes a just two 

highly efficient heat sink tunnels 
H and out the SIDES of the amp. 
The short air path maintains 
constant gradient cooling. 

when the M*1400 is running “at instead of 

■ Constant 

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 M*1400's separate left 
& right CD horn adjustments are 
continuously adjustable from 
2kHz to 6kHz. 

at rated power* 1160 W 850 W 610-610 W 425*425 W 150*150 W 

good. Minimal negative feedback ■ Detented gain controls 

and special circuitry we shame- calibrated in volts AND dBu. 

■ Fixed 

line cord 

perforated emitters for maxi¬ 
mum gain linearity. (Some amps 
use cheap, 20-year-old-technol-
ogy metal T0-2 transistors... 
possibly due to lack of robust 
cooling resources.) 

M«1400 and you’ve saved the ~ 
5250 to 5400 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). 

expensive amp 
models). 

U.S. toll-free 800/898-3211 • Outside the U.S. 206/487-4333 
www.mackie.com • e-mail: sales(®mackie.com • NASDAQ: MKIE J 

Rv filters But weARF the only 
ones who don't charge 
extra or force you into a 

couple of pre-set cut-off fre¬ 
quencies. Our low cut filter's 
variable from 5Hz to 170Hz to 

can be driven right out past the 
edge of clipping... into nastily 
low impedances... and still sound 

■ Short Circuit LEDs (a 

Mackie exclusive) warn you 
of wiring or voice coil short 
circuits BEFORE you crank 
up your system.-

lessly borrowed from digital 
switching technology are used to 
accelerate transient recovery 

when the amp is placed 
close to a PA cabinet. 

XLR inputs let you S

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. 
■ 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 /j-octave 
equalizers -can’t do the job). 

i Were not the only amp 
R maker to advocate low-cut 

■ Built-

in subwoofer ” 

filter. Power your 
subwoofer with an 

■ Temperature status 

LEDs (previously only -
found on far more 

452 bridge 852 bridge 252 load 452 load 852 load 

1400 W 960 W 700*700 W 480*480 W 180*180 W 
■ FR means Fast Recovery. Fast M*1400 

Recovery means that the M*1400 at 1% THD 

IVight out of the box, the 
M«1400 is ready to improve 

your sound reinforcement 

system with tighter bass and 

better constant directivity 

horn performance. Because 

we’ve built in THREE critical 

■ 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 U the 
M*1400’s demand sensitive fan Q 
concentrates cool air into two 

no-compromise power amp 

in its price range. Call 

today for full 
information. 

When you buy an FR Series M»1400, you get a 
ballsy, ultra-reliable, high-current power amp. 

Plus a few hundred bucks worth of important extras 



©©©© ©ÍN© 

CntiCS ãgrCC.,, the YSM-1 monitor is a real contender. But 
the excerpts below only tell part of the story. Let your own ears be the 
judge... and then buy yourself a new toy with the money you save! 

Yorkville 
YSM-1 
Near-Field Monitors 

> “...I was immediately impressed with the 
deep bass response. ” 

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

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

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

> “...I would encourage all nearfield buyers, 
regardless of price point, to listen to these 
monitors. ” 

Pro Audio Review 
Lorin Alldrin, Sept/96 

> “It was a pleasure mixing on the YSM-ls, and 
the resultant mixes translated exceptionally well 
to other playback systems...ear fatigue was 
nonexistent. ” 

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

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

> “...Mids and high mids were clean and 
articulate. ” 

> “Stereo imaging is very good, resolution is 
consistent in every frequency range” 

Electronic Musician 

xiuoiDPaa élite MicromiX PULSE 

See the full reviews at www.yorkville.com 

Brian Knave, July/96 

IN CANADA 
Yorkville Sound Ltd. 
550 Granite Court 

Pickering, ONT. L1W 3Y8 

IN THE USA 
Yorkville Sound Inc. 
4625 Witmer Industrial Estate 
Niagara Falls, N.Y. 14305 





Co
nt

en
ts

 p
ho

to
 o

f 
Da

vi
d 

Gr
oh

l 
by

 S
te

fa
no

 G
io

va
nn

ln
i;

 S
te

ve
 H

ow
e 

by
 C

ol
in

 B
el
l 

contents 
M 

■MH 

She calls herself a sideman but still has 
trouble being one of the boys, 

by robert I. doerschuk 

BUSINESS: NEED A LAWYER? MAYBE NOT 
A music attorney comes clean, by wallace coIlins 

* 
HEADLINES: THE CRISIS IN A&R 

Are labels deliberately missing the best acts? by sam cannon 
w 

THE MUSICIAN INTERVIEW: KEITH RICHARDS 
Why the new Stones album rocks—despite the Dust Brothers, by robert I. doerschuk 

FAST FORWARD 
New gear from Gibson, Victoria, Yamaha, Shure, Sonic Foundry, and E. W. Bridge. 

'It' 

HOME STUDIO: STEVE HOWE 
No computers? No problem, says the longtime guitar wizard for Yes. by paul tingen 

* 

The virtues of screaming, by mac randall 

SONGWRITING: JOHN FOGERTY 
The king of swamp rock explains why finding 
the right title is half the battle, by paúl zoilo 

A jazz giant reflects on the power of 
standards, by robert I. doerschuk 

PRIVATE LESSON: MICHEL 
PETRUCCIANI 

How to find a guitar tech, build a pedalboard, 
and tape your rehearsals. Also, why covers 

are cool and managers can be. 
EDITOR'S PICK: GENELEC’S 1029A MONITORS 

These speakers make one thing—your music—perfectly clear, by howard massey 

STUDIO TECHNIQUES: ADAT MAINTENANCE, PART 1 
A real-world guide to keeping your ADAT alive, by michael cooper 

* 
POWER USERS: CHARLIE CLOUSER 

Nine Inch Nails' demon remixer uncorks the crunch in WAVES, by greg sandow 
* 

TECHNOLOGY: POSTING SONGS ON THE NET, PART 1 
First steps toward sending your music down the info highway, by robert raines 
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THE NEW ALBUM 
AN ELEVEN SONG COLLABORATION 

WITH BERNIE TAUPIN 

includes the single 
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You get more 
with an N. 

ith 936 incredible sounds, 64-note polyphony, 
a 16-track 32,000 note sequencer, room for 
100 RPPR patterns, a 4-octave arpeggiator, 

four outputs and a disk drive, the N-Series gives you more. 
With such a huge variety of stunning sounds, your 

possibilities are nearly endless. The cool new RPPR func¬ 
tion (realtime pattern play and record) allows you to 

perform and save musical phrases as patterns that you can 
assign to keys. The arpeggiator lets you create grooves 
and express yourself in a way that’s impossible without 
this vintage synth feature. And our limited time bonus 
offer’ makes the deal too good to pass up! 

So get yourself to your Korg dealer and purchase your 
new N-Series workstation. “More” never meant so much. 

KORG 
For the Korg dealer nearest you call (800) 335-0800. For product support call (516) 333-USER. ©1997 Korg USA *316 South Service Road, Melville, NY 11747 • www.korg.com 

N-Series and N364 are trademarks of Korg. 'Offer good in the US only, through December 30, 1997, or while supplies last. Void where prohibited. 



where’s the money? 
If my father were to write an article about the music 

business, it would come out, possibly word for 

word, like Roy Trakin's "Where’s the Money? Why 

Musicians Are Broke and Who's To Blame" (Sept. 

’97). Yes, the industry screws neariy all artists, 

and yes, it's possibly the worst profession of all to 

get into if your motivations are purely monetary. 

But despite all the writing on the wall, my band, No 

Good Oil, is still having a damn good time. 

Christian donlon 
TlAN323gaol.com 

The music industry is no different than many 

(most?) industries. Michael Jordan and the CEO of 

Nike make millions, while the people who actually 

make the sneakers get pennies a day. The Kroc 

family are multi-millionaires while the people flip¬ 

ping their burgers are at minimum wage with few, if 

any, benefits. If Wayne Kramer is earning around 

$50,000, then he’s well above the average in the 

U.S. And burger flippers and sneaker makers put in 

their full days without the payoff of a couple hours 

onstage—the rush of which. I’d wager, isn’t experi¬ 

enced by your average secretary. 

atfred masciocchi 
cakrm@ameritech.net 

3-chord wonders 
This is in response to J. A. Maymon’s statement 

that "you don’t have to know music, just three 

chords, ... to get a record deal” (Letters, Sept. 

’97). The fact is, it takes talent to write a simple 

song that a lot of people enjoy. There are guitar 

players who've only been playing a short time that 

I would still rather work with than some schooled 

musicians. Maybe it’s time J. A. faced the music. I 

suggest that three-chord song "You Can’t Always 

Get What You Want” by ... what was the name of 

that group again? 

b.r. 
Philadelphia, PA 

label bashing 
Like most musicians, David Biddy (Letters, Sept. 

’97) has no idea what he’s talking about when it 

comes to the mechanics of the record biz. Where 

on earth would he get a figure like fifty cents as an 

album's "production costs”? Manufacturing costs 

for the label I’ve been running for four years are 

about $1.75, and that's without shipping. Granted, 

big labels get big discounts, and even bigger labels 

own their own plants. But what about all the other 

costs involved in selling a record, like mechanical 

royalties, artist royalties, cover art, postage, print¬ 

ing, advertising? Our cost per unit is closer to five 

bucks; with a $6.99 wholesale price, that doesn't 

leave a huge margin. Out of that we also have to 

pay rent, phone bills, staff, outside help, payola 

(oops, I mean promotion), and so forth. 

By the way, I’m a musician myself. Running 

my own label has been a rude awakening. Some 

of you crybabies out there should put your 

money where your mouth is and try it your¬ 

selves. 

michael r. fitzgerald 
rimshot records 

RimshotRec@aol.com 

live music lives! 
Regarding Mark Dery’s article on the "Death of 

Live Music” (Aug. ’97): I’m getting really 

annoyed by these cyber-pundits who push the 

novelties of the Internet into a mass human 

transformation. Since live performance survived 

the advent and proliferation of TV, I’m sure it’ll 

outlive Dery’s catatonic cocooners. 

gabo scoonover 
milwaukee, Wl 

Anyone who has seen a decent band up close in a 

live environment will continue to go see concerts. 

But the back of a large arena is not very appealing. 

This could account for the decline in concert atten¬ 

dance in recent years. Will this be the death of live 

music? No. Live music is still more intense and 

vibrant than CDs, tapes, computer soundbites, or 

any other commodity. It is worth the extra trouble 

to see—just not from the back of the arena. 

rick fisher 
rfishjr@erols.com 

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

editors@musicianmag.com 

Musician," and 

ence on 

well as 

Michael 

section. 

Gelfand, to take charge of this 

As a bassist with long experi-

the road and in the studio, as 

a top-notch journalist whose 

byline has appeared in this and other 

music magazines, he's more than quali¬ 

fied for this assignment. 

It's all part of our plan to be the only 

magazine that all musicians need. This is 

your book, so keep in touch. See you 

next month.— Robert L. Doerschuk 

applied it to a new 

monthly feature dedi¬ 

cated to clueing you in 

on how the pros tackle 

everyday problems of making 

music. I've asked our newest addi¬ 

tion to the Musician staff. Senior Editor 

neer. Talk to Eddie himself. If a solo is 

great, don't just say it's great; get the 

artist to describe how he or she played 

it. Get into the process as well as the 

results. This can only bring you, the play¬ 

er and reader, deeper into the music, and 

give you more to use for your own. You 

won't find this kind of analysis anywhere 

else, which is why the best album re¬ 

views in the business are now better 

than ever. 

There's more new stuff this month as 

well. We’ve revived a re¬ 

spected title launched 

by this magazine 

years ago, “Working 

ears ago a concerned friend 

phoned the famous conductor 

Leopold Stokowski with some bad 

news. "Maestro," the caller said, "the re¬ 

views of your latest concert are out, and 

they’re all pretty critical." “So what?" 

Stokowski replied. “I don’t care if they rip 

me to shreds. Only one thing matters to 

me in a review.” “What's that?” “Was it 

long?” 

For artists like Stokowski— think of 

him as the David Lee Roth of classical 

music—the only purpose served by a 

review is publicity. But for us here at 

Musician, we've always hoped that 
our record reviews serve a nobler 

purpose. The idea is that we scout 

through the pile of releases we 

receive each day and review the 

ones we feel are 

especially impor- | 

tant for musicians to hear. 

Frankly, this isn't good EaUI I 
enough anymore. That’s why we began 

tweaking our reviews in last month’s 

issue. Three of them—Stevie Ray 

Vaughan, Eric Matthews, and Knights of 

the Blues Table—followed the format we 

officially launch this month. In these 

longer reviews, we go beyond the tradi¬ 

tional approach. Rather than say “Eddie 

Van Halen's guitar sound on this cut is 

killer," we're asking our reviewers to find 

out why it rocks— or doesn’t. Find out 

what effects he used. Talk to the engi-
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ntie disc retrospective compilations. wiu 

ISLAND 

ISLAND 

INTRODUCING ISLAND RECORDS' 
OTH ANNIVERSARY RETROSPECTIVE SERIES 

vf)LUME 1 • 1959dW| 
1 SKA'S THE LIMIT' 

Volume 1 includes 20 hit sones and features early perfor-
mancesjty Bob Marley, Jimmy f. The Mamis. Millie Small, 
and many more. It includes ngs appearing on CD for the 

first time, aiftl a 16 page h< et with rare photos, archival 
aterial and historical essays. 

otical cruise through all t^t Xusic that has madodsland Records 
\st adventip^iis and progressive record labels in popular music, 

Volume 2 -1964-1969 ■ 
Rhythm & blues beat | 
Volume 2 includes 20 hit songs and features The Spencer Davis 
Group, Inez Foxx. Desmond Dekker. The Wailers, and many 
more. It includes 4 songs appearing on CD for the first time, 
and a 16 p^hooklet with rare photos, archival material and 
historical esOS®; 

STAY ON BOARD! ADDITIONAL VOLUMES COMING IN 1998 AND 1999-

Q 
ISLAND 
<• if PotyGram 

Available on Island compact disc and cassette. 

To hear the music call 1-888-438-6874 ext.0874. The call is FREE! 
To order call 1 -800 ASK TOWER 

For more information visit www.island401h.com 

© 1997, Island Records Inc. 



Don’t let them ' 
sell you some¬ 
thing else. This is 
aboufsound. You 
decide. Call free, 
888-733-4396 for 
a PM dealer. 



‘Tve never considered 
myself a lyricist—I can! even 

write letters. " 

H
ow are you doing? You sound a little hoarse. 

I’m losing my voice. 
Are you doing anything to combat that? 

Just going out and screaming my fuckin' ass 
off every night. 

Obviously you can’t be too concerned, because you 

keep doing it. 

You know, it's strange—once you get to the point where 

your voice is totally worked, the screams get better. It's just 
the singing part that suffers. And I kind of prefer the 

screaming part anyway [/aughs]. I hate singing, but I love to 
scream my brains out. 

That's funny, because your “straight" singing has a 

more personal style on The Colour and the 
Shape than on the first Foo Fighters album. 

That might have a lot to do with the fact that 
we toured for about a year and a half. Before the 
first Foo Fighters record, I had never sung any¬ 
thing but backups for Nirvana. When I was writ¬ 
ing the songs for the first album, I really had no 
idea what my voice sounded like. I’d hum along 
the vocal line as I was writing, but once I 
stepped into the vocal booth, who knew what 
was going to happen? After touring for a year 

and a half, I got a little more comfortable with it 
and eventually realized what my limitations 

were—what was my range, where I should stay 
away from, stuff like that. 

Did the producer, Gil Norton, give you any 

advice about the vocals? 

You know what Gil's big thing was? "You 
have to enunciate, David." I didn’t understand 
why, but now I think I do, because when we play 
shows, the audience really sings along. I know 
there's a lyric sheet on the album—duh!—but I 
guess Gil's enunciation tip paid off. He'd always 
say, "Come on, enunciate!” and I’d say, “Why?” 
He’d say, "Because I want them to understand 
what you’re saying.” I'd say, “I don't.” 

Enunciating made you feel silly? 

I have this insane fear of pretension, and why on earth 
would I want to burden anyone with anything that I have to 

say? I've never considered myself a lyricist either. I’m intimi¬ 
dated by words. I can’t even write letters. I’ll do two or 
three drafts of a letter, and then just throw it away because 

it's a piece of shit. So lyrics are a chore for me. That's why, 
when it came to mixing, I wanted to bury the vocals. But Gil 
helped me overcome my insecurities about my writing and 
my hatred of my own voice. He made a huge difference. 

Your old drummer, William Goldsmith, left during the 

sessions; he’s since been replaced by Taylor Hawkins. Is 

the band lineup stable now? 

Oh yeah. Taylor is awesome. And he’s a songwriter 

too—he plays piano, bass, and guitar, and he’s got a great 

voice. For the next album, who knows? I'd love to play 
drums on half of it and have someone else do the vocals. 
It'd be great.—Mac Randall 

frontman 
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K Front. I got hired to play that solo, and that led to offering me the whole Storm Front tour. Suddenly I was 
■ a sideman, with no planning about it. Sometimes I wish I could have made a more gradual climb into it, 
I with a band that wasn't quite so high-profile. There was so much to learn about behavior and language, and 
F I was so outside of that. 

What do you mean by behavior and language? 
It’s hard to articulate, but it was like being in high school again. There was an in crowd, and I wasn't in 

it. Some of the people in the band felt that the lineup was already complete and they didn’t need another per¬ 
son. Billy needed that violin solo, and there was some confusion, even from him, about what to do with me on 
the other songs. So I ended up getting relegated to electric guitar, which I didn't even play. I could execute the 
parts, but as anyone who plays electric guitar knows, it’s much more than that, in terms of the sounds, the 
settings, the pickups, and all that. That's one thing I loved about working with Joe Jackson: He really utilized 

) me. Some people don’t put much thought into what they might do with a harmonica, a violin, or a mandolin. 
! but Joe did, and that made it really fun. John Mellencamp did the same thing. He scrutinizes everything; he’s 
I really in your face, although he tends to want to do everything like the record, while Joe likes to turn things 
L upside down, like “Let's do ‘Steppin' Out' with just harmonica and vocals.” 
K How does working on the road differ from studio work? 
Ml It’s a lot weirder, because you never go home. The studio is just a job, like a day gig, whereas with 
K touring there's a tremendous need for interpersonal skills. Road work has as much, if not more, to do 
M with how you fit in socially as with how well you play. I’ve had greater or lesser degrees of success with 

t that. Two factors play into it, first of all being a woman with a lot of men; it's still a man's world on the 
M road. And second, I'm not a drinker or a partyer. That can put you very much on the outside on tours, 

Mfr' because there's a lot of that going on. 
' ■ You've just released your second solo album. Cedar Lane, on Palmetto. So are you ready to put for-
M hire work behind you? 

At this point I do see the sideman career taking more of a backseat. That seems to be a natur-
al evolution. But I have to say that even now I really enjoy sideman work. Compared with doing my 

HP own music, which is a lot more self-involved, with a lot of hard work and anxiety, playing for some¬ 
one else is almost like a vacation.—Robert L. Doerschuk 

the show, and he needed a fiddle player for “Downeaster Ale: song from his new record 

You play a wide variety of instruments. Did you use that fact 
as a lever to gain visibility in the session world? 

Not in the slightest. In fact. I never tried to present 
myself as a sideman. That happened completely by accident. 
Somebody hired me for a Dolly Parton skit on Saturday Night 
Live: Whoever was doing the casting got my name from the 

JHLocal 802 book. I think because I was the only female list¬ 
ed under “harmonica players.” Dolly was a grocery clerk, and there was this line of frustrated 

customers, so one of the customers decided to cheer everybody up by pulling out a harmonica. 
And that was you. 
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Billy Joel 

Joe Jackson 

John Mellencamp 

Donald Fagen 

Carly Simon 

Cyndi Lauper 
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^^Iworkingmusician 
Star Tech 

Ever wonder what it would take 

to find a qualified guitar tech? 

Gauging from Matchbox 20's 
lengthy history with incompetent 

poseurs, it's as simple as asking one 

to tune a guitar. “We'd ask them to 

detune all the guitars a half-step, and 

they'd say, 'I'm not really sure how to 

do that, but if you show me once, I'll 

get it,"' says guitarist Adam Gaynor. 

“Seriously, if you can't tune a guitar, 

don't ask for the gig. We've said that 

six times in a row, but now we have 

the greatest guitar tech. Crash (a.k.a. 

Greg Hearn) Is a road guru. He worked 

with Soundgarden, the Lemonheads, 

Slayer, and I’d kill for him." 

According to Rich Koerner, who's 

tuned his share of guitars while serv¬ 

ing as a tech on the H.O.R.D.E. tour, a 

good way to find the right guitar tech 

is to pick up his guitar and see how it 

plays. “If it's in good playing condition, 

that'll tell you a lot,” says Koerner. 

Aside from standard duties like 

Tales of The Tape 

S
o you say you don’t feel like being bothered with recording your band’s rehearsals? 

Well, if you haven’t figured it out by now, the benefits of recording a typical practice 

far outweigh the minor inconveniences; some of the best musical ideas can appear 

out of nowhere, but they’re likely to be lost unless you deal with them as they’re hap¬ 

pening. All that’s required is a simple means for recording them and the willingness 

stretching new strings, double-check¬ 

ing intonation, trouble-shooting amps, 

and keeping an eye on the stage at all 

times, your tech should have spent 

some years learning the intimate 

details of the guitar and must have the 

instincts needed to communicate with 

the artists he (or she)'s supporting, 

says Koerner. “Lots of artists speak in 

non technical terms, so you have be 

very connected to them.” 

—Michael Gelfand 

to take the steps to get those magical moments down on tape. 

For the cult-favorite experimentalist duo Ween. practice means convening in their home studio and 

being ready to record whatever they come up with, whether it's good or bad. “When we practice, we 

start with the title of a song or a concept," says Dean Ween. “The title dictates the music, and lyrics 

come last. Some of our best songs are realized in ten minutes and recorded in half an hour. I think a 

lot of bands sacrifice the initial vibe of a song for studio slickness. They’ll take, like, a year or two to 

write fifteen songs, spending most of their time in pre-production or making demos. You’ve gotta keep 

it raw—you can’t just remember on call the emotions you had when you first played that song.” 

Even bands that are more renowned for their studio polish benefit from recording their formative 

meanderings. Veteran progsters Rush broke with band tradition for their 1996 release, Test for Echo 

(Atlantic), and took their practice regimen in a different direction. “In the early days, we used to record 

our soundcheck jams to catalog potential riffs and choruses,” recalls guitarist Alex Lifeson. “But for 
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workingmusician 
Echo, [bassist/vocalist] Geddy [Lee] 

and I spent a week in a rural studio prac¬ 

ticing together to feel each other out. 

Some days, we’d get together with coffee 

in hand, look at each other, and go, 'How 

about we start with something in D?' We 

didn't concentrate on individual songs so 

much as we worked on five or six differ¬ 

ent ideas at a time. When we felt we had 

something ready, we could present it to 

[drummer] Neil [Peart] so he could add 

his drum parts and write the lyrics." 

In most cases, bands who religiously 

record their rehearsals stand to gain the 

most. The Tragically Hip strongly advo¬ 
cate keeping the tape running at all 

times because they routinely harvest 

great song ideas from their practices. 

“We learned to tape everything early on, 

right about the time we were making 

[1991's] Road Apples (MCA),” says Hip 

bassist Gord Sinclair. "From a musical 

standpoint, having access to every 

nuance—from accents to strumming pat¬ 

terns—can make or break a song." The 

worst feeling in the world, he says, is not 

having a reference for the tempo or feel 

of a song at its inception. "We've got 

mountains of practice jam tapes—95 

percent of which are garbage, but the 

other five percent are beautiful.” The les¬ 

son to be learned here? There's nothing 

wrong with picking through garbage if you 

find some gems in the heap. 

—Mike Mettler 

Under Cover 

If you scorn musicians who play cover songs at weddings and in malls, you might want to reconsider. Sure, hearing another bastardized bar mitzvah-lounge version of “Louie Louie” 

could make anyone want to pour molten lead in 

their ear canals, but aside from the fact that peo¬ 

ple get paid to play that dreadful stuff, the fact is 

that countless successful musicians have cut their teeth 

by paying respect to their favorite songs. Playing and 

recording covers affords musicians an opportunity to 

stretch their creative boundaries and learn about song¬ 

writing from a timeless and endlessly diverse pool of 

resources. 

Commonly regarded as one of the world's great party 

bands, The Fleshtones began mixing cover tunes into 

their set back when they started performing at New 

York's CBGB in 1976, and they’re still playing them today. 

“When we first started, we didn’t think we were good 

enough to play anybody else's songs, so we played origi¬ 

nals,” recalls singer Peter Zaremba, "but by the time we 

first played out, we had learned one or two covers.” Since 

then, the Fleshtones have continued to interpret obscure 

songs, most recently having released an album of covers 

on the appropriately named Favorites (Fleshtone 

Records). "We started doing covers because of our love 

of the music,” says Zaremba. “We thought, 'Wouldn’t it 

be great if we could play that song,' and then it became 

more of, ‘What can we do with this song to make it our 

own?’” 

On their upcoming release for Ichiban Records, tenta¬ 

tively titled More Than Skin Deep, they tackled "Laugh it 

Off," which was a hit for Sixties R&B vocal group the 

Tams. "A friend gave us a tape and it focused into my 

mind, 'What if it was done by the Stones, circa 

Without A Manager 
manager do?" asks 

Parker Valentine. His 

question is one that has puzzled 

bands ever since the first reluc¬ 

tant, clammy handshake took 

place at the mythical cross¬ 

roads. In the case of the Valen¬ 
tine Six, for whom Valentine sings, 

plays saxophone, and acts as de 

facto manager, the question was 

mainly rhetorical. “Management may 

seem like the last piece missing from our 

puzzle." he says, "but this band's been so 

hands-on building itself that frankly, I don't 

know what a manager would do for us. 

“It'd be nice to have somebody who'd push 

and push for us, helping to shop us and press 

the markets,” says Valentine. “You know, some¬ 

body to look at the overview, because you often 

find yourself bogged down in the moment, which 

can make you lose track of the big picture." 

After spending years out on the road, Thin 
Lizard Dawn had managed to lay down a solid 
foundation for themselves but had yet to receive 

any serious overtures from record labels. “We 
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December's Children?’ So we gave it a shot, but when you do that, it never really sounds like the 

Stones circa ...Children, but something else. 

"Right now, what we’re trying to do, as part of the garage/white soul/R&B thing, is avoid the 

songs that those types of groups would bring to mind,” says Zaremba. "There's no need for us to 

cover bands like the Wailers, the Sonics, or ? and the Mysterians, although I wouldn’t mind taking 

a crack at ’Hanging on a String,’ which was written by one 

of the bubblegum kings.” 

Singer/songwriter Dar Williams had more emotional 

reasons guiding her decision to cover the Kinks’ “Better 

Things” on her most recent album, End of the Summer 

(Razor & Tie). "It was something I heard as a teenager, a 

very redeeming song that helped me through my subur¬ 

ban woes," she says. "As much as I wanted to do a song 

by a friend who might have needed more exposure, this 

was really what I wanted to sing.” 

Even with Williams’ deep ties to the original, she did¬ 

n't want to undermine her own sound by being too rever¬ 

ential. "We wanted to make it our own, so we listened to 

it before we recorded it and we stuck with the basic chord 

structure," she says. "But it's not straightforward; there 

are undercurrents and grit in it.” 

All things considered, doing justice to a cover can be a 

daunting task. While imitation may be the greatest form 

of flattery, a literal interpretation can do a disservice to 

you and the song you're covering. "Listen to the music, 

learn something from it, digest it, and find your own 

voice," says Williams. Zaremba agrees: “There's nothing 

worse than trying to do a faithful rendition because the 

original will always do better—unless you’re picking a 

lame song and trying to supercharge it. We're trying to 

play songs that we really like and that won’t be expected 

by the people who come to hear us play. You shouldn’t be 

afraid to play them," he adds, "because you’ll come to 

understand just what it is about these songs that makes 

them so good."—Michael Gelfand 

were always looking for a good manager: we 

went through three or four,” recalls guitarist 

Howie Statland. “One wanted to get involved 

creatively, which we weren’t into. Another was 

a flake and wasn’t getting anything done." After 

finally securing a management deal with All 

Access Entertainment in New York, though, 

their career path took an upswing. 

“We didn't have any solidified deals offered 

to us until we finally decided to approach All 

Access, who helped us translate our hard work 

into the form of a deal," says Statland. And 

while some bands may be reluctant to turn over 

the reins to a management team, Statland says 

it can work. “It’s very hard to find the perfect 

relationship with management, and I don't even 

know if it exists, but you can get close to it.” 

Photek. a.k.a. Rupert Parkes, signed his pub¬ 

lishing deal with MCA without the benefit of a 

manager, but having an experienced manager in 

his corner made a huge difference as his career 

began to take off. “There are ins and outs in the 

various aspects in the business that you can't 

have any idea about, and you shouldn't get too 

wrapped up in that stuff or it'll distract you from 

your music,” he says. “[Manager] Robert 

I Linney] was on the case from day one, running 

everything smoothly, keeping things out of my 

way, which is ideal." As Photek puts it, good 

management means being out and about. “It's 

a full-time thing that you can't do when you're 

trying to make music."—Michael Gelfand 

Building your 
own 

pedalboard 

There's nothing worse for a gui¬ 

tarist than tripping over a mess of 

cables protruding from a disorga¬ 

nized collection of stompbox effects. Bill 

Thomson, my fellow guitar technician 

with Counting Crows, designed a two-

tier pedalboard that comfortably accom¬ 

modates six to eight effect units for gui¬ 

tarists Dan Vickrey and Dave Bryson; it 

speeds up set changes, prevents break¬ 

downs. and enhances their sound. Here’s 

how to build one: 

Starting with a 2' x 4' of 3/4" oak ply¬ 

wood, cut a 24" x 12" piece to be used 

as the base. For the upper tier, cut a 24" 

x 6" section. To provide the board with a 

slight upward tilt, cut a 24" x 2" “foot.” 

Using medium grade sandpaper, smooth 

the rough edges of the wood. With a 

countersink, create three equidistant 

screw holes along what will become the 

base. Next, place the upper tier on top of 

the base, turn the two pieces over, and 

drill three holes through the base until 

the drill bit enters the bottom of the 

upper tier. Turn it over and spread car¬ 

penters wood glue on the underside of 

the upper tier; press it together with the 

base. Inter three 1-1/4" Phillips head 

screws from the bottom through the 

upper tier. Repeat this procedure to con¬ 

nect the foot. To secure the pedals in 

place, cut Velcro adhesive strips to fit 

onto the bottom of each pedal and on the 

base. Once you've figured out the best 

way to arrange your effects, you should 

be ready to go.—Doug Redler 
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Petrucci 

rmïïEfessôn 

robert I. doerschuk 

and G, for instance. I’ll go anywhere, bitonal or 
atonal, although I try to stay away from bebop 
phrases. The rhythm patterns are the same, 

or forty minutes on the opening cut of his recent solo album, Au Theatre des Champs-
Élysées (Dreyfus Jazz), the astonishing pianist Michel Petrucciani reflects on the para¬ 

dox of form and freedom. This massive improvisation, a stream of meditations on var-
Not at all. I 

love to play on 
A minor, D7, 

Leaves," and other tunes stream past, in and out of tempo, with lefthand striding, then comp¬ 

ing, then playing counterpoint beneath luxuriant solo lines. 
Like Keith Jarrett’s solo exertions, this “Medley of My Favorite Songs” is Olympian in scale 

and breathtakingly ambitious. But whgre 
Jarrett’s presumption of total freedom some¬ 

times stalls him in cycles of clueless repetition, 
Petrucciani finds plenty of room for expression 
by using songs as touchstones on his explo¬ 
rations. Jarrett undeniably connects with the 
spirit he seeks in his marathons, but he gets 
there without a road map and thus hits his 
share of dead ends on the way. Petrucciani, on 
the other hand, knows where he's going, and 
while it takes a while to reach his destination, 
every step is an epiphany. 

Standards were the topic du jour as we met 
Petrucciani one rainy afternoon at Birdland in 
New York. 

What makes for a good standard tune? 

Tonality has something to do with it. And 

structure: Most of the time it's 32 bars in A-B-
A form, which is sixteen, eight, and another 

eight. You need a very distinctive bridge; most 
of the time the bridge changes the tonality. 

And often you've got a cycle of ii-V-l chord 

movement. 

Almost all the songs are ii-V-l. [Petrucciani 
plays a few bars of “Autumn Leaves. ”] On the 
other hand, when I write songs, the melodies 

are very standard but the chord changes are 
not. 

Because ii-V-l movement can confine your 

improvisations? 

ious familiar jazz titles, uses form not to inhibit but to stim¬ 
ulate a torrent of ideas: “In a Sentimental Mood," “On 
Green Dolphin Street," "Maiden Voyage,” “Autumn 

ower 
Standards 
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but the notes are different. The idea is to bal¬ 
ance; improvisation is about knowing when to 
stop doing either this or that. So now we can 
play bebop lines with rock & roll grooves. 

Since you often construct complex har¬ 

monies, how can you integrate the relative 

simplicity of rock into those kinds of set¬ 

tings? 

It’s easy, if you have a very simple 
melody. I just wrote a song called “Aldo’s 
Wonder." It's very simple, almost like an old 
Ennio Morricone theme on harmonica, but 
the chord changes are a little more compli¬ 
cated [Ex. 1], 

That's harmonically simpler than usual for 

you. 

Right, especially at the beginning, be¬ 
cause it gives you a moment to relax. But 
then I bring in a bridge, which I wrote in seven 
bars rather than eight. 

Why? 

Because it's rock & roll. Rock isn’t always square, because they want to rhyme the 
lyrics: You have a bar missing, or a bar extra. Also, the bridge is all on a G root, like the 
rest of the song, so you can do anything you want. [Ex. 2; played freely, bridge can be 
notated as written in five bars.] 

How should rock musicians learn to go beyond fundamental voicings and develop their 

harmonic capabilities? 

I would say, read the Real Book, listen to all players, do the scales, like C minor over 
Eb. Basically, jazz is about playing chromatically. But it's also important to develop taste. 
You may not like certain foods at first, because they're foreign to you. But if you're open-
minded and you try it again, you might start to like it. If you like something, that's already 
a good way of understanding it. It’s like learning a language. When I came here from 
France in 1982, I didn't speak a word of English—not one word. But I listened and lis¬ 
tened, and I ended up speaking the language I was hearing all day long. So first is to lis¬ 
ten. I listened to so much blues, so much Miles, so much Coltrane, that I developed the 
jazz language. You just have to love it to understand why things work or don't work. We all 
have our problems in life, but any handicap can become a quality. Always take advantage 
of that. I can speak about this, because I have physical problems. But these problems 
complement the qualities I have that maybe some people don't have as much or don’t 
rely on as much, because they don't worry about that. When you're handicapped some¬ 
how, that could be an opportunity for doing something else. That’s very important to 

remember: We're all capable of doing something artistic, as long as we love it. 'S' 
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640 Programs and 500 Mixes internal, expandable to 1664 
Programs and 1300 Mixes. Includes GM-compatible bank. 

SAMPLE ROM: 
16 bit linear 48kHz samples. 16MB internal (includes enhanced 
Stereo Grand Piano and Keith Emerson organs and modular synthesizer 
waves), expandable to 32MB. 

PCMCIA EXPANSION: 
Two 8MB slots. QCard” and Sound Bridge” compatible. QCards 
include Hip Hop, EuroDance, Vintage Keyboards. Sanctuary, 
Classical, and more. Sound Bridge imports new samples and 
plays back SMF sequences from a card. 

SYNTHESIS ENGINE: 
64 voice polyphonic, 64 part multitimbral, Tracking Generator, 
Modulation Matrix. 

EFFECTS: 
Alesis 4-bus multieffects with reverb, chorus, flange, delay, overdrive, 
EQ, rotary speaker emulation and more. 

INTERFACES: 
4 Audio outputs, MIDI, high speed Serial Port for direct connection 

to Mac* or Windows* computers, ADAT* Optical Digital output. 

QS SERIES CD-ROM: 
CD-ROM includes free software for sequencing, editing and much 
more. Includes Steinberg Cubasis”, Mark of the Unicorn Unisyn” 
for the QS Series, Opcode Galaxy” module, 3000 extra Programs 
and Mixes, software demos and MIDI files. 

64 VOICE EXPANDABLE SYNTHESIZER MODULE 

For more information about the QSR. see your Authorized Alesis Dealer or call 800-5-ALESIS. ® Alesis and ADAT are registered trademarks; QSR. QCard and Sound Bridge are trademarks of Alesis Corporation. 
All other trademarks are property of their respective holders. 

Alesis Corporation 
3630 Holdrege Avenue Los Angeles CA 90016 800-5-ALESIS alecorp@alesis1.usa.com www.alesis.com y^LESIS 



in the Creedence 

His by paúl zoilo 

sont F â 

In the mind of John Fogerty there exists a sacred place where only his 
greatest songs earn admission. He calls it his “A room,” and it's there 
that he stores his insights into the many classics he has written over the 

Dressed in two shades of blue with 
black boots, and accompanied by his wife 
Julie, for whom he wrote "Joy of My Life,” 
one of the only love songs in his oeuvre, 
Fogerty explained what it takes for a song 
to make his "A room" list. 

When you write a song, where do you 
start? 

I’ll sit with a guitar, and I'll be noodling, 

doing riffs, chord changes, whatever, to 
get a good rhythm or a good something. 

Since I’m such a rock & roll guy, I try to 
connect the song with a riff, and therefore 
an arrangement, because I know I’m 

going to ultimately make a record. 

I used to describe a great record as 
being four things, in this order: title, the 
sound, the words, and then the last thing, 
which all great rock & roll records have: a 
really great guitar riff. So it might sound 
like I start backwards by coming up with a 
riff first, but that’s what gets me started. 

What makes a title good? 
It should just sound cool. Then, if it’s 

an image of something as well, that’s 

great, but it doesn’t have to be. “Blue 

Moon Nights” is a good title because it’s 
evocative; it creates a specific mood. 
“Southern Streamline" works a little less 
efficiently. “110 in the Shade" says what 
it is and brings you right into that feeling. 
I had that title for almost twenty years 
before I finally wrote the right song to it. 

You’ve shown many times that you can 
be more creative with just a few chords 
than some songwriters are with many. But 
you’ll also put a lot of changes into your 
verses to contrast with a chorus that has 

Clearwater Revival catalog through "Centerfield," the title song of his 1985 
solo album. 

So when it’s time to record a new project, he'd rather wait until he can com¬ 
plete a dozen “A room" songs than hack out inferior material, even if it means 
letting more than a decade pass. “I never write a song just to fit the slot 
between track one and track three,” he says. “I write them to be great.” That’s 
why Centerfield took ten years to complete, and his current release, Blue 
Moon Swamp, took ten more. 

John Fogerty 
years, from “Proud Mary" and “Born on the Bayou 

lakes 

But what 
he comes up with is 

timeless. 

no changes, as on 'Walking in a Hurricane. " 
Right. You're hitting on the fact that rock & roll is about rhythm and sound, 

so that one-chord approach certainly isn’t unique to me. It’s an old form. And 

in rock, form is much more important than substance. The sound of it and the 
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songwriting 
feel is much more important than what you're 
singing about or what chords you’re playing. 
Bruce Springsteen came up to me at the Rock 
& Roll Hall of Fame, and he said, “Any guy who 
can take an E7 chord and get 'Green River’ out 
of it is all right with me [laughs]." 

“Proud Mary" is another one where the 

main part of the chorus hangs onto one 

chord. Did that song take a long time for you 

to complete? 

Probably a month. It didn't happen in five 
minutes. “Proud Mary" was the first title in my 
book of titles that I told you about. I just wrote 
it down because I thought it sounded good. I 
didn’t even know what it meant. I actually 
thought it might be someone who is a house¬ 
keeper or a maid. On that same page are “Bad 
Moon Rising” and “Lodi," and on the other 
side is “Green River." 

Can you recall writing “Born on the 

It Is Time To Experience Hendrix. Again 

HENDRIX 

The new album from the legendary master Jimi Hendrix 
Available in record stores everywhere October 1997 

South Saturn Delta offers a comprehensive look at every phase of Jimi's 
career, covering three years of rare and astonishing recordings including the 
long out-of-print favorites, "Pali Gap" and the previously unreleased alternate 

version of "Drifter's Escape," the Hendrix classic "STP/ LSD" and the 
previously unreleased live solo version of "Midnight Lightning." 

The latest release under the auspices of Experience Hendrix, this 
completely remastered CD comes with a 24-page booklet full of new 

photos & graphics, as well as notations & lyrics. 

Bayou"? 

With that one, the feeling and everything 
was there first. We were on the stage at sound¬ 
check at the Avalon Ballroom in San Francisco. 
I Just started going into the lick, and I told Tom 
[Fogerty, his brother] to just keep hitting the E 
over and over. And I just started screaming syl¬ 
lables, which I do a lot when I write, just 
screaming sounds without any words. I worked 
out the whole song without lyrics right there. 

How long did it take to finish that one? 

A couple of weeks. I was writing many 
songs at once then, in 1968, for the Bayou 
Country album. I was writing these at night, 
and I remember that Bobby Kennedy got killed 
during this time. I saw that late at night live, 
and all night, because I had the TV on, they 
kept showing it over and over. “Bayou” and 
“Proud Mary” and “Choogling” were all kind of 
cooking at that time. I’d say that that was 
when the whole swamp bayou myth was 
born—right there in a little apartment in El 
Cerrito. 

Why the bayou? 

I don’t know. It was late at night, and I was 
probably delirious from lack of sleep. I remem¬ 
ber that I thought it would be cool if these 
songs cross-referenced each other. Once I was 
doing that I realized that I was kind of working 

on a mythical place. 
It’s surprising to me how few people know 

that you wrote “Proud Mary." Maybe that's 

because it seems like that song has been 

around forever. So many of the songs on your 

new album have that timeless quality too. 

That’s what I go for in writing a song. I feel 

that when you write a song, it should all work. 

There shouldn’t be a part of it that’s awkward, 
that makes you wonder why did he go there. It 

should all go logically. I try to make it be some¬ 
thing that stands up by itself, and I don't rest 

until it’s done. I don't feel like I can say that 
it’s a completed work until that little buzzing 
stops, until the bell stops ringing and going, 
“Come on! Attention! Do something!" At that 
point, when I feel it's all right, that seems to 
be when it starts sounding timeless. That 
sense of rightness, that's what I search for. 

That's why I can work for years on one song. 
That's what it’s all about. 'S' 

Contributors: Paul Zoilo is a singer, song¬ 
writer, and author. His next book, Songwriters 
on Songwriting: Expanded Edition, will be pub¬ 

lished by Da Capo in October. 
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e Package... 
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juSICIAN Not 
j: aTechnician 
Imagine a speaker with a mixer, an equalizer and two power 
amplifiers built right in. Imagine that you carry the whole 
thing in one hand because it weighs only 42 pounds. And 

imagine that it lias the same great sound 
you have come to expect I rom JBL 
products. Imagine no longer! Introducing 
the award-winning EON 15PAK - the 
EON all in one box solution. Plug your 
keyboard, an acoustic guitar and a vocal 
mic into the EON 15PAK and listen to 
the magic happen. 

I he EON 15PAK delivers that legendary 
JBL sound using a new high-tech 15" woofer 
lor thundering lows, a titanium diaphragm 
compression driver that delivers crystal clear 
highs. and the projection you need lor your 
audience to hear every note. Each speaker in 
theEONisPAKhas its own perfectly 
matched power amplifier (in the techie 
world, thaïs called hi-amplilication) so 

JBL Professional 8500 Balboa Boulevard. 

Northridge. CA 91329 

www.jblpro.com 

© Copyright 1997 JBL Professional 

SOUND 

you can sound great no matter how loud you play! The 
four-band equalizer has two midrange controls so that 
regardless ol what instrument you might plug into it, you 
can tune troublesome midrange frequencies to help you 
sound your best. 

And while the EON lõPAK is one ol the hottest setups 
around, it is also one ol the coolest. Because heat is the 
number one enemy ol a loudspeaker, our I hermomaster 
Total Thermal Management System features tuned ports 
with aluminum lins that automatically draw heat away from 
the system components. I he louder you play the speaker, the 
coo1er the system runs, keeping your performance rockin ! 

And did we mention flexibility? Place it upright on the stage, 
mount it on a stand or tilt it back and use it as a stage 
monitor - the EON 15PAK does what you need it to do. 

Don t start another show without an EON 15PAK. Ask for 
a demo at your nearest JBL dealer and carry it out in one 
hand. At 42 pounds it shouldn t be too hard to do. 
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by paul tingen 

Iwas a pretty late developer with regards to hav¬ ing my own home studio,” says Steve Howe as 

he explains the ins and outs of his equipment 
and working methods at Langley Studios. It's his 

private recording space, located in a wing of his coun¬ 
try home in Devon, the green heart of southwest 
England. The perennial Yes guitarist’s studio is not 
only a compact and modest eight-track affair, but also 
a “computer-free zone. Not many people can imagine 
that anymore. But it's right for me. My way of working 
is really hands-on. I play virtually everything that I do. 
I don't see computers and MIDI and other hi-tech stuff 
as my connection with music. My studio has every¬ 

thing that I need for my purposes. And sometimes 
when listening to my pieces, I find it quite hard to 
imagine how I got it all on eight tracks.” 

Howe built his studio around 1983. One room was 
converted into a control room, and an enormous room 
adjacent to it was split in two. The smaller section 
houses much of his current 85-piece guitar collection 
(considerably scaled down from the 150 he owned in 
1993, immortalized by the book The Steve Howe 
Guitar Collection), including the pictured 1963 Gibson 
Super 400-CES O. The larger part functions as a live 
room, used for recording drums and/or bands. But 
since Langley Studios is only used for projects that 

Howe is directly involved in, and because he's a fan of 
the overdubbing method, most recording takes place 
in the control room. 

The equipment that Howe works with is in part still 
the same as in the early Eighties. He still has the 

same Alice 12-48 console O, which is "an English 
desk that’s still being made. It’s very basic, but I like 
it a lot." 

He also still has his tape recorders from previous 

t.c. electronic 
ULTIMATE SOUND MACHINES 

HOME STUDIO PRESENTED BY 
T.C. ELECTRONIC 
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Studio 
decades, like the TEAC 80-8 eight-track • and 
Revox B 77 *, which are now only used for 
playback of old tapes. But his regular work¬ 
horse is a single eight-track Alesis ADAT *. 
“I’m really happy with it,” he says. “I’ve had a 
few little hitches, like it’s frozen in record two 
or three times when I was confusing it, and it 
scrunched a little bit of a tape once, before I'd 
made a habit of winding them back before I 
take them out. Eight tracks is sufficient for me 

to work with, although I am considering getting 

more ADATs to be able to do extra vocal tracks 
and so on. But I’ll never do final drums or key¬ 
boards here. The way I work is usually by 
putting down a click, then rhythm guitar, and 
once that's in time I’ll manually play in guide 
drums from a keyboard, using sounds from the 
Roland TR-909 • or U-110 * or the Korg 
MIR *. I may record the drums on various 
tracks, but they’ll always be mixed down to one 

single track. I may also put down some guide 

keyboards, and often all the guitars, apart from 
the guitar solo, before I take it to a larger stu¬ 
dio.” 

The ADAT is locked in a flightcase together 
with two items from Howe's live guitar rack—a 
Korg A3 multieffects processor • and a 
Roland SDE-3000 digital delay •—when Howe 
needs a “portable mini-studio” to take to other 
studios. The rest of that rack consists of, from 
top to bottom: a Boss Pro MX-10 half-rack 

mixer ♦ ; an Applied Acoustics acoustic guitar 
preamp * ; a Lexicon LXP-1 * reverb; a Korg 
DT-1 Pro tuner • ; a Lexicon Jam Man * and 
Vortex * ; an ART DST 4 processor •; a Tech 
21 SansAmp PSA-1 * and a Roland GP-8 
processor •. Howe: "The whole rack is 
designed to be Dl-ed straight into my desk 
here, or live straight into the P.A. I hardly ever 
use amps in the control room—I DI, or I use a 
mic, or I go through effects." 

Langley Studios' outboard gear includes 
two Urei LA-4 compresser/limiters •: a 
Trident Audio C-89066 compressor •; two 
Roland SDE-2000 digital delays •: two 
Yamaha SPX90 multieffects units •; an 
Eventide H948 Harmonizer •; an ART Effects 
Network A two ART SC2 compressor/lim-
iter/gates * a Yamaha SPX1000 •; a 

Roland SRV-2000 reverb • ; another Korg A3 
• ; a rackmount Scholz Rockman * and Tech 
21 SansAmp I •; another Roland SDE-3000 
• a Statik SA-20 spring reverb •: and a BEL 
flanger •. His speakers are KEF 104 Minors 
and Fifties Wharfedales, and his microphones 
include two Shure SM57s, two AKG C414s, a 
Sennheiser MD120. and two Electro-Voice 
RE20s. Howe mixes down with the help of an 
Aiwa pro DAT •. a Sony TC-K8 cassette deck 
•, and a Revox A 78 stereo amplifier • . 

Besides the U-110 and the MIR, Howe’s 
keyboard rack features a couple of Roland 
Super Jupiter MKS-80 modules * a Yamaha 
TX81Z •, a Q Systems MIDILink 448 MIDI 
router *, a vintage Electro-Harmonix Guitar 
Synthesizer t, and an Ibanez IMC1 guitar con¬ 
troller •. Still, Howe confesses to using his 
keyboards less and less, and never taking 
refuge in the Yamaha QX7 sequencer that's 
gathering dust in a drawer •. He repeats that 
he's a “hands-on player" with no time for com¬ 
puter-driven gizmos. His studio therefore has a 

decided Seventies feel. As he puts it, ’'I'm gen¬ 
erating things that are real here.” 'S' 
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IMAGINE... 
♦ Routing and running 8 simultaneous full-blown stereo effects in 

any combination and order, without compromising sound quality 

♦ Creating the sound you want regardless of style or complexity, 
from mild to wild...clean to nasty! 

♦ The power and integrity of your original tone staying intact when 
running your entire signal through up to 8 effects simultaneously: 
• Delay • Chorus/Flanger ♦ Reverb ♦ Intelligent pitch 
♦ Compressor ♦ Pan/Tremolo ♦ Drive • Filter/EQ • Phaser 
• Wah-wah ♦ Auto-wah • Resonance-filter ♦ Multi-tap delay 
♦ Noise-gate • De-tuner ♦ Chromatic pitch • Auto-panner 
♦ and more 

AND THEN ADD... 
♦ TC Electronic’s proprietary DARC™ chip technology 

♦ 24-bit resolution A/D and D/A converters, standard 

♦ 200 unique factory presets plus room for more than 100 user presets 

♦ Logical and flexible access to the Easy-Edit user interface 

♦ LED "Billboard” allowing you to view preset number, tap tempo 
rate or tuner pitch from clear across the stage 

♦ ParaLink realtime modifiers that quickly and easily put you in 
control of all preset parameters 

♦ Settings for a wide variety of popular MIDI controllers and 
expression pedals 

SUM II ALL UP, AND YOU HAVE: PONER • 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. 

Intelligent Pitch-Shifting by 

Wave Mechanics 
t.c. electronic 
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RICHARDS 

and came from the trenches, just like the rest of us, drawn into a life of grime and glory. But where everyone else 

There was a time when each new Rolling Stones album was an event—not quite as epochal as something from the Beatles or 

Dylan, perhaps, but a milestone nonetheless. Those days are past, and it’s probably a good thing too. All that silliness about pos¬ 

ing in drag and pissing on walls, while it didn’t distract from the music, wouldn’t do much to enhance our appreciation of these 

guys today. For the Stones are no longer flag-carriers for ersatz revolution or disco chic. As the years have passed, they’ve shed skin 

layer after layer, lightening their load and finally freeing themselves to become what once they were: a group offriends who argue, 

butt heads, mouth off, and somehow get it together to play gigs and cut some tracks. In other words, a rock & roll band. Or, at 

this stage, the rock & roll band, the true prototype. They predated everyone in the era of self-contained bands except the Beatles, 
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from that era eventually got lost, or broke 
down, or gave up the game, the Stones 
stayed with it. Age, jail, even death, didn’t 
stop them. 

Now, with the release of (depending on 
how you count it) their thirtieth album, 
Bridges to Babylon, they deliver what’s got 
to be their strongest disc since Tattoo You. 
If they are in fact sliding downhill, they’re 
picking up momentum on the way: Based 
on the eight cuts we heard just before our 
interview, they’re still finding the killer 
hook but they’re also writing deeper songs 
than they’ve done in quite a while. 

And they’re doing us a service by 
addressing an issue we may confront our¬ 
selves someday: Can we keep playing the 
music we love when we’re as old as, say, 
our dads? Or our grandparents? If the 
Stones can do it, that gives us hope, as once 
rock & roll did, not so long ago. 

One rainy afternoon late in July, I wait¬ 
ed for Keith Richards, who was tied up in 
traffic somewhere north of New York. By 
the time he arrived, looking.. .well, exactly 
like Keith Richards, Babylon was burned 
into my brain, somewhere near that 
imprint of other Stones songs that never 
seems to fade. He and the band have done 
their job; it’s up to us to learn a few things 
from them once more. 

In the best sense of the word. Bridges to 
Babylon seems like a bold stride backward. 

[Laughs.} Exactly. That’s what I felt. 
Once again I have to say that when it 
comes to the energy on the record, it’s 
Charlie Watts. As a musician Charlie keeps 
getting better and better. He’s such a joy. To 
me especially, the drummer is all-impor¬ 
tant. It’s the drummer who lets me play 

with the beat, carve it up. Of course, 
Charlie and I have had a lot of practice 
together, but even so, drummers like that 
are very few and far between. There’s Steve 

Jordan and a few other cats who aren’t so 
well-known, drummers where you don’t 

have to keep time and you can play around 

the beat with total confidence. Most drum¬ 
mers cither are metronomes or they think 
the drums are a solo instrument; the good 
ones are feel players. 

How do you deal with drummers who 
don’t meet your standards? 

I just beat ’em up and walk out [laughs], 
Charlie has done some albums of his 

own since Stripped, the last Stones album. 
How has that affected him? 

Up until Charlie started to make his 
own records—and it’s been five or six years 

now—he never appeared in the control 
room. He’d do his thing, and you’d get the 
best of it you could. But this year he’s in the 
control room: “More hi-hat. Give it a swish 
on here.” I guess it comes from having to 
make your own records and be the kind of 
guy Charlie always avoided being: the guy 
where the buck stops. 

Also, since he’s playing a lot with his 
own big band, he may be paying more 
attention to timbre. 

Exactly. He’s learned a lot and become 
more confident in himself. He’d always felt 
that the knobs and the faders had nothing 
to do with him. He played his stuff, it 
sounded good on tape, and he left you to 
do whatever you want with it while he 
faded into the shadows. But on the new 
album we’ve put the skin back on the front 
of the bass drum, which he hasn’t done in a 
long time. I’ve realized that it’s the room 
that counts. If you want a bass drum 
sound, you don’t shove a microphone 
inside the drum and put cushions around it; 
all you’ll get is a dull thud. The reason you 
have two skins on the bass drum is so you 
can capture the sound somewhere up in a 
corner of the room. So we were playing a 
lot with ambient recording on these tracks. 

Charlie’s bass drum always sounded 
pretty big to me. 

Yeah, but on this one we didn’t have to 
fuck around afterwards. We got the sound 
right before we started. There’s a lot of suc¬ 
cessful engineers and producers now 
who’ve never recorded a drum kit in their 

life. You just can’t get a real drum sound by 
pushing a key with your finger [Le., a 

sequenced drum part]. You can get a good 
sketch, but it don’t have air behind it. It 

doesn’t have muscle or fuel, and it’ll just 
repeat itself. If you’re really clever, you’ll 
get it to change, but music isn’t about clev¬ 

erness. It’s about feel. It’s the joy of playing 
together. It’s not a matter of sitting in a 
bunker, pushing buttons and saying, “I’ve 

made a record.” That’s not making music; 
that’s being a tape doctor. 

How did the new material get written? 
Mick and I got started at Dangerous 

Music, this great little demo room in 
Greenwich Village, early last November. 
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Then we went to London, and we used 
tiny demo studios there too. There’s an 
amazing number of them around. 
Sometimes you find yourself in a big studio 
with all this high-tech shit, and you can’t 
get it to sound right. It’s an indefinable 
thing, not necessarily equipment, that 
makes a studio good. 

After all these years, is it getting harder 
to find fresh ideas? 

It’s easier. I don’t force them now. I used 
to, but I realized a long time ago that you 

don’t write songs, you receive them. I’ll 
start off by sitting down and playing any¬ 
thing. I’ll attempt a bit of Mozart at the 
piano, or I’ll play a bit of Otis Redding or 
some Buddy Holly stuff. Within twenty 
minutes or half an hour, there’s something 
else coming, and I’m following that, play¬ 
ing around with it. Some days it don’t 
come, so I’ll just carry on with the Otis 
Redding songbook [laughs]. It’s a matter of 
recognition: [ducks imaginary hand 
grenade] “Incoming!” All you’ve got to do 

£ 

"A good traveler has no fixed plans and is not 
intent on arriving.” - Lao I zu (570-490 B.C.) 
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"I wonder if the most important step on our 

journey is the one in which we throw away the map. 

So, you set out to travel to Rome... and end up in 

Istanbul. You set off for Japan... and you end 

up on a train across Siberia. 

The journey, not the destination, 
becomes a source ot wonder." 

is formulate it a little and transmit it. People 
are too serious about writing. The writer’s 
block theory is crap: That’s only because 
you think you write your own songs in the 
first place. You think you’re God and you 
create this masterpiece. No, you just 
receive and transmit. That way, you don’t 
get into this idea of “What am I gonna 
write?” A lot of it is accidents: You hit a 
chord and you can think either “that’s 
wrong” or “that’s interesting.” 

Was the first chord of “Lowdown ” kind 
of an accident? 

By now it’s an accident I’m used to. It’s 
very much like “Start Me Up.” A lot of 
these riffs are . . . closely related [laughs]. 
Look at Jimmy Reed: For 25 years he did 
the same song, and every one is different. 

There’s a similar crunchy guitar opening 
to “Too Tight” on the new album. 

Yeah, that five-string, open G tuning. I 
cut that track with just Charlie and me to 
start with. 

Beyond how you and Charlie mesh is 
the question of how you and Ron Wood 
manage to stay out of each other’s way. 

It’s what’s called the ancient art of weav¬ 
ing. I mean, sometimes it’s [mimes vicious 
struggle, complete with strangleholds and 
menacing snarls], but it’s really a sympa¬ 
thetic relationship. People should get rid of 
these ideas of lead guitar and rhythm gui¬ 
tar; these are kindergarten terms. You’re a 
guitar player. You may favor playing 
chords on the rhythm end; that might be 
your bag. But never think of it in terms of 
splitting it like, “You’re this, I’m that.” A 
good band tries to fox people, so without 

anybody knowing it the rhythm end will 

take over the lead end and the other guy 
will automatically drop what he’s doing 

and pick up the other part. You’re not 
stuck with, “I play chords, he plays fiddly 

bits.” That’s the fun of it. 
But how do you and Ron work out parts 

so they complement each other? 
Usually we start with everybody play¬ 

ing what they want to play. After two or 
three takes, it’s like, “We’ve got the moves 
down, but we don’t need that move there. 
We’re all playing too bloody much. I’ll lay 

out here. What about if we play that part 
on an acoustic?” The amazing thing is that 
an acoustic instrument can add so much air 

to a track and suddenly connect with the 
cymbals. Where everything else is electric, 
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there’s a concise dryness about a track 

when you put one acoustic instrument on; 
it just spreads the sound. A couple of notes 

from a real piano or an acoustic guitar will 
open up a track, just like a flower. 

So once everybody learns the frame¬ 
work of the song, then you get to the point 
of saying, “Alright, we know it. It’s sound¬ 
ing pretty good. Now what about . . . 
dynamics?” [Explosive laughter.} Then you 
strip it back down and bring in what you 
can. Sometimes you leave it for a few days, 
you take it back to the hotel room and lis¬ 
ten to it on cassette, and you figure out 

what’s missing or what’s too much, or you 
hear where an instrument can go: “We need 

some tremolo guitar here, or maybe a little 

sax.” A lot of that goes on in these records, 
where a guitar plays maybe three chords in 

a whole song, or just goes whangg before 

the bridge. 
That happens on “Out of Control, ” on 

the new album, where you bring in a 
Wurlitzer electric piano to hit precisely two 
single notes on the first beats of two bars. 

Blondie Chaplin came up with that. We 
were taking five and listening to a playback 

in the studio, and he was sort of playing 
along with it. Then [snaps finger], “That’s 

the note we need there!” That’s what it 
takes: You’re not thinking about anything, 

everybody is sitting around listening.. .but 
they’re also listening to what’s going on 
while they’re listening. That’s why, when 

people say, “That’s an accident,” I say, 

“That’s not an accident, that’s innovation.” 

There’s two ways of looking at it: “I made 
a mistake,” or “No, you just went some¬ 

where else.” 
You worked with a number ofp roducers 

on Babylon: Don Was, the Dust Brothers... 
Actually, I just worked with Don on the 

stuff that I wrote. Danny Saber did some 
stuff with Mick; he’s on “Anybody Seen 
My Baby?” Mick did work with the Dust 

Brothers on one track, “Juiced.” That was a 
culture clash there, not a happy marriage at 
all. I don’t want to knock the Dust 

Brothers, but it was really the wrong 
choice. Mick and I cut the first go on that 

song, he gave it to the Dust Brothers ... and 
it just got worse and worse. It was the first 
track cut, and it still ain’t finished. Luckily 
I saved the original take. 

Yon also worked with Babyface, but 
none of that stuff turned up on the album. 

Babyface did a nice job on “Already 
Over Me,” although Mick remixed that 
because he didn’t get along with Babyface. 
Somewhere down the line there was some 
sort of schism between them. So I spoke 
with Don, who was the overseer of what 

went down, and I said, “Let’s see what’s the 
difference between what I’ve gotten 
together and what Mick’s got together.” 
Mick sits over the synthesizer with head¬ 
phones on, which I consider a prison. This 
is like, “Are you wearing those things 
because you don’t want to be interfered 
with? Or are you just jerking off?” See, the 
synthesizer worries me. Nobody should 
have ever let ’em out. It should be in the 
back room for guys to write arrangements 
and songs on .. . and never make a record 
with. They sound so plastic and inarticulate 

and superficial—no dynamics, no air, no 

breath. It’s an imitation of an instrument. 

There is some synth on this album. 
Well, I’m not against using it as a taste 

here and there, but to construct things 
around a synthesizer is the antithesis of 
what the Stones are all about. 

Considering all the history your band 
has made, can you avoid competing with 
stuff you’ve done in the past I 

I’m not competing with anything; I’m 

enhancing or adding to it. Sometimes I’ll 
hear “Ruby Tuesday” or something on the 

radio, and it still hangs cool for me. You 
realize as you go along that you’ve got to 
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TQP THIS... 
FEATURING; 

Michael McDonald, Don Henley, 
Richard Marx, Bill Champlin, 

Paulette Brown & David Pack on 
vocals, backed by Joe Sample, 
David Garfield, Steve Ferrone, 
Steve Lukather, Benmont Tench, 
Nathan East & Michael Landau 

on Al Green 's 
LET’S STAY TOGETHER 

Betcha Always Wanted To 
Hear Eddie Van Halen Play 
Some Hendrix! With Simon 

Phillips, Michael Landau & Will Lee 
IF 6 NAS 9 

Boz Scaggs on vocals, backed by 
Little Feat, with Eddie Van Halen 

on Guitar on Bob Dylan's 
IT TAKES A LQT TQ LAUGH, 
IT TAKES A TRAIN TQ CRY 

OWN THIS... 

DAVID GARFIELD & FRIENDS 
FEATURING 74 GUEST STARS 

INCLUDING; 
David Benoit, Larty Carlton, Bill 

Champlin, Vinnie Colaiuta, Peter Erskine, 
Steve Ferrone, Steve Gadd,Jimmy Haslip, 
Don Henley, Jim Keltner, Steve Lukather, 
Richard Marx, Michael McDonald, Simon 
Phillips, Michael Paulo, Bernard Purdie, 

Joe Sample, Boz Scaggs, Tom Scott, Eddie 
Van Halen, Dave Weckl 
... and 53 other artists 

we’d need much more room to mention! 

be careful what you listen to, because what 
goes into a musician ’s ear will come out of 

his fingers, and if you listen to a lot of crap 

just to hear what other people are buying, 

you might wind up with a piece of crap. I 
listen to what I want to listen to. I don’t lis¬ 
ten to music from a business point of view. 
I know there are loads of good young 
musicians out there, and I figure they’re at 
the same state we were in when we started, 
which was “how the hell do you break in 

here?” Nobody gets a fair shake. The mar¬ 
ket has such a stranglehold. Everybody’s 
like [grabs issue of Billboard and starts flip¬ 
ping through pages], “That chart, that chart, 

that chart, that chart.” It used to be that 

you’d share the shit out, and if you liked it, 

you got it. Now you’ve got to angle it, all 
to please these people. It’s sickening to try 

and put music into a pigeonhole. Probably 
every musician is trying to get out of a 
pigeonhole, but you find yourself in a busi¬ 
ness where people who know nothing try 

to put it into a bag: “That’s AOR, that’s 
something else.” The only way you’re 
gonna get this thing played is on this or that 

kind of radio station. But where would 
radio stations be without music? I don’t 
understand. They rule the fuckin’ roost; 
that’s what sickens me. “You like that kind 

TUNE ME UP 

For his famous five-string open G tuning, KEITH RICHARDS uses a number of butter¬ 

scotch Fender Telecasters with maple necks and black pickguards, dating from 1952 

to 1954, each with its own name (Malcolm, Micawber, Gloria, and so on). His 

Stratocaster collection features a ‘58 with an ash body, maple neck, and "Mary Kaye” finish 

(blonde body, gold hardware), and an early Sixties model with alder body and rosewood neck; 

according to Keith, the former sounds like Buddy Holly, the latter like Curtis Mayfield. Other 

favorite electrics include a ‘57 Les Paul Junior with one P-90 and a ‘59 ES 175. Among his 

acoustics are several Martins—a 1930 000-45 (used principally for fingerpicking), a ‘31 0M-

28, a Forties D-18, and a ‘62 00-21—plus a couple of Gibson J-45s and a Collings that's sim¬ 

ilar to a Martin 0M. Although Keith has been known to use D'Addarios, his strings are nor¬ 

mally Ernie Ball: .Oil-gauge for the six-strings, custom gauges for the five-strings, 80/20s for 

fundamental acoustic tracks, and Oscar Browns if he wants a brighter acoustic sound. 

Generally he eschews stompboxes, preferring to go straight into the amp, but he does own a 

Vox wah-wah. RON WOOD'S main guitar for slide playing is a black custom Zemaitis with three 

pickups tuned to open E. He also favors a ‘52 Tele, a ‘55 maple-neck hard-tail Strat, a '63 

Gibson Firebird V, and a new Fender B-Bender Tele. For acoustic stylings, he chooses a Gibson 

J-200 and a Fifties Martin 000-18; he’s also got a couple of lap steels, an Emmons and an 

early-FIfties Fender. His strings are .010-gauge Ernie Balls. For recording, Ron and Keith chose 

from a collection of about 45 amps, including vintage Vox AC30s, Mesa/Boogies, old tweed 

Fender Deluxes, an Orange County Rocket 88, and some custom models by New York amp 

guru Matt Wells. MICK JAGGER plays Strats built for him by Jay Black at Fender’s Custom 

Shop. He also blows into a Lee Oskar harmonica; for recording, it goes through a Shure Green 

Bullet mic and from there into the mixing board, then back out again to a tweed Fender Champ, 

then back to the board again. CHARLIE WATTS hits a Fifties natural-finish Gretsch kit, with a 

16x22 bass drum, 9x12 rack tom, and 16x16 floor tom; his snare is a Lang Billy Gladstone 

model. Heads are Remo Black Dots; the one on the bass drum has never been changed as 

long as he’s had it. Charlie's cymbals are an 18-inch UFIP flat ride, an 18-inch UFIP China 

turned upside down and used as a crash, a Zildjian K 17-lnch crash, and Zildjian 14-inch hi-

hats. (The sizzle you hear on the new album's “Juiced" is a customized UFIP crash with rivets 

added to it.) A Ludwig Speed King kick drum pedal, Rogers hi-hat stand, old Ludwig seat, and 

Charlie's own model of Vic Firth wood-tip sticks, along with Vic Firth mallets and brushes, 

round out the kit. The bass setup in the studio for the Babylon sessions was a 1960 ash-body 

Fender Jazz Bass and two '59 P-Basses through an Ampeg B-15 amp and a Nat Priest tube 

D.l. box. The keyboards used during the sessions included a Hammond B-3 with a Leslie cab¬ 

inet, a Steinway piano, a Hohner Clavinet, a Kurzweil K2500, and several other digital synths, 

all heavily modified with analog filtering systems and several racks full of modules. 
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ON THE ROAD TO BABYLON 
Tech Talk with the Dutt Brothers and Other Sound Wizards on the New Stones Album 

I
n last month's Records section we offered an inside glimpse of the new Stones album as it was being cut in Room One at Hollywood's 

Ocean Way Studios—the site of many classic sessions by legends like Frank Sinatra, Quincy Jones, and Phil Spector. Our correspondent 

was Harvey Kubernik, an outstanding producer in his own right, perhaps best known for his spoken-word albums with Buddy Collette, Ray 

Manzarek, Charles Bukowski, and other diverse subjects. As a friend of executive producer Don Was, Harvey was able to witness much of 

Bridges to Babylon coming together. This gave him a unique perspective on the album, and made him the logical candidate to speak with four 

of the most important technical contributors to the project: engineers Dan Bosworth and Ed Cherney, and Mike Simpson and John King of the 

Dust Brothers. Here's what they had to say about the latest chapter in the Stones saga. 

First, what was your general approach to 
starting this project? 
Simpson: The way we recorded this project was 
very unusual. We ended up doing the overdubs 
first with Mick and then going in and doing 

rhythm tracks afterwards with Charlie and 
Keith. The song kept transforming, and we 
replaced the drums. Then we had Billy Preston 
come in and play parts, and we'd have different 
bass players trying things. Unfortunately, the 
way scheduling worked out, we got in with Keith 
early on in the progression of the songs, so they 
weren't really well formed and we couldn't give 

him much direction. 
Bosworth: I've always preferred recording 
bands live. When you do an overdub, you can’t 
watch the drummer. It’s just the feel you get 

from that. 
How did you mic the players and instruments? 
Cherney: On Charlie I used [AKG] C12As, with 
[Audio-Technica] ATM-25S on his toms and B&K 
4011s on his hi-hat and snare. I used a 
[Neumann] U87 as a distant kick microphone 
and a Sennheiser 421 for a close bass drum 
mic, with a couple of [Neumann] M50s for room 
and ambient mies. I also used some compres¬ 

sion on the room mies—an old Fairchild com¬ 
pressor that Phil Spector used to use and the 
Rolling Stones probably used when they made 
Exile on Main Street. 

What kind of mies did Mick use? 
Bosworth: Usually a Shure SM58, but we used 
big tube mies on a lot of the ballads. I bought a 
pair of B&K mies, thinking I was gonna use 
them on a couple of things like acoustic guitar, 
but they didn’t work out; I ended up putting the 
[Neumann] U47 on the acoustic guitar. I didn’t 
expect that to happen because they’re sup¬ 
posed to be flat all the way around. 
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Did you pad Mick's vocal mic? 
Bosworth: We put a windscreen in front of 
the SM58; a couple of pops were just too 
much. 

music calls for it. But typically it’s fairly dry 
and unaffected. 
Is he pretty hands-on at the console when 
reviewing tapes? 

Cherney: We would typically have a pop filter 
or a foam thing on there. But you can hear 
him no matter what’s going on. Always into 

the red zone. It’s okay if his voice distorts 
the tape a little bit. It’s rock & roll. During 
recording and mixing we might use a little 
ambience around him, or a slap-back or an 
eighth-note delay à la Buddy Holly, if the 

Bosworth: Mick’s not afraid to get a mix-out 
tape so he can hear what the song sounds 
like, because sometimes they put a lot of 
parts on and he doesn’t necessarily want to 
hear them all. I’ve seen Keith up at the board 
doing rides. The way he touches the board is 
like a musician, like he's playing the console. 
Cherney; Mick will come by with a piece of 

into 
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paper and make some notes for you: “Turn 
this up,” or “Brighten that up.” Then Keith 
will take a listen, and it'll be the same kind 
of thing. Charlie will put his comments in, 
and you try to accommodate everyone. 
King: When Mick would do his vocals, it was 
like a performance. When we were in Ocean 
Way doing vocals with him, he was really get¬ 
ting down on the mic. All his moves were 
there. He’s very theatrical and expressive, 
with a lot of personality in his vocals. A lot of 
bands today don’t get as emotional in terms 
of stretching the performance, but he’s the 
master of it. 
Did you use any digital workstations? 
Cherney: Absolutely. We used [Digidesign] 
Pro Tools to put some things together. The 
biggest part of the Dust Brothers’ arsenal is 
Pro Tools. 
Simpson: We have a Pro Tools core system at 
the Dust House running [Opcode] Studio 
Vision as the main software. 
What do you like about Pro Tools? 
Simpson: It gives you a lot of flexibility in 
terms of recording live performances. They 
don’t have to play it exactly right, in exactly 
the right place. They can improvise and 
groove with the track for twenty minutes, and 
we can extract the very best pieces. Mick 
was completely familiar with our equipment. 
He said, “We’ve been doing this stuff for 
years.” 
Cherney: We spent some time making loops 
for Charlie, having him play in different things 
and putting different rhythms together at the 
computer for the other guys to play to. All 
through the album there’s a combination of 
Charlie’s computer-driven things that may 

have been cut and pasted together along 
with live playing. 
Was there any one track that stands out as 
your favorite in terms of how it developed? 
Bosworth: “Lowdown,” which is a classic 
Keith riff song, is one of my favorites. When 
they say you have to be ready at all times, 
this is a great example: You’re watching them 

from out of the control room, and you see 
Keith pick up a guitar, and you gotta go and 

record right away, because that's the way 
this one starts, on guitar. Charlie’s not even 

there. If you miss that, you're screwed. 
Was the multiple producer format uncom¬ 
fortable for anyone? 
Cherney: It didn’t matter who was coming in 
to produce what: It was still the Rolling 
Fuckin' Stones, no matter what. '!> 
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Times have changed in the music business. Players 

are more savvy than they were back when I was cut¬ 

ting tracks and working in the clubs. This was in the late 

Seventies, and as a teenage guitarist with a band and a record 

deal, I remember being intimidated by lawyers who I could only think of as “suits.” 

Nowadays, it’s common knowledge that you can’t build a music career 

without a lawyer on your team to make sure all the fine print on your con¬ 

tracts checks out. This is good news, especially since I’ve changed costumes 

and gone to HOW TO KNOW WHEN YOU DO-AND DON'T-NEED A MUSK ATTORNEY 

work on the other side of the desk as a music attorney. • But there’s even better news: 

You might not need somebody like me as much 

as you think. Time and again musicians have 

come into my office and asked me for legal help 

that they don’t really need. It’s gotten to the 

point where, if I hear them even begin request¬ 

ing this kind of assistance, I’ll hold up my hand, 

give them a flyer I’ve written up, and advise 

them to read it. • What’s in this flyer? Infor¬ 

mation that will help players become more self-

reliant and not toss away their hard-earned in 

BY WALLACE COLLINS 

ILLUSTRATION BY ROBERT PIERSANTI 
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come on representation they don’t need. 
That information, in an expanded form, 
is what I’m about to share with you in 
this article. Here, then, is my list of con¬ 
cerns that the self-sufficient, empowered 
musician can handle on his or her own, 
without a “suit” in sight. 

Copyright 

Copyright is, most simply, the 
right to make and sell copies of 
your work. Under the U.S. 

Copyright Law, a copyright auto¬ 
matically vests in the creator of a work 
the moment the expression of an idea is 
“fixed in a tangible medium.” In other 
words, the moment you write an original 
song on paper or record it on tape, it’s 
protected by law. 

With respect to music, there are really 
two copyrights: one in the musical com¬ 
position, owned by the songwriter, and 
another in the sound recording, which is 
owned by the recording artist but is usu¬ 
ally transferred to the record label when 

I.I HAMMOND 
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a deal is signed. The U.S. Copyright Law 
requires that all transfers of copyright be 
in writing, so be wary of anything you 
are asked to sign regarding your work. 

It’s a good idea to place a notice of 
your copyright on all copies of any orig¬ 
inal works that you distribute. This con¬ 
sists of the symbol © or the word “copy¬ 
right,” the author’s name, and the year in 
which the work was created or complet¬ 
ed—for example, “©John Doe 1997.” 

You can obtain additional protection 
for your songs by registering their copy¬ 
right with the Registrar of Copyrights; 
this establishes a record of the existence 
of your copyright and gives you the legal 
presumption of validity in the event of a 
lawsuit. Registration is also a prerequisite 
for a copyright infringement lawsuit to 
commence in federal court and, under 
federal law, allows an award of attorneys’ 
fees to the prevailing party provided the 
form is filed within ninety days of when 
the work is first offered for sale or before 
the infringement occurs. 

Does this mean you need a lawyer to 
cut through a pile of red tape? Not at all. 
Just order the forms or find the answers 
to any questions you have about copy¬ 
right registration from the Copyright 
Office at (202) 707-9100. The filing fee is 
only $20. The SR Form is the one most 
used by musicians because it lets you 
submit a song or multiple songs on tape. 

Publishing 

The term “publishing,” as defined 

by the U.S. Copyright Law, has 
several meanings: It is the “distrib¬ 

ution of copies of a work to the public by 
sale or other transfer of ownership, or by 
rental, lease, or lending.” A work can also 
be considered published if there has been 

an “offering to distribute copies of a 
work to a group of persons for purposes 
of further distributions, public perfor¬ 

mance, or public display.” This means 
that if someone offers to distribute copies 
of something you wrote, it’s published. 

Many artists send recordings of their 
songs to publishing companies in hopes 

of getting a publishing deal. If a publish¬ 
er hears something he or she likes, he or 

she may approach you with an offer to 
become your publisher. What this really 

means is that the publisher will invest in 

you by buying a portion of the rights in 
your copyright. All you need to make 
this contact is diligence and talent. 

As a practical matter, music publish¬ 
ing consists mainly of all administrative 
duties, exploitation of copyrights, and 
collection of money generated from the 
exploitation of those copyrights. If a 
publisher takes on these responsibilities, 
he or she “administers” the composi¬ 
tions. This means anything from filing all 
the necessary registrations (i.e., copy¬ 
right forms) to answering questions 
about your songs. One of the most 
important functions shared by artists and 
music publishers involves exploiting—or, 
in real-world language, plugging—your 
work. This involves looking for different 
ways in which your music can be used. 
One way publishers do this is by prepar¬ 
ing quality demos and sending them to 
artists and producers. They’ll also be sent 
to television, film, and advertising con¬ 
tacts for use in those media. 

Getting people to use your works is 
half of the publisher’s responsibility; the 
other half involves making sure that you 
and they get paid for them. Music pub¬ 

lishers derive income from two primary 
sources: record sales (i.e., mechanical 
royalties) and revenues that come from 
broadcast performances (i.e., perfor¬ 
mance royalties). Mechanical royalties 
are collected directly from the record 
companies and paid to the publisher. 
Performance royalties are collected by 

performing rights organizations— 
ASCAP, BMI, and SESAC—and then 

distributed proportionately to the pub¬ 
lisher and the songwriter. 

But music publishing isn’t all number¬ 
shuffling; there’s a creative side to it, too. 
Since producing hit songs is in the best 
interest of both the publisher and the 
writer, some music publishers have 
whole departments devoted to helping 
writers grow and develop. The creative 
staff finds and signs new writers, works 
with them to improve their product, 
pairs them up with potentially compati¬ 

ble co-writers, and crosses its fingers in 
hopes that the results of their nurturing 

will involve profits for all concerned. 
Although a writer can be his or her 

own publisher, the larger publishing 

companies in the music business usually 
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pay big advances to writers in order to 

induce them to relinquish a portion of 
their publishing rights. It’s up to you to 

assess both the publisher’s business and 
creative sides before signing a deal. 

Trademark Protection 

rademark rights are rights in a 
name, phrase, slogan, or logo that 
indicate source or quality. Such 

rights are based on “use” of the mark; 
once you use it in connection with your 

goods or services, it’s yours, whether 
you’re a solo act, part of a band, or a DJ. 

The more distinctive your name is, the 

easier it is to trademark it. The highest 
level of protection is granted to “unique” 

or “arbitrary” names, which means 
words that were invented (Nike, Rolex, 
Microsoft) or existing words that are 
arbitrarily attached to a product or ser¬ 
vice (“Smashing Pumpkins”). A high 
level of protection is also granted to 
“suggestive” marks, which means a word 
or slogan that hints at what something is 
but doesn’t describe it, like “Meow Mix” 
for pet food or “Miracle Gro” for plant 
food. Terms that are too descriptive or 
generic may not be eligible for much, if 
any, trademark protection. 

Again, you can protect yourself with¬ 
out legal assistance in the trademark 
game. Just file a federal trademark regis¬ 
tration application, since registration will 
give you a presumption of priority or 
ownership of the name nationwide. But 
before you invest too much in your 
prospective trademark, it’s a good idea to 
order a trademark search to make sure 

that no one else has been using the same 

name or one that’s confusingly similar. 
You may be able to do a trademark 
search on the Internet, through the com¬ 

puter services of certain public libraries, 
or by contacting a searching service; you 
can use a lawyer for this service. The least 

expensive searching service I know of is 
Government Liaisons at (800) 642-6564. 

One caveat: If you’re interested in 
trademarking your band name or your 
own name as a performer, a search of cur¬ 
rent federal trademark registrations may 

be insufficient. It’s best to order a full 
statewide search as well as a search of the 
copyright office records in order to find 

any songs that may be copyrighted in a 

band’s name. This is important because 
trademark rights are based on use, so 

even if a band doesn’t file for federal 
trademark registration, that band will 

retain certain rights under state law when 
they start using their name. For example, 
on the eve of releasing your record 
worldwide you might find that a band 
has already been using your band’s name 
in, say, Illinois. If they were using the 

name before you, then state law says that 
this band could prevent you from releas¬ 
ing your record in that state. The usual 
solution to this problem is to buy out 

that local band’s rights, but this can cost 

you a bundle. 
Once you’ve deter¬ 

mined that no one else 
is using your name, 
you can file an applica¬ 
tion for trademark reg¬ 
istration in the Patent 
and Trademark Office. 

(The current fee is 
$245 per category.) 
Registration gives you 

nationwide protection 
as well as the presump¬ 
tion of validity for law¬ 
suit purposes, as well 
as legal fees and addi¬ 
tional damages for the 
prevailing party in an 
infringement action, 
or to obtain additional 
trademark registration, 

call the U.S. Patent and Trademark 

Office at (703) 557-4636. 

Incorporation 

Sooner or later you may want to 

incorporate. The reason for this is 
to limit your personal liability: If 

properly used, a corporate entity can 
protect you like a shield. In most cases it 
isn’t necessary to incorporate at the start 
of a career. Most states do require that if 
you use a professional name that’s differ¬ 
ent from your actual name, you should 
file a business certificate (or DBA) in the 
county where you live or work under 
that name. You’ll need a DBA if you 
want to open a bank account in your pro¬ 
fessional pseudonym or group or compa¬ 

ny name. The DBA form is available in 

stationery stores or at the county clerk’s 

“THERE’S 

NO SUCH 

THING AS A 

STANDARD 

CONTRACT. 

EVERY 

CONTRACT 

PROTECTS 

SOME 

PARTY’S 

INTERESTS.” 

To order forms 
information on 
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office. 
Also, as a business matter, the mem¬ 

bers of a group or company may want to 
work out a partnership agreement among 

themselves in order to spell out their 
rights in areas like songwriting and own¬ 
ership of a name’s trademark rights. 
Otherwise, under the laws of most states, 
any group of two or more persons oper¬ 
ating a business for profit is considered a 
partnership, meaning that all members of 
the group share evenly in profits and 

losses, including all assets of the business. 

So I Don’t Need a Lawyer? 

Sure, you do! (You didn’t think 

I’d put myself totally out of 
business, did you?) Whenever 

you’re called upon to sign any contract, 
you’ll need a knowledgeable entertain¬ 
ment lawyer there to review it first. 
Don’t rely on anyone else (or anyone 
else’s lawyer) to tell you what your con¬ 

tract says. And never let anyone rush or 
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pressure you into signing any agreement. 

There is really no such thing as a standard 

“form” contract. Every contract is draft¬ 

ed by some party’s attorney to protect 
that party’s interests. Your lawyer can 
explain the deal’s terms to you, and then 
help negotiate more favorable terms for 

you. 
In fact, if you have an agreement with 

someone, it’s likely in your best interest 
to “get it in writing.” This is especially 

true in collaborative situations. 
Otherwise, you run the risk of pitting 
your word against someone else’s in a 

disagreement over terms of the oral 
agreement. This isn’t to say that an oral 
agreement is not a binding contract. It’s 
just that a contract is easier to prove if the 
terms are written down. A simple con¬ 

tract may not require extensive involve¬ 
ment by lawyers; a contract can be as 
basic as a letter that describes the details 
of an arrangement and is signed by both 
parties to the agreement. 

Still, you can’t do it all yourself. At 
some point or another as you pursue a 
career in music, you will need to get a 
lawyer. Too many musicians invest a lot 
of their money on gear and demo record¬ 
ings, only to risk it all by skimping on 
legal advice. 

A good lawyer will steer you safely 
through the minefield that is the enter¬ 
tainment industry. It’s not that everyone 
is trying to rip you off, but this is a busi¬ 
ness, and there are no rules governing 
what is fair in a music business deal. 
Record contracts, publishing agreements, 
and licensing agreements can be compli¬ 
cated. Proper negotiating and drafting 

requires legal skills as well as a knowl¬ 
edge of the entertainment business and 

intellectual property practice. 
Don’t be afraid to interview a few 

lawyers before deciding on who should 
represent you. Check around, ask friends 
for suggestions, or call your local bar 
association for a referral. Although your 
first contact may be on the phone, most 
likely you will have an initial interview 
for which, if you ask in advance, there 
may be little or no charge. Remember, 
your lawyer’s time is money, so be ready 
and be on time for your appointment. 

The attorney you choose doesn’t have 
to like or even understand your music. 
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It’s more important that you feel he or she 

is a competent and trustworthy advisor. 
The lawyer/client relationship is fiduciary 

in nature, which means that the lawyer 
must always act in your best interest rather 
than his or her own or anyone else’s. Your 

lawyer also is obligated to keep your con¬ 
versations with him or her confidential. 

Remember that a lawyer with big-name 
clients isn’t necessarily the best lawyer for 

you. If it comes to taking your calls or 
those of some superstar, who do you think 

will get preferred treatment? 
You’re probably wondering how much 

all this will cost. Well, first of all, since the 
odds of success in music are seldom favor¬ 
able, very few lawyers are willing to defer 
your payment until you’re hauling in roy¬ 
alties. A lawyer specializing in the enter¬ 
tainment field usually charges an hourly fee 
or a percentage of the money value of your 
deal. Hourly rates generally run from $200 
up, and percentages are based on the “rea¬ 
sonable value of services rendered,” which 
generally means around five to ten percent 
of the deal. A few lawyers charge a set fee, 
such as $1,000 or $1,500, to review and 
negotiate certain documents. Check 

around to see if the fee you’re being quot¬ 
ed is competitive. 

As a rule, I advise my clients to consult 
with me any time they’re asked to sign any¬ 
thing other than an autograph. Too many 
aspiring artists want a record deal so badly 
that they’ll sign almost anything that 
promises them a chance to get one. But 
even successful music careers usually have a 
relatively short lifespan, so make sure your 
contracts give you maximum returns in the 
good years without ripping off your pub¬ 

lishing or other valuable income in the long 

run. 
The truly empowered musician is one 

who knows when to consult with the right 

people and knows how to take control of 
his or her life where appropriate. 'S' 

Contributors: Wallace Collins is a New 
York lawyer associated with the law firm 
Stein and Stein. Collins specializes in enter¬ 
tainment law; clients include Dru Hill, 
Craig Mack, Eddy Grant, and producers 
John Siket (Phish, Sonic Youth) and Mark 
Plati (David Bowie). Before attending 

Fordham’s law school, he recorded on Epic 

with his band, the Dynomites. 
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Behind every successful band 

stands a strong AAR person-or 

so the old story went. Even In the 

jaded circles of the music indus¬ 

try, the names of legends from 

the past still inspire awe. There 

was John Hammond Sr., whose list 

of discoveries stretched from 

Billie Holiday to Aretha to Dylan 

to Springsteen to Stevie Ray 

Vaughan. There's Seymour Stein, 

whose Sire Records launched the 

careers of Madonna, Talking 

Heads, the Pretenders, and the 

Smiths (and, more 

recently,Barenaked Ladies and 

Spacehog). And how about Bob 

HEADLINES 

Biggs, who started Slash Records 

to expose the world-or at least 

MUSICIAN NOVEMBER 1997 57 



C. F. MARTIN COMPANY 

MARTIN 

OPTIMUM TONE & LONGEVITY 

""hightensile STRENGTH 
CORROSION RESISTANT FINISH 

MARTIN STUDIO/PERFORMANCE SERIES STRINGS 

Longer lasting, excellent tone, visually attractive • Ideal for performers or frequent users 

Our new Martin SP™ Studio/Performance Series strings are made from an ultra-high quality steel core that resists breaking and corrosion much 
better than average strings. Both the core wires and the plain strings are plated with a smooth, acoustic bronze finish. Available in 80/20 
Acoustic Bronze, these new strings outperform other brands. They stay bright, have long-lasting superior tonal qualities, and look absolutely 
beautiful on a guitar. Martin SP™ strings are ideal live, in the studio, or wherever Sustained Playability is desired. Martin SP™ strings are 
available in extra-light, custom light, light, and medium gauges for 6-string acoustic guitars and an extra-light gauge for 12-string acoustic guitars. 

MARTIN 

©1997 GF. Martin & Co., Inc., 510 Sycamore Street, Nazareth, PA 18064 • For more information, call us ot 1-800-633-2060 or visit us on the internet at http://www.mguitar.com 



the East Coast—to X, the Germs, and 
Los Lobos? “Ah,” goes the refrain, “they 
don’t make ‘em like that anymore.” But 
why not? These days, A&R departments 
are accused of shying away from adven¬ 
turous signings and even running away 
from artists they’ve brought in from the 
cold. More records are being released 
than ever before by major labels, but 
fewer than ever contain anything resem¬ 

bling a surprise, and those records which 
are on the fringe are often last in line 
when it comes to doling out cash for pro¬ 
motion and marketing, even though 
they’re usually the ones who need it the 
most. Bob Biggs, who is still going strong 
at Slash (in the past few years he’s signed 
Soul Coughing and Grant Lee Buffalo), 
points to a familiar culprit: Big Money. 

“You may think it took courage for 
me to sign X or Violent Femmes or Los 
Lobos,” he says of that late Seventies hey¬ 
day. “In reality, it took no courage. There 
was no competition for those bands back 

then. We were making records for $4000 

instead of $400,000. 

“We made millions of dollars on our 
first few records, so I was allowed to do 
whatever I wanted,” he goes on. “If you 
don’t have that luxury, you have to be 
careful, which makes it harder to do your 
job. It’s much easier to say no. You get 
judged on your successes, not your fail¬ 
ures.” 

These days, stakes are high. Indie 

bands with a bit of street cred, a follow¬ 
ing, and often no more than 100,000 
records sold are getting snatched up by 

the majors as if they were the last musi¬ 
cians on Earth. The “feeding frenzy” 

mentality inflates the asking price for 
artists who will likely never pay off for 
the label and thus creates immediate, 
unrealistic expectations. 

Ask the Melvins. Singer King Buzzo 

remembers their courtship by Atlantic 
Records: “They were offering us money 
that would finally allow us to make the 
records we wanted to make. I didn’t think 

they were going to make us amazing 
superstars or anything. Then again, I did¬ 

n’t think it couldn’t happen.” 

As Buzzo recounts it, his band’s prob¬ 
lems arose when the Melvins, known for 
making what they describe as a “metal 

racket,” put out what they considered to 

be three of their most commercial records 
to lukewarm corporate reception. “They 
gave up too easily,” Buzzo complains. 
“They couldn’t plug it into the same out¬ 
lets they plugged Stone Temple Pilots 
into, so they decided they didn’t like the 
record.” 

Moreover, the A&R person who had 
shown the band initial interest and sup¬ 
port moved to a higher position in the 
company and became “unavailable.” “I 
had heart-to-heart talks with the guy, and 
now I bet I couldn’t get him on the phone 
with me,” Buzzo says. “He’s told me 
we’ll never be able to sign to a major 
again.” 

Yet if they had to do it all over again— 
and, of course, they do—the Melvins 
would return to a major. “There’s nothing 
bad about major labels,” Buzzo insists. 
“They’ve got resources and they pay their 
bills. I just want an A&R person who will 
stick with us, even when the rest of the 
company doesn’t want to work our 

record.” 

The problem for bands is that the 

A&R reps just aren’t as loyal as they used 
to be. That’s because the old-school A&R 
rep (stands for artist and repertoire, 
remember) often produced the albums of 
the artists they signed. As a result, they 
were more likely to be loyal to that artist’s 
vision. These days, high-investment 
bands are often linked with proven, high-
salaried producers, confining A&R to the 
role of talent scouts. For the A&R rep, 
that role inevitably translates into more 
loyalty to the company’s bottom line and 
a greater likelihood to cut bait on an act 
that’s not getting support elsewhere. 

As one consequence of this shift, 
many of the older A&R/producer types 
have bailed out of the business. “A&R 
means something entirely different now,” 
observes Al Kooper, the renowned song¬ 
writer, producer, and session player. 
“When I was first hired into A&R in 1968 
by CBS, my job description was to go out 
and find bands that I thought could be 
successful for the label and produce them. 

When I took an A&R position at 

Polygram in 1984, my job description had 
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become ‘have lunch with managers and 
agents.’ I quit after a year and a half; I 
couldn’t even eat in the presence of these 
people.” 

Kooper’s experience illustrates a major 
shift in A&R. “I would look for bands 
that had the potential but were missing 
what I could offer in the studio,” he says. 
But in the Nineties radio has returned to 
singles-oriented formats. Stations once 
dedicated to the everlasting bands of 
music history now glorify the everlasting 
hits. The industry goal was no longer to 
find so-called “career” bands but to score 
instant gratification on the charts. 

“Today’s signings are based on obser¬ 
vation,” Kooper says. “You go to a club, 
hear a band play, see a zillion people there 
reacting emotionally, and you go back to 
the office and say, ‘There’s this great band 
...’ That’s an observation that anyone with 
eyes, ears, and half a brain could make. 

The question is, where will they be in 25 
years?” 

With such little regard for history, the 
music industry seems more prone to re¬ 
peat its mistakes. “I’m in a business that 

has no respect for seniority,” Kooper 
says. “In 1995, I had dinner with Bill 

Szymczyk, a friend of mine who had also 
dropped out of producing. We were rem¬ 
iniscing about 1975, when he was produc¬ 

ing the Eagles’ Hotel California and I was 
doing Second Helping with Lynyrd 
Skynyrd in the studio next door. In 1993, 
country music was based largely on those 
two records, yet we couldn’t go into a 
studio with a band now without having 

some A&R kid telling me they didn’t like 
the mix. That’s insulting.” 

Although the A&R producer is a 
dying breed, Dust Brother Mike Simpson 

is a notable exception. One-half of the 
dynamic duo responsible for producing 

such watershed albums as the Beastie 
Boys’ Paul’s Boutique and Beck’s Odelay, 
Simpson was hired to wear both hats at 
his A&R position at Dreamworks, where 
he has recently signed and produced 
albums by Eels, Morphine, and Spain. 
“The people who hired me, Lenny 
Waronker (longtime staff producer at 
Warner Bros, turned president) in partic¬ 
ular, were from that old-school mentality 
that the people bringing in the band 

should be the same people who produce 

them,” Simpson explains. 
It’s not always an easy task. “It’s actu¬ 

ally very difficult to be both an A&R per¬ 
son and a producer in the studio,” 
Simpson suggests. “You have to commu¬ 
nicate openly with the bands as a produc¬ 
er. But you have to know when to keep 
your mouth shut and let them do their 
thing as an A&R guy. It’s like being a 
player/coach.” 

Does it help when signing a band? 
“Definitely, that’s the benefit. I can watch 
a band play live and figure out what I 
would do with them in the studio. For the 
most part, though, I look for non-music 
cues. They should have songwriting abil¬ 
ity, not just a couple of fluke singles. Tied 
into that has to be a strong vision or point 
of view. That comes from working with 
bands for so long before this job.” 

In turn, bands should expect the same 
from their A&R reps. Dave Gibbs, singer 
and guitarist for the Boston-based Gigolo 
Aunts, came to this conclusion the hard 
way. “When we signed with RCA, 

Bennett Kaufman was our A&R guy,” he 

says. “We got along with him really well. 
But RCA fired him and the person who 
was assigned to us after that didn’t have a 
firm vision. He didn’t give us good input. 

Our original support structure— the 
video people, the press people—was com¬ 
pletely gone; everyone there was new. We 
had a bunch of material and some internal 
problems, we could have gone in any 
direction. No one stepped out to make 
suggestions.” (RCA declined our invita¬ 
tion to comment.) 

Gigolo Aunts, like the Melvins, would 
have no problem returning to a major 
label, but their criteria are strict. “Our 
A&R guy has got to learn to kill for us,” 

he says. “When they’re having their mar¬ 
keting meeting, they have to bring up the 
positive points when everyone else is 
pointing at sales and budget. They have to 
be dead loyal, to love our band, not just 
our single. They have their own vision for 

our band. They should come in and be 
able to tell us exactly what they like about 
us, where they can see us going and how, 
which single they like and why. And 

I've always played 

Martin or Gibson 

acoustic guitars and 

thought of myself 

asa purist. The idea 

of playing a graphite 

instrument seemed 

abhorrent to me, 

until I plugged it in 

and played it." 

Jim Ibbotson 
Nitty Gritty Dirt Band 
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we’ve got to have the president, or the 
head of A&R, liking us as well in case our 
A&R guy leaves.” 

There is a silver lining here. Lacking a 

sure direction or formula for success, 
A&R departments are becoming more 
likely to take risks out of sheer despera¬ 
tion. “Things are different than they were 

even five years ago,” Simpson explains. 
“Radio is in this state of flux where every¬ 

one’s wondering what’s next. People are 
looking for the next big thing. Labels are 
betting big on electronica. They’re in a 
position where they have to take some 
risks. You can’t just sign an alternative 
band anymore and expect results.” 

Todd C. Roberts, who edited URB 
magazine for over seven years and now 
acts as director of artist and label devel¬ 
opment for the San Francisco-based 
Domestic label, experienced the scramble 
first-hand. About a year ago, he found 
himself getting lunch invitations from 
major label execs. “They wanted to pick 
my brain about the ‘electronica craze,’” 
he recalls. “I was flattered at first, but it 
soon became obvious that they weren’t 
interested in doing it right—i.e., putting a 

seed in the ground and waiting for it to 
grow. If I had a label, I could have sold it 
right there.” 

Roberts’ roots in club culture made 
him a prime candidate for an A&R posi¬ 

tion. Majors and independents alike were 
eager to exploit his expertise. The offers 
were appealing, but one thought nagged. 
“I began to worry about the artists blam¬ 
ing me for their short-term careers,” he 
says. “I knew as soon as their records did¬ 
n’t sell, the labels would close up shop, 
leaving the artists out in the cold. The 
music is more important to me than a 
job.” 

But when longtime friends and col¬ 

leagues Stephanie Smiley and Wade 
Hampton suggested launching Domestic 
together, Roberts’ fears lifted. “We have 

the same vision,” he says. “We’re trying 
to develop every aspect of the package. 
Electronic music introduces a whole new 

paradigm. It’s not like rock; it takes and 
borrows from other things. That’s never 
been marketed to the mainstream before. 
It has to be reconceptualized. Bigger 
labels don’t have the patience to see that 
through. In order to move into people’s 

homes, it may have to take on a different 

form; staged concerts and radio might not 
work. 

“The same thing goes on in rock,” he 

declares. “Artists across the board are 
starting to experiment more, and they 
should be allowed to. You shouldn’t base 
your decisions on what has happened, but 
what could happen. If you’re short-term 

in your thinking, the label becomes short¬ 
term.” 

Kooper follows a different path to the 
same conclusion. “It has always come 
back to rock & roll,” he explains. “There 
have been aberrations—glam rock, prog 
rock, rap, alternative, electronica—but 

when the fads fade, good, basic rock & 
roll will always sell. All A&R needs to do 
is trust history.” 

But can a band trust A&R? Simpson 
suggests that bands take matters into their 
own hands by restructuring their finan¬ 

cial priorities. “One of the toughest parts 
of A&R these days is you have to overpay 
for these young, new bands, which does a 
disservice to both the label and the band,” 

he elaborates. “The label gets nervous 
when they don’t see a lot of action right 
away, and all of a sudden it becomes a 
financial issue: How much more money 

can we lose to break this band? 

“The bands need to bet on themselves, 
to forgo a huge advance and negotiate a 
bigger royalty in the long run. This says, 
‘We’re willing to let you spend the money 
on promoting us.’” 

The Melvins insisted on “one hundred 
percent creative control” in their contract 
with Atlantic. According to Buzzo, that 
was their saving grace. “I’ve never met a 
band who sold out who wasn’t ready to 
do it in the first place,” he states. “They’ll 
try to get you to become what they want 
to promote. We kept believing that we 
may be the next big thing. Now, we have 
three great albums to show for our three 
years with the label.” 

Or as Dave Gibbs puts it, “I don’t 
want to record the ‘Convoy’ of the 
Nineties. I want a career.” 'J' 
Contributors: Sam Cannon edits Grid 

magazine in Salt Lake City. 

GRAPHITE GUITARS 
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4 Shure PSM600 Personal 
Monitor System 
Had enough of not hearing yourself? Then check out Shure’s PSM600 

personal stereo monitor system, available in both UHF wireless (shown, 

$1590) and hard-wired ($840) versions. The PSM600 delivers audio 

through a set of earpieces, and its body-pack functions give performers 

direct control over volume and balance. A feature called MixMode lets 

you send and receive two mono mixes rather than a single stereo mix. 

which means you can adjust your volume relative to the rest of the band 

without blowing them away—-fun as that might be. ► Shure Brothers. 
222 Hartrey Ave.. Evanston. IL 60202; voice (847) 866-2200. 

3 Yamaha Anton Fig snare 
Another name player, another name product. Anton Fig, drummer for The 

Late Show with David Letterman, helped Yamaha design a signature 

snare drum ($670) that combines tradition and technology. The most 

notable feature of the Fig snare: 19-ply maple hoops on the top and bot¬ 

tom (yes. we said maple; yes. we know that's wood). But let's not for¬ 

get the 14x6 seven-ply maple shell, extra-smooth release-side strainer, 

20-strand high-carbon steel snare wires, and solid black lacquer finish. 

> Yamaha Corporation of America. Box 6600. Buena Park. CA 90622; 
voice (714) 522-9011 

1 Gibson Ace Frehley Les Paul 
Back in January, Gibson issued a limited edition of signature Ace 

Frehley Les Paul Customs. Now they've gone the whole hog. putting out 

a production model of the Kiss axeman's chosen instrument (retailing 

for just $5099). The three DiMarzio humbuckers make this the only 

current tri-pickup Paul, while the figured maple top (with mahogany back) 

is definitely a visual treat. But what you'll probably notice first are the 

distinctive lightning-bolt inlays in the ebony fingerboard, along with a 

familiar face set into the headstock. ► Gibson USA, 641 Massman Dr.. 
Nashville. TN 37210: voice (615) 871-4500 

2 Victoria Double Deluxe 
They're probably best known for making Buddy Guy’s amplifiers, but 

Victoria’s latest creation, the Double Deluxe ($1500), was produced in 

collaboration with another guitarist. Jimmy Rip. who's worked with 

artists ranging from Patti Smith to Mick Jagger. Powered by four 6V6 

tubes and packing two 12" Celestion speakers, the Double Deluxe is 

obviously modeled after Fender's classic tweed Deluxes, but with the 

extra power that makes it useful for live applications. Like all Victoria 

amps, it's handwired using "period correct" components. 

► Victoria Amplifier Co.. 1504 Newman Ct., Napierville. IL 60564-
4132; voice (708) 369-3527 
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Sonic Foundry CD Architect 
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E.W. Bridge Musician’s 
Pocket Memo 
Think of it: a tiny, ultra-portable recording device that’ll capture your song 

sketches in pristine digital sound. That's just what E.W. Bridge are tout¬ 

ing with their Musician's Pocket Memo, a 2.4-ounce, four-inch-long digi¬ 

tal recorder with built-in high-sensitivity microphone and speaker. The 

unit's use of flash memory means that each recording you make is 

stored separately and easily found (or deleted, if you need the space). 

Stereo 3.5mm input and output jacks connect you to whatever else you 

use. The Pocket Memo's available in two versions: 25 minutes long play 

($119.95) and 50 minutes long play ($239.95). > E.W. Bridge LLC, 
1645 W. Selby Ln.. Redwood City. CA 94061; voice (415) 3654916 

If you’ve ever wanted to make your own CD, Sonic Foundry's new CD 

Architect software ($395) can help. First, the program allows you to 

import audio from a CD, record from digital tape, or digitize through any 

Windows-compatible sound card. If necessary, you can then edit the 

music with a wide range of processing tools. Finally, compile a playlist 

(allowing pause time between tracks or even running them together if you 

like), run a test mode to monitor the recording source, and burn away. 

The only thing CD Architect can't provide is the music, but hey, you've got 

to have something left to do. > Sonic Foundry, 100 S. Baldwin St., Ste. 
204, Madison, Wl 53703; voice (608) 256-7133 



METAL 

The Cable Choice of Professionals 

With Monster Cable, everything just sounds bigger and better.. 

it’s got this kind of 'otherness' that you can ’t really describe, 

but it 's the same kind of thing that happens 

when you master a record." - J. of White Zombie 
"When 1 play, I need the sound of my guitar to match 

what’s inside my head. The cables I use are the link 

between my instrument, my audience and me. 

Monster Cable does that better than any other cable." - Lee Ritenour 

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

‘° JAZZ 

lou wouldn’t expect te Zombie's J. to share a stage with 
Lee Ritenour, or evm the Same page in a magazine, for that matter. 
J’s make-your-ears-bleed^tyle of metal and Captain Fingers’ 
jazz finesse were never meant to inhabit the same worlds. 

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

Monster 
makes 
the connection 

Monster Cable' 274 Wattis Way. South San Francisco. CA 94080 • 415/871-6000 • Visit our Website at www.monstercable.com 
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Genelec's 1029As: 
Incredible Self-Powered Monitors 

at an Incredible Price 
by howard massey 

Speakers—you’ve heard two, you’ve heard ’em all. 
Actually, only the most cloth-eared amongst us would 
subscribe to that statement. Truth is, there are lots of 

different kinds of speakers and there are often enormous differ¬ 
ences not only between these designs but between the various 
models within each category. Consumer stereo speakers are 

designed to color the sound in a subjective way, making it more 
"pleasing" to what the marketing department considers the average 

customer. Computer speakers are built with the primary goals of com¬ 
pact size and magnetic shielding, with sound quality usually coming in 

a poor second. Then there are so-called "reference monitors,” built to be 
used in studios during tracking and mixing. In theory, these are supposed 

to deliver "true” sound without any coloration. 

So if reference monitors are meant to add nothing to the signal, why do 
they sound so different from one another? Part of the answer lies in the 
physical design of the speaker (/.e., the quality and dimensions of 

the woofer/tweeter and crossover components, the amount 
and type of internal baffling and acoustic porting, etc.) 

and part lies in the amplifier and the cabling that sends 
signal to the speaker. Choose the wrong type of amp— 
one with inadequate headroom or unacceptable har¬ 
monic distortion specs—or use poorly shielded, thin- I 
gauge cabling, and even the best speaker system can 
sound awful. This is why many manufacturers now offer self-
powered "active" monitors, which contain matched amplifiers 

(with extremely short internal cable runs) designed to drive 

their speakers with maximum efficiency and accuracy. Most 
active monitors—even those designed for upclose “nearfield” 

use—are in fact bi-amped, containing two onboard amps, one for the 
woofer and one for the tweeter. 

Until fairly recently, bi-amped active reference monitors have been pro-

J hibitively expensive. For example, the Meyer HD-1 system, introduced in 
/ 1989 and a staple in many pro studios, has a list price of over $5000 a 

/ pair. But today's project studio revolution has given rise to a number of lower-
/ cost models, all designed to provide the accuracy of a professional reference 

monitor but at a fraction of the cost of the big boys. Most of these list for around 
$1000 a pair—a hefty price compared to passive monitors or even high-end con-
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... melodies, tones, harmonies, riffs, lyrics - when 

they flow they're your most valuable asset. But they can 

happen away from your instrument or studio. Now with 

Musician's Pocket Memo your inspirations remain yours 

to keep. When it happens. Anywhere and on-the-go. 

Stored safely and comfortably in your pocket. r 

Musician's Pocket Memo is the only pocket digital 

recorder with clear enough sound for music: Even live 

music. As a bonus, you can save contacts, reminders, 

ideas, and other key info just by talking. Because it is 

digital, you can scan between recordings. Even within 

them to find the sound you want. Or delete the one - or 

all-you don't want and consolidate the rest. Digital also 

means pocket size-just 3/8" thin-and maximum 

reliability because of no moving parts. Although recording 

is in mono, stereo input and output jacks let you connect 

to other essentials-external mikes and speakers, head¬ 

phones, stereos, PCs,** and studio equipment. It 

includes a 4-color glossy gift box. smooth leather case 

and replaceable batteries. See our Web site for 

additional information. 

90-0AY WARRANTY! 3MAY SATISFACTION GUARANTEE! 

LIMITED TIME PROMOTIONAL PRICE 
Size; 3/8" x2 Vf if. 2.4 oz. 

SPE25A-2J-EW $ 99.95 
9.5 minutes maximum in music mode (short play) 
25 minutes maximum in speech mode (long play) 
2 MegaByte (MB) flash memory 

SPE50A-2J-EW 19.1 minutes. 50 minutes. 4 MB $199.95 
Plus shippmg/handling and sales tax for U residents. 

Order now, while supplies last at 
www.ewbridge.com (faster) or call 1.888.248.3628 

E.WBridge 
E.W. Bridge LLC 
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sumer speakers, but a bargain when you con¬ 

sider the superb sonic quality they deliver. 

We recently rounded up a number of these 

systems (as well as a pair of venerable 
Yamaha NS-lOMs being driven by Yamaha's 
recommended H3000 amplifier—the "stan¬ 
dard” nearfield monitor system found in prac¬ 

tically every studio in the world) and conducted 
blind listening tests in my acoustically-tuned 

home studio. The results were fascinating. 
First, a word about the tests themselves. 

Our panelists (a mix of Musician editors, hi-fi 
enthusiasts, and both recording and technical 

engineers) were invited to bring in a number of 
CDs they were familiar with and asked to 
switch freely among the speaker systems at 
will, though they were not told which system 
was which. At the end of the listening period, 
they rated the systems both in terms of per¬ 

sonal preference, stereo imaging, transient 
response (that is, how well the speakers react¬ 
ed to peak sounds such as cymbal crashes), 
and frequency response. They were then 
asked to guess which system was which. 
Interestingly, only about half the panelists got 

them all right. 
During the first fifteen or twenty minutes of 

listening, most of the panelists indicated a 
leaning toward the Event Electronics 20/20-
bas (list price: $999/pair), which consistently 
delivered a clean, crisp signal with an unusual¬ 
ly smooth low end. This excellent speaker sys¬ 
tem is well worthy of your consideration when 

choosing an active monitor. 
But the remarkable thing was that the more 

our panelists listened, the more they tended to 

change their opinion and gravitate toward the 
Genelec 1029A system (list price: 
$1070/pair), being used, fortesting purposes, 

without their optional 1901A companion sub¬ 
woofer. Why did this occur? The answer proba¬ 
bly lies in Genelec's proprietary Directivity 
Control Waveguide (“DCW”) technology, which 
gives the system incredible transient 
response—in plain English, these speakers 
respond faster to peak signals than any others 

I've ever heard. The design of the 1029As is 
so different from other monitors that they actu¬ 

ally sound kind of strange at first. But after a 
short period of acclimation, the ear gets used 
to the phenomenally clean signal they are deliv¬ 

ering and the brain starts to say, “Hey, guys, 

this is really good stuff—gimme more!” 
Comments from our panelists about the 
Genelecs included: “most neutral and most 
balanced,” “very transparent,” and “amazing 

high end.” 
Even more surprising was the Genelecs' 

bass response. Despite being far and away the 

smallest of all the monitors we tested (the 
bass driver—you could hardly call it a 
“woofer’’—is a petite 5”, and the tweeter is a 

minuscule 3/4" metal dome), it delivered the 
biggest, roundest bass of the lot, even though, 
again, no subwoofer was being used. In fact, 

some panelists felt that, in the “flat,” factory 
preset condition, the 1029As delivered too 

much bass; this is easily rectified by using the 
rear panel “Bass Tilt" dip switches to roll off 
some of the low end. Though rappers and hip¬ 
hoppers will love the extra bottom, Genelec 
recognizes the possibility of too much bass 
being reproduced if the 1029As are placed 

directly on the console top, and recommends 
that the speakers instead be mounted on 
microphone stands—the way we used them 

for these tests—or on wall brackets. These are 
the only nearfield monitors I’ve ever encoun¬ 
tered that have this kind of caveat; usually, 
manufacturers encourage placement on the 
console to acoustically boost an anemic bass 
response. 

Once the blind evaluations were completed 
and our panelists were told which systems 

were which, everyone had an opportunity to 
hear the 1029As with the optional companion 
1091A subwoofer (list price: $680). This 
extends the bass response of the system from 
68Hz down to 38Hz, essentially adding the low¬ 
est octave that only large woofers in main mon¬ 

itor systems can deliver. Pretty much everyone 
agreed that this not only added more bass, it 
added better bass, since the 5" drivers in the 

1029AS were now freed from the responsibili¬ 
ty of delivering thuds and whoomphs. (A “Bass 
Roll-Off” dip switch on the rear panel shifts the 
low cutoff frequency upward to 85Hz.) In fact, 
with the 1091A engaged, the Genelec system 

compared quite favorably with the big, bulky 
UREI 890B main monitors in my studio. 

The true test of any monitoring system, of 
course, lies not in listening to finished CDs but 
in tracking and mixing. I put the Genelecs 

through their paces in a number of recording 
sessions and they came through big time. They 

consistently reproduced live acoustic signals 
with a clarity and detail that far surpassed that 

of the other systems tested (as well as my own 
809Bs and Yamaha NS-lOMs), and the mixes 
I did on the Genelecs reproduced accurately on 
various boom boxes, car speakers, and home 
stereo systems. True, they don’t force you to 
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Nothing makes you feel more like 

kicking the dog than software that costs a 

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

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

Introducing 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 Microsoft* DirectX ’ audio plug-ins, the 

new standard for Windows audio processing. Run 

third-party plug-ins from companies like QSound, 

Waves, and Tracer without ever leaving Cakewalk. 

• Cakewalk'StudioWare" 
Control your entire studio from Cakewalk; 

create custom control panels for any 

hardware combination that responds to MIDI. 

Version 6.0 includes StudioWare panels for 

popular hardware like the Roland VS-880 ' 

and the Yamaha ProMix 0T“ 

Cakewalk Pro Audio 6.0 supports Windows 95'” 

sound cards and hard disk recorders, like 

Digidesign's Session 8" and Audiomedia IIP, 

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

Soundscape Digital Technology's SSHDR1 " 

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

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

once again. So get on down to your favorite 

music store, pick it up, and shake those 

blues away. 

CAKEWALK 
MUSIC SOFTWARE 

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

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

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

Cakewalk is a registered trademark, and Cakewalk Pro Audio. Cakewalk StudioWare, CFX, The Sound Solution, Cakewalk Music Software and the Cakewalk Music Software logo are trademarks of Twelve Tone Systems. Inc. Other products mentioned are trademarks of their respective manufacturers. 
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work as hard as the NS-10Ms in gaining a bal¬ 
anced, full-range mix, but their sheer lack of col¬ 
oration makes using them a joy. 

My only complaints about the Genelec sys¬ 
tem are of a minor nature. First, even though 
each 1029A has a discrete input sensitivity 
control to allow for interfacing with a wide vari¬ 
ety of consoles, there is no calibration or 
detent that enables them to be quickly set for 
optimum reception of -10 or +4 signal, nor is 
there any such procedure described in the 
slim owner’s manual; this, like all other set¬ 
tings, has to be done by ear. Second, the 40-
watt power amplifiers provided in the 1029As 
don’t offer as much headroom as some other 
active monitors in this price class. (The 
1091A has a beefier 70-watt amplifier.) This 
means that you can't play the Genelecs as 
loud as some of the other systems—nor, 
indeed, as loudly as passive monitors such as 
the Yamaha NS-10Ms—without inducing clip¬ 
ping distortion caused by full cone excursion. 
In fairness, they are designed to be used as 

nearfields, so with up-close listening, how 
loud are you gonna crank ’em? Hey, if you real¬ 
ly want to be like the Maxell man, with your 
hair blowing from the force of the sound, you'll 
need mega-speakers with large woofers—but 
they probably won't have anywhere near the 
accuracy of the Genelec system. 

A word about the amenities provided by 
the Genelecs: All components have driver 
overload protection circuitry, so it's damn 
near impossible to blow them out, and the 
1029AS also are magnetically-shielded, so 
they can be used near computer monitors or 
video equipment without distorting the video 
images. The cabinet is of painted cast-alu-
minum, so it won't chip or scratch like wood, 
and no trees have been sacrificed for its con¬ 
struction. There's a 3/8" UNC threaded hole 
on the rear for mic stand mounting (you'll 
need to buy an inexpensive adapter for this 
purpose, since standard mic stands have a 
5/8" diameter), and Genelec even throws in 
a bag of friction pads for use if the speakers 

are placed on a flat shelf or bracket. Line-level 
signal can be input to the 1029As via either 
balanced XLR or balanced or unbalanced 
1/4" jacks. If you’re using a 1091A, however, 
you’ll have to use the XLR inputs since the 
1/4" jacks double as outputs to the sub¬ 
woofer. The 1091A also comes with connect¬ 
ing cables—a good thing, since for some rea¬ 
son the left input uses an XLR jack while the 
right input uses a 1/4" jack. Standard IEC 
cables (provided) are used for power input, 
and the owner’s manual gives a reasonable 
amount of guidance as to speaker placement 
and dip switch settings. 

This is one case where first impressions 
aren't necessarily accurate. Give the Genelec 
1029AS (and optional 1091A) the benefit of a 
little extended listening—you’ll be amazed at 
what they deliver. 'S' 

Special thanks to Will Eggleston and 

Robbie Clyne at Genelec, to Michael Marans 

at Event Electronics, and to Cory Davidson 

and Chip Weinberg of Davidson Electronics. 

Music Education in the Real World... 
In the music industry - it’s not 
just about “who you know" 
It’s about what you know . 

We can help you with both. 

MI offers some of the most 
innovative music and 
recording programs 

available anywhere, taught by 
world class musicians at our 
state-of-the-art facility in 
Hollywood, California. 

You'll learn what it takes to 
achieve success with 

your music. 

It’s no secret that MI alumni 
are playing with some of the 

world’s top bands and 
recording artists. 

Now it’s your turn to become 
the best you can be... 

Your Style, Your Level, Your Schedule! 

Call now or visit our website for a 1997-1998 catalog and a 
pass for a free day of classes at Musicians Institute! 

1 - 8 0 0 - 2 5 5 ■ P L A Y 
www.mi.edu 

Musicians Institute 1655 McCadden Place, Box MU97, Hollywood, California 90028 Tel: (213) 462-1384 Fax: (213) 462-6978 
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THE MUSICIAN GUIDE TO 

Does your current 
CD collection 
leave you unfulfilled-

Tired of 
hearing 
the same 
old sounds? 

Need someone 
to resuscitate 
your urge to 
hear new music? 

ORDER A 5-CD SUBSCRIPTION 
TO MUSICIAN MAGAZINE’S CD SAMPLERS 

Address: 

AND DREATHE NEW UFE INTO YOUR MUSIC LIBRARY! 

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 ($30 foreign orders). 

Name :_ 

Our samplers feature a lively variety of the latest rock, |xrp, jazz, country and blues 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 A MUSICIAN CD SUBSCRIPTION TODAY! 

JACK BRUCE - JOHN HIATT 

City:_ State:_Zip:_ 

Send to A Friend! Save 15% and get Two CD Subscriptions for Only $30! ($48 foreign orders). 

BIG HOUSE * LEE ANN WOMACK * LEE OSKAR 
DEL AMITR1 * ROBIN TROWER 

ROBBEN FORD * LEE ROY PARNELL 
FAT - ZACHARY BREAUX - DEBORAH GIBSON 

A Gift From:_ To: Name_ 
Address :__ 

City:_ State:_Zip:_ 
All prices include shipping & handling. Send check/money order to Musician CD Side. PO Box 99100. Collingswood, NJ 08108. 
US Fund only. Please include appropriate sales tax in OH, PA, MA, VA, CA. NY, NJ, TN. FL. DC. Allow 4-6 weeks for delivery. 
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DISC MAKERS 

City/State/Zip: __ 
Phone: ( )_ Fax: ( ) _ 
E-Mail Address:_ Web Site: _ 

Performing Rights Affiliation (circle one): BMI ASCAP SESAC SOCAN None 
Management Co:_ Manager: _ 
Phone: ( )_Fax: ( )_ 
Record Company: _Contact at Label: _ 
Circle one: Major Indie Self None 
Circle if you want info on: Conference Goody Compilation Trade . 

Registration Bag CD Show J 

BO,ñubs 
3 Nights 
January 15-17, 1993 • boston. 

NëM 
Music Showcase & Conference 

Address: 

In association with: 

Boston Herald 

Sorry, we cannot return materials submitted to NEMO. You will be notified of our 
decision by November 21, J 997. To help expedite the process, please 

do not call our office to inquire about your application status. 

Name of Band/Artist:_ # of Members: 
Hometown (for Directory Listing):_ Type of Music:_ 
Name of Contact Person: __ 

Send two (2) copies of your music on CD or cassette tape; 
Send two (2) copies of your bio and photo (if available); 
Include a non-refundable check or money order made 
payable to NEMO for the $15 processing fee; 
Mail to NEMO, 711 Atlantic Ave, 3rd fl, Boston, MA 02111 

To submit your music for conside 
Complete this form (or a copy) and send it by October 31, 1997; 

NëMS 
Music Showcase & Conference 

www.nemo98.ee 
UlTMNET IS THE OmaAL SERVICE PROVIDER 

Web design by MBM Entertainment Ga 
Sumem Records/Multimedi* 

NEMO TRADE SHOW, 
PLEASE CALL (617) 338-31' 
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The Musician's 
Guide to Touring 
and Promotion 
8th Edition is the 

most complete 

and affordable 
industry resource 

available! 

* » * Getan —. Air Access Pass 

need U sW 
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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 in 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). (Prices include all shipping and handling. US Funds only). 

Credit card orders may also call (212) 536-5248, 9am-5pm EST. 

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

Name_ Credit Card #_ 

Address_ (Circle one) Visa MC AmEx Exp. Date_ 

City, State, Zip_ Signature_;_ 

SEND CHECK/MONEY ORDER w/ ORDER FORM TO: Musician’s Guide, 1515 Broadway, 14th floor, New York, NY 10036. (Please allow 6 to 8 weeks for processing and handling.) 
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www.passportdesigns.com 

Visit your Guitar Dealer or 
Software Store and say, 
"Take me to Memphis". 

you, Passport Memphis and your 

music —It’s that simple. 

Introducing 
Passport Memphis... 
the first software accessory for 

guitarists, bandleaders and 

songwriters who want clean, 

professional charts—fast. 

Passport Memphis replaces your notepad and 

other scraps of paper with a hot tool that prints out music 

anyone can read, even in the worst club lighting. Passport 

Memphis works the way you do. Type in lyrics or chord 

progressions and Memphis will have you cranking out cover charts 

and original song ideas in no time. 

Spend 10 Minutes in Memphis 
& Yen'll Have a Song. 
With Passport Memphis you can see your song on 

the screen, change the key and watch it 

transpose your fret diagrams. A built-in 

spell checker, thesaurus and a 

rhyming dictionary gets you past> 

writer’s block and lyrical 

corners. Passport Memphis 

even lets you get text from a word 

processor or email and 

roll it into your chord progressions. In 

minutes you’ll be ready to print and 

pass out the music. No clunky guitar 

hook-ups, no new hardware to buy: Just 

“1 Mean This G 7”— 
Memphis stores your own 

custom fret diagrams 

Call 1-800-443-3210 
And Well Send You a Free 
Trial Version Today, or 
Download Yours @... 

Create clean printed 
charts ofy our 

original or cover 
tunes in minutes. 

Passport Memphis requires 
Windows ™ 95 

Memphis Another Postcat 

Passport Memphis is a trademark of Passport Designs, Inc., © 1997 Passport Designs, Inc. All Rights Reserved. 
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the 

by michael cooper 

adat 

ing any important data that you meant to keep. This is nec¬ 
essary because, unlike an analog recorder, which divides 
tape into separate linear tracks that run like stripes down 

the length of the tape, the ADAT “interleaves" or combines 
data for all eight audio tracks within each dual helical scan. 

and 
the 

Each dual helical scan also con¬ 
tains formatting data that was 
recorded when you first formatted 
the tape. The formatting data tells 
the ADAT where to store new data 
for each track. Think of it as a “floor-

The Two R’s: Reading & ’rit-
ing. Obviously, if your ADAT’s write 
heads are dirty when you format a 
tape, they won't format the tape 
properly. Similarly, if the tape was 
formatted properly but the read 

heads are dirty, the ADAT won't be 

able to read the good formatting dur¬ 
ing recording and will shut your ses-

ADAT can't read the formatting on 
the tape. That is, it doesn't know 
where on the tape the rotary heads 
are currently located. When this hap¬ 
pens during playback, you get an 
Error 7 message; during record, you 
get an Error 8. An ADAT will always 
drop out of record mode when an 
Error 8 occurs in order to avoid eras¬ 
ing tracks by mistake; since it can't 
read the “floorplan" for placing new 
data onto the tape, it runs the risk of 
putting that data somewhere where 

wanted data already exists—so it 
stops recording instead. 

Error 7 and 8 messages can be 

caused by dirty heads, poor tape for¬ 

matting, defective tape, transport 
troubles, or sync problems. The first 
two problems are often related, so 
let's take a closer look at them first. 

mounted in a revolving drum. Two of these are read heads, 
the other two are write heads, analogous to playback and 
record heads on an analog recorder. On each revolution of 
the spinning drum, the heads make dual helical scans 
across your recording tape in the process of reading and 
writing digital data on the tape. 

The ADAT uses a “read before write” system. Simply 
put, it always reads a section of tape before writing new 

data to it, as a safety precaution against overwriting/eras-

brink. Part 1 will focus primarily on 
troubleshooting your ADAT and test¬ 
ing the condition of its heads. Part 2 
will offer some simple maintenance 
procedures to help restore your 
MDM's health. But to fix your ADAT, 

you must first understand how it 
works. 

The ADAT has four tiny heads 

plan” for interleaving data on 
tape. 

Error 7 and 8. Error 7 
Error 8 messages occur when 

If you build it, it’ll break.” Okay, that's not exactly how the say¬ 
ing goes, but the fact remains 
that anything which has mov¬ 

ing parts eventually fails to work 
properly. ADATs are no exception. 

To a trained service technician, a 
malfunctioning Alesis ADAT is a tem¬ 
porary annoyance. But what does 
the average Joe do when a sophisti¬ 
cated piece of digital equipment 
decides to squeal instead of sing, 
and an exhilarating recording ses¬ 
sion comes to a screeching halt? 

In many cases, your only 
recourse is to send the unit to an 
authorized service center for repair. 
But there's nothing more frustrating 
than shipping your Modular Digital 
Multitrack [MDM] off, only to have it 
return two to four weeks later with a 
message attached: “Heads were 
dirty. Cleaned heads.” 

Some of the ADAT's potential 

problems are easily fixed, if you can 
only wade through the often confus¬ 

ing symptoms and know the simple 

procedures needed to correct them. 
In this two-part series, we’ll teach 
you how to recognize your ADAT’s cry 
for help and bring it back from the 

An idiot's guide 
to ADAT troubleshooting 

& maintenance 

WE’RE 
TALKING 
HEADS 
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Lausers 

Chaces 
bv sandow ■ ■ ■ ww by grog sandow 

How do you make music 
for an outlaw like 
Marilyn Manson? Any¬ 
one who believes the 

anti-Manson hype probably thinks 
you slaughter small animals. But 
Charlie Clouser—who produced 
Manson remixes and is keyboard 
player and programmer for Nine 

Inch Nails—uses WAVES, a DSP 
software suite he runs on the Mac 
as a plug-in on top of Pro Tools and 
Studio Vision Pro. 

He likes WAVES first, he says, 
for its "crazy" digital limiter, 
though it also offers a compres-
sor/gate, a reverb, plus a ten-band 
parametric EQ. (PC users take 
note: It’s available for Windows, 
too.) With the limiter, Clouser 
says, you can do monstrous limit¬ 
ing: “You can completely squash 
things so that the waveform winds 
up looking completely square. It’s 

easy to create an unnatural 

sound." 
He gives details, explaining 

how he jacked up the bass on 

“Great American Nightmare,” the 
Rob Zombie song he produced for 
the Howard Stern movie Private 

Parts. "I wanted a balls-out, killer 
bass. But I could only hear some 
of the notes." Enter the radical 
WAVES limiter. Now, with all notes 

pounding at the same volume, he 
could “improve the aggressive¬ 
ness of the performance, making 
little nuances like string scrapes 

But why can’t anyone with hardware compressors in their racks do exactly the same thing? 
Because, Clouser says, hardware takes an instant or two to react, and a peak might sneak through 

before it gets squished. WAVES, however, works with audio stored on your hard drive and can look 

and finger noises much louder. 

Now it was really in your face.” 

ahead to see what’s coming; it’s prepared in advance, so nothing slips past it. 
Of course, other plug-ins do this too, Clouser admits, and even new hardware limiters can peek 
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forward in time by delaying their work 
long enough to scrutinize the wave¬ 
form. But WAVES offers other advan¬ 
tages. For instance, it can run multiple 
copies of the same module, so if 
you've got six vocal tracks that need to 
be compressed separately, you run six 
WAVES compressors, all for the price 
of one. 

It’s true that WAVES lets you dis¬ 
play just one module at a time on your 
computer screen. But, Clouser points 
out, "if they let six compressor win¬ 
dows stay open, your screen would be 
a mess.” On the other hand, you don't 
get the kind of overview that you get 
with hardware, where you can just 
glance at your rack and see in an 
instant where all the dials are set. Nor, 
Clouser adds, do you have “tactile 
response.” You get used to the feel of 

your hardware, he notes. “There's lots 
to be said for reaching out and twid¬ 
dling a knob.” 

Enough nostalgia, already. Clouser 
loves WAVES because it has “more 
parameters, more features, more 

super-hardcore stuff." He compares it 
to another software DSP suite, which, 

he laughs, is "red, sexy, nice-looking, 

but gives you just three knobs on the 
screen—no depth of control.” 

Besides, Clouser says, WAVES 
"scored a touchdown with presets that 
give you a great starting point.” The 
de-esser, he swears, gave him ninety 
percent of what he wanted, right out of 
the box. He was remixing a Type 0 
Negative cover of Neil Young's, 

"Cinnamon Girl," and he’d gotten the 
vocal "EQed up the way I wanted it to 

sound, so loud it would have blown 
your tweeters." 

Now, though, the sibilants were too 
wild even for him. “The security I felt 
about the strength and completeness 

of the WAVES environment just let me 
go with it. I looked for the [WAVES de-
esser] preset, loaded it up, moved 
three sliders an eighth of an inch on <n 
the screen, and done! It took one 

e 
minute. The preset was so good that it 5 
turned mindless groping into a learn¬ 
ing experience.” y S 

NEXT MONTH IN 

MUSICIAN 
Icelandic superstar Björk traces the creative and technical evolution of her 

new album, Homogenous. 

Three modern modular synth zealots—Matt Sharp of Weezer. Tim Gane 
of Stereolab. and Roger Manning of Imperial Drag—meet the man who 
started it all, Bob Moog. Also, the allure of vintage synths, by Larry Fast. 

How to find work as a studio musician. 

Chop talk with bassist extraordinaire Peter Hook of New Order. 

Songwriting insights from Jane Siberry. 

New tech trends forecast in our revieTof the summer NAMM show. 

Rev. Billy’s guide to buying a van. 

Plus Green Day in session, Billy Joel in a rage. Luna in their Home 
Studio ... and lots more! 
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For more information on our complete line of guitar and bass amps, 
and p.a. equipment --all perfected with over 30 years experience --

visit us at www.kustom.com or call 1-888-458-7866 
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St'4 awl IbiàbubutuM. 

What does Bush have that you don't? 
_It ain't talent! 

IUMA is the Internet's first hi-fi music archive, dedi¬ 
cated to the promotion and distribution of indepen¬ 
dent artists like yourself. IUMA 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 an 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. 

LIQUID AUDIO® We re 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! 

Jht» ta (¡oto* M4MA 
STEP 1 Cut out 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 
yourself! 

Please ¿end me IUA\A ¿ubmi¿¿ion injo. 
Name:_ 

Addrexa:_ 

Citj:_States_Zips_ 
Phones_Email s_ 

Number oj Root Canales_ 
Clip and mail to: IUMA 303 Potrero St. #7As Santa Cruz. CA ?50¿0 USA 
or FAX to: [408] 424-5718 mm-?/?? 

We’ll sell your stuff, Securely!! 

Voted #1 Music Site by USA Today 

Internet Underground /Auzic Archive 

hbbp: //id UI UI. i U m a. CO m Emails injo@iuma.com » Phones [408] 424-4842 ° [800] 850-4842 ° Faxs [408] 424-5218 
©l??7 Internet Underground Muaíc Archive » /Aj |at uncle u bald and hairj 



technology 

Macromedia ’s 
SoundEdit 16 
Version II 

Before 
you dive in, 

you must 
first decide 
why you’re 

posting your audio: Do you want to 
sell your music digitally via the 

Web, or do you want to give people 
an opportunity to hear a sample of 
your music? Knowing this at the 
start will help you make critical 
choices about the types of files 
you’ll need to create. 

If you want to post samples and 

Nothing But 
by Robert Raines Net 

then sell CDs by mail order, things 
are going to be a lot simpler than if you’re planning to sell digital 
versions of your songs online. If you’re intent on selling online, 
though, you’ll probably want to check out Liquid Audio (www.liq-
uidaudio.com) and music sites like IUMA (www.iuma.com) that 
can help you deal with the transactions and other bookkeeping 

and hosting details. (Both Liquid Audio and IUMA are discussed Up until a few short years 

ago, the ability to distrib¬ 
ute music on a worldwide 

scale was limited to musicians 

who had the muscle of a major 
label contract behind them. But 
thanks to the burgeoning world of 
computer technology, it’s become 

entirely possible for virtually any 

How to 
get your 
music 
playing on 
the 
Internet 

musician to make their musical efforts available to people around 
the globe via the Internet. 

As Internet audio technology continues to improve, more and 

more musicians are posting their music on the Internet, and if you 

in detail in "Internet Update: New Vistas in Music Distribution,’’ 
September 1997, Musician.) 

Once you’ve formulated your approach, you’ll need a music 
production software program. In my experience, Macromedia’s 
SoundEdit 16 version II (Mac) is an indispensable program for 
Internet music production; it’s easy to use, provides very power¬ 
ful editing and basic compression, and offers a variety of features 
and effects including fade-in/out, semi=parametric equalization, 

and reverb. It can also downsample your music (which I’ll touch 
on later in this article) and save files in an 
assortment of sound formats. (For Windows Assorted 
'95 users, Sonic Foundry’s Sound Forge formats 
[our May '97 Editor’s Pick] is highly recom-

haven’t tried it yourself, now might be the time to gear up. It’s 
relatively easy to post sound clips or even entire songs on this 
massive bulletin board, and in fact, those of us equipped with 
a home studio and a modem have as much firepower as the 
big record labels when it comes to putting music on the Web. 
So, exactly how do you go about doing it? 

Getting Started You’ll need three basic things to get started: a basic 
understanding of Hypertext markup language (HTML) 

programming, access to a Web site where you can 
post your music, and the ability to upload files from your com¬ 
puter to your Web site. (If you're unsure about HTML, there are 

a number of good books for beginners, such as HTML for 
Dummies [IDG Books] or HTML Source Book [Wiley], that can 
help you get started. Similarly, companies that can host your 
site and advise you on how to upload files—with programs like 
Adobe Fetch—advertise on TV, local newspapers, and the 
Yellow pages.) 
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SoundEdit’s down¬ 
sampling options 

type of files you plan to use.) 
Providing a downloadable file 

for playback is therefore the most 
direct way to reach the widest pos¬ 

sible audience, but there’s a prob¬ 
lem here as well: A CD-quality 
stereo music file will eat up 10 
megabytes for every minute of 
sound. That’s where downsampling 

comes into play. 
In order to speed up a potential 

end-user’s time spent downloading 

your full-fidelity file, it makes more 

mended.) 
For my most recent posting, I began by 

copying a five-minute cut from a CD of my own 
music with SoundEdit, but before I com¬ 
pressed the mix, I made sure that it sounded 
as good as possible on both my computer's 
built-in speakers and my monitors. (It’s best 

SELL YOUR 
MUSIC NOW! 

Create Full Color Custom Promotional 

Cards To Market Record Releases & New 

Bands • Great For Recording & Sound 

Studios • Sell Instruments, Accessories & 

More! • Call Now For More Information! 

Modem Postcard 
1-800 959 8365 

to assume that many listeners will be hearing 
your opus through the most pitiful computer 
speaker imaginable, so I strongly advise that 
you perform the same degree of quality con¬ 

trol on your music.) 
Once I was satisfied with the sound qual¬ 

ity of the mix, I saved a 50-megabyte, digital 
stereo sound file (at the CD audio standard 
of 44.1 kHz, 16 bits) to my hard drive, and 
then I saved the file in Audio Interchange File 
Format (AIFF) format for computer manipula¬ 
tion. Manipulating files and saving various 
versions requires more drive space than you 

might think, so it'll really help to have a fast 
external hard drive on hand. 

Downloading vs. 
Streaming 

Once you've saved your file, you’ll need 
to decide what delivery method to 

employ. Currently, the two avenues to 
consider are downloading and streaming. 
Downloading simply consists of providing a file 
that can be downloaded and then played by the 
user offline at a later time, while streaming is 
designed to start playing as soon as the user 

selects it. 
It might seem that streaming is the obvious 

way to go, but there’s a catch: To use a 
streamed file, listeners must have up-to-date 
Web browsers and the appropriate plug-ins (an 

addition to your browser that enables your com¬ 
puter to handle third-party software) installed 
on their computer in order to hear the file. On 
top of this, your Internet Service Provider (ISP) 
must have a server that’s properly configured 
in order to deliver your files to the user. (Call 

your ISP to confirm that they can handle the 

sense to decrease your file size. Unfortunately, 
this may mean you’ll have to settle for a loss in 
sound quality. In a perfect world, standard CD 

quality would be preferable, but you’ll likely find 
that an 8-bit, mono clip of your music sampled 
at 11 kHz sounds fine. Remember, you're not 
locked into one version—I recommend that you 
create the highest-quality version of the music 
possible and work down from there. 

You may already be thinking of downsam¬ 
pling as a necessary evil that can't be avoided, 
but there are ways to make the best it. Once 
you’ve opened your file in SoundEdit, lower the 
pitch of the entire file by an octave. Now copy 
the music to a new file, reducing the bit rate 
from 16 to 8 bits, and the sampling rate from 
44 kHz to 22 kHz—or preferably 11 kHz if you 

can stand it. Then raise the pitch of the new file 
up an octave back to its original pitch, and save 
it in the proper format. 

The downsampling process is well worth 

the time involved because if you reduce the bit 
and sampling rates without going through this 
pitch-shifting process, you may end up with 

audible hiss and noisy artifacts. Before down¬ 
sampling, it's a good idea to experiment with 
EQ and normalizing (gain optimizing) your file. 
I've found a normalization setting of about 90-

95 percent adds additional headroom) Once 
you’ve completed this procedure, your file is 

ready to be posted for downloading or to be fur¬ 

ther processed for various streaming formats. 
We’ll discuss this part and the more complex 
process of creating streaming files in the Feb. 

'98 issue. 'S’ 
Contributors: Robert Raines (www.robert 

@rrcreative.com) is a musician and Web site 

designer. 
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product^eä» 
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. 

AKG 1449 Donelson Pike, 
Nashville, TN 37217, (615) 399-
2199: C414, 26; C12A, 42; C414, 
90 
ALESIS 3630 Holdredge Ave., Los 
Angeles. CA 90016, (310) 558-
4530: ADAT, 26, 75 
AMPEG 400 Ferguson Ave., St. 
Louis, MO 63133, (314) 727-
4512: B-15 amp, 38 
APPLIED RESEARCH & TECH¬ 
NOLOGY 215 Tremont St.. 
Rochester, NY 14608-2366, (215) 
436-2720: SC2 compressor/lim-
iter/gate, DST 4 processor, 26; 
effects network, 26 
AUDIO-TECHNICA 1221 
Commerce Dr., Stow, OH, 44224, 
(216) 686-2600: ATM-25, 42 
AVEDIS ZILDJIAN CO. 22 
Longwater Dr., Norwell, MA, 
02061, (617) 871-2200: K 17-inch 
crash, 14-inch hihats, 38 
BOSS 7200 Dominion Cir., Los 
Angeles, CA, 90040, (213) 685-
5141: Pro MX-10 half-rack mixer, 
26 
BRUEL & KJAER 300 Gage 
Avenue, Unit 1, Kitchner, Ontario 
N2M 2C8, CANADA, (519) 745-
1158: 4011 mic, 42 
DRUM WORKSHOP 101 Bernoulli 
Cir., Oxnard, CA 93030, (805) 485-
6999: UFIP flat ride, 38 
ELECTRO-HARMONIX/SOVTEK 
20 Cooper Square, 4th Floor, New 
York, NY 10003, (212) 529-0466: 
guitar synthesizer, 26 
ELECTRO-VOICE 600 Cecil St.. 
Buchanan, Ml 49107, (800) 234-
6831: RE20, 26 
ERNIE BALL 151 Suburban Rd., 
P.O. Box 4117, San Luis Opispo, 
CA 93403, (800) 543-2255: 
strings, 38 
EVENTIDE 1 Alsan Way, Little 
Ferry, NJ 07643, (201) 641-1200: 
H948 Harmonizer, 26 
FENDER MUSICAL INSTRU¬ 
MENTS 7975 N Hayden Rd., 
Scottsdale, AZ 85258, (602) 596-
9690: Jazz Bass, 38; Telecaster, 
38, maple neck hardtail 
Stratocaster; B-bender Telecaster, 
38 
GIBSON 641 Massman Dr.. 
Nashville, TN 37210, (800) 283-
7135: Super 400-CES, 24; J-45, J-
200, Firebird V, 38 
HAMMOND SUZUKI 733 
Annoreno Dr., Addison, IL 60101, 
(630) 543-0277: B-3, keyboard, 
Leslie cabinet, 38 
HOHNER 10223 Sycamore Dr., 

Ashland, VA 23005, (804) 550-
2700:Clavinet, 38 
HOSHINO/IBANEZ 1726 
Winchester Rd., Bensalem, PA 
19020-0086, (800) 669-8262: 
IMC1 Guitar Controller, 26 
KORG 316 S Service Rd., Melville, 
NY 11747-3201. 1516) 333-9100: 
MIR, A3, DT-1 Pro Tuner, 26 
KURZWEILL c/o YOUNG CHANG 
AMERICA 13336 Alondra Blvd., 
Cerritos, CA 90703-2245, (310) 
926-3200: K2500, 38 
LEXICON 3 Oak Park Rd, Bedford, 
MA 01730-1441, (617) 280-
0300:LXP-l, Jam Man, 26; Jam 
Man, 87; PCM 70, 90 
MARTIN 510 Sycamore St., P.O. 
Box 329, Nazareth, PA 18064, 
(800) 345-3103: 000-45, OM-28, 
D-18, 00-21, OM, 000-18, 38 
NEUMANN USA 6 Vista Drive, Old 
Lyme, CT 06371, (203) 434-5220: 
U87, M-50, U47, 42 
ROLAND 7200 Dominion Circle, 
Los Angeles, CA 90040, (213) 
685-5141: TR-909, U-110, SDE 
3000 Digital Delay, GP-8 processor, 
SDE-2020 Digital Delays, SRV-200 
reverb, Super Jupiter MKS-80 mod¬ 
ule, 26; System-100, 87 
SENNHEISER 6 Vista Dr., P.O. Box 
987, Old Lyme, CT 06371, (203) 
434-9190: MD120, 26; 421, 42 
SHURE BROTHERS 222 Hartrey 
Ave., Evanston, IL 60202, (800) 
257-4873: SM57, 26; SM58, 42 
SONIC FOUNDRY 100 S. Baldwin, 
Ste. 204, Madison, Wl 53703, 
(608) 256-3133: CD Architect 
Software, 74 
SONY ELECTRONICS 3 Paragon 
Dr., Montvale, NJ 07645, (201) 
930-1000: TC-K8 cassette deck, 
26 
TECH 21 1600 Broadway, New 
York, NY 10019-7413, (212) 315-
1116: SansAmp 1, 26 
UREI 8500 Balboa Blvd., 
Northridge, CA 91329, (818) 894-
8850: LA-4 compressor/limiter, 26 
VICTORIA AMP CO. 1504 
Newman Ct., Naperville, IL 60564-
4132, (630) 369-3527: Double 
Deluxe, 73 
VOX 316 S. Service Rd., Melville, 
NY 11747-3201, (516)333-9100: 
AC30. 38 
YAMAHA 6600 Orangethrope 
Blvd., Buena Park, CA 90622, 
(714) 522-9011: SPX1000, QX7, 
26; snare drum, 73; Portasound 
PSS11, 88 
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Island Records—825 Eighth Ave., New York, NY 10019. 9 
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MAPEX Drums—P.O. Box 1360, LaVergne, TN 37086 (615) 793-2050.49 

Martin Guitar Co.—Box 329, Nazareth, PA 18064 (610) 759-2837. 58 

MCA Records 70 Universal City Plaza. Universal City, CA 91600 (818) 777-4000.22 
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Passport Designs 100 Stone Pine Road, Half Moon Bay. CA 94019 (415) 726-0280.. .74 

Rainsong Graphic P.O. Box 578, Puunene, HI 96784 (808) 244-9486. 59, 61, 63 

Rane 10802 47th Ave. W., Mukilteo. WA 98275 (206) 355-6000. 55 

Remo 28101 Industry Dr.,Valencia. CA 91355 (805) 294-5600. 43 

Righteous Babe P.O. Box 95, Ellicott Sta., Buffalo, NY 14205 (716) 852-8020.88 

Roland 7200 Dominion Circle, Los Angeles. CA 90040 (213) 685-5141. 4 

Shure Brothers Inc.—222 Hartrey Ave., Evanston, IL 60202 (800) 25-SHURE.35 

Sony Classical -550 Madison Ave., New York, NY 10022, (212) 833-8000.42 

Tascam 7733 Telegraph Rd., Montebello, CA 90640 (213) 726-0303.13, 15 

t.c. electronic -705-A Lakefiled St., Westlake Village. CA 91361 (805) 373 1828.27 

Touring Guide—c/o Musician, 1515 Broadway. New York, NY 10036.74 

TVT Records 23 East 4 Street, New York, NY 10003.44 

Warner Bro».—3300 Warner Blvd.. Burbank, CA 91505, (818) 846-9090.34 

Whirlwind 99 Ling Rd.. Rochester. NY 14612 (800) 733-9473.10 

Yamaha 6600 Orangethorpe Ave., Buena Park, CA 90620 (714) 522-9011. 41 

Yorkville Sound Inc.—4625 Witmer Indust. Est., Niagara Falls, NY 14305 (716) 297-2920.3 

Zebra 200 Bell Canyon Rd., Bell Canyon, CA 91307 (818) 346-6666. 38 
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KING BISCUIT ENTERTAINMENT 
presents 

This double CD-set is taken from EMERSON, LAKE AND PALMER’S 

1974/1977 US Tours. These recordings feature ELP at their best! 

Available for the first time on CD, this is Keith Moon's, former 

Who drummer, only solo release. Features many of rock 

music's most influential artists (Joe Walsh, David 

Bowie, Flo and Eddie) as well as eight bonus tracks. 

This compact disc features Who bassist John 
Entwistle and his band OX during their 1975 US 
Tour. Includes Who favorites such as, "My Wife" 
and Boris The Spider." 

Available at all fine record stores or order direct: 1 -800-LIVECDS 

KI RIC BISCUIT 
FLOWER HOUR 



records 
J

oe Jackson has never much cared for the world of pop music. Sure, 

he’s shown a knack for penning catchy tunes, but pop fans haven’t 

been especially indulgent in return, rejecting his stylistic diversifi¬ 

cation as an all-too-quick route to the cutout bin. 

So it’s not too surprising that his new album is being released on Sony 

Classical. Jackson has written soundtracks for several films, and he’s pre¬ 

viously released an orchestral album (Will Power, in 1987), so why not 
jump to a label that welcomes his experimentation? 

Based on the concept of the seven deadly sins, the highly ambitious 

Heaven and Hell merges pop, rock, jazz, classical, and electronica into a 
daunting but largely compelling package. To flesh out his scheme, Jack-

son engaged the services of a diverse collection of singers—Jane Siberry, 

Suzanne Vega, longtime colleague Joy Askew, the Crash Test Dummies' 

Brad Roberts, and operatic soprano Dawn Upshaw—as well as violinist 

Nadja Salerno-Sonnenberg. 

"I had to be sort of a casting director,’’ says 

Jackson, "and then pick the right people to play 

those characters.” Mostly he does: Choosing Roberts’ drawly baritone for 

the voice of sloth in "A Bud and a Slice” was inspired, and Vega’s droll 

performance as the seductress in "Angel (Lust)” is nearly as memorable. 

Compositionally, Jackson challenged himself to create musical settings 

that would bring each fatal transgression to life. He began by using Op¬ 

code Vision to sequence keyboard parts and samples, and then added 

live piano, strings, percussion, and vocals. Most effective is the agitated 

“Fugue 1,” which uses subtle syncopation to establish the air of ravenous 

excess necessary to introduce the witty "More is More (Gluttony)”: This 

song features a cleverly patterned melody that descends inexorably over a 

constantly modulating series of chords. 

Jackson gets closest to his old rock & roll self on “Right (Anger),” where 

drummers Kenny Aronoff and Dan Hickey provide aggressive support for the 

keyboardist's vocal and instrumental tirade, one from the left speaker, the 

other from the right. The two drummers laid down their parts simultaneously: 

“I wanted them to compete with each other,” Jackson says, “in order to get 

as much energy as possible.” 

For that song’s contrastingly hazy midsection, he recorded Broadway 

singer Jared Crawford banging on plastic buckets in the middle of Times 

Square, and then added gauzy string parts. To capture the Big Apple expe¬ 

rience, car horns and all, Jackson used a portable DAT recorder and brought 

along an electronic metronome to make sure Craw¬ 

ford stayed with the beat. 

Throughout the CD Jackson refrains from pass¬ 

ing judgment on his sinners, simply characterizing each fault and then let¬ 

ting listeners decide for themselves. But that approach inevitably creates a 

sense of emotional detachment for which even an overheated closing num¬ 

ber, "Song of Daedalus (Pride),” can’t compensate. Still, this is Jackson's 

most involving album in years, and it should revive interest in his work, 

proving that classical crossover is indeed a viable career option. Roll over, 

Costello, and tell McCartney the news!—Bob Remstein 

Joe Jackson & Friends 
Heaven and Hell (Sony Claatlcal) 

lassical 
Joe 
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've taken a more crafted, more studied approach to recording this 

time," Richard Davies explains, walking along a dusty path that 

winds around Bearsville Studios. “But I don't think I'll ever become 

obsessed with the specifics of the studio process.” 

Davies, formerly of Sydney's acclaimed pop rockers the Moles and 

one half of the baroque Cardinal duo with Eric Matthews, is at the up¬ 

state New York studio complex recording an as yet unnamed follow-up to 

his first solo release, There's Never Been a Crowd Like This. (Tentative¬ 
ly due in February 1998, the album will be preceded by an EP in October.) 

Surrounded by the sounds of summer birds and thickets of evergreens, 

he seems relaxed, content, happy to be nearing completion of the record. 

“I’m finally using what experience I’ve gained to know what ap¬ 

proaches to leave out and what approaches to use,” he says. “The ab¬ 

solute technical side of things I'm not huge on. I just kind of sit there af¬ 

ter the fact and go, ‘Hmmm." 

Currently, Davies is at work in the so-called “Barn" at Bearsville 

with mixer Tony Lash, the same guy who mixed the Cardinal record to 

perfection. As Lash twiddles some knobs on the Barn's renowned API 

desk in a warmly backlit room, we listen to the gentle guitar/piano 

arpeggios that open “Crystal Clear.” “The classic rock side of Richard 

Davies," he smiles. 

Classic indeed, the song is bathed in crystalline harmony and crack¬ 

ling sound, with a near-flawless mix. In Davies’ opinion, though, it’s not 

the post-recording process that’s important, it’s lining up the right mu¬ 

sicians to do the recording. "Once the configuration of musicians is right 

on a certain song, you’re almost completely there," he says. Drawing 

from a pool of players including guitarist Ronald Jones from the Flaming 
Lips, local pianist Joe McGinty, and guitarist Brendan O'Brien, Davies 

brought together the kind of professionals he felt comfortable along¬ 

side in the studio. One of the benefits in working with known musicians 

is that Davies could predict what people were and weren’t going to do. 

“It’s a new thing for me,” he admits. “For a long time I’ve prided myself 

on doing the opposite for many of my past projects, not knowing what to 

expect and going from there.” 

Because of his relative comfort in the studio, he decided to hire 

himself as producer. “If for no other reason than because I've been here 

for the whole time,” he laughs. “We had discussions about working with 

producers and all kinds of mixers and engineers. But this experience 

has taught me that, for better or worse, there are certain things I do 

like to hear and some I absolutely don't like to hear. If a producer came 

in with his own baggage, all of which, or some of which, or even one note 

of which was kind of like this"—he puts his hands over his ears and 

winces—“I don't think I could stand it, and neither could the band.” 

Because Davies shies away from the technical aspects of record¬ 

ing, he follows his considerable “instinct”—coincidentally the name of 

the Moles' final album—in working up his songs. “I’m still the same 

guy who made Instinct in a week and a half," he says. “The ghost of that 
guy is still here among us in the studio. I wouldn’t have sacrificed the 

spontaneous, loopy part of those records for anything. Today, it’s just a 

matter of expressing the same things but in different, sawier ways.” 

Perhaps it’s due to having himself settled in the peaceful, reflective 

confines of Woodstock with his wife and dog, but Davies is keen on 

musing about the art of writing pop songs, a pastime with which he has 

substantial experience. “As an artist, I’m convinced that the best thing 

you can do is express a few things better than others. I couldn't tell you 

what those things are, and I couldn’t tell you how I’d pull them off in the 

studio, but on the next record I’m certain I’ll be expressing those same 

few things."—Bob Guita 
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Helium 

The Magic City (Matador) 

So what’s the main difference between The 
Magic City and Helium's previous work? It's 
not the songwriting; that's still as drony and 

quirky as ever. It's not the singing; Mary Timony's 

voice is just as winning—husky yet strangely inno¬ 

cent—as it was last time. And it's not the playing; 

the trio’s enviable idiot-savant style is still firmly in 

place. No, what makes the difference on Helium’s 

latest is the absence of fuzzbox. “Our music used to 

be about distortion,” Timony explains. "We’d dis¬ 

tort everything, and then distort what we'd already 

distorted. But this album is about what you can do 

without distortion." 

One thing you can do better without distortion is 

hear. Aware of this, Helium has added all manner of 

deft sonic touches to these fourteen tracks, from 

the graceful electric harpsichord on "Blue Rain 

Soda" to the violin asides on "Lullaby of the Moths” 

and the clarion trumpet on "Devil's Tear." “We've 

had those kinds of parts in our songs before,” Ti¬ 

mony says. "It’s just that the instruments that are 

playing them this time are different." 

Some of these innovations can be credited to 

producer Mitch Easter, who recorded the band in 

his North Carolina home studio, and whose collec¬ 

tion of vintage instruments inspired many of the 

band's choices. The electric harpsichord is his, as 

are the Coral electric sitar on the suitably Indian-

sounding “Queen of the Fire," and the Chamberlin (a 

tape-based keyboard instrument similar to the Mel-

lotron), which provides flute, cello, French horn, and 

other orchestral sounds on nearly every song. The 

trumpet and violin were real, courtesy of two music 

students at a nearby college. 

At its best, this album is intoxicating; at its 

worst, it's merely interesting. The album's highlight, 

"Revolution of Hearts, Pts. 1 and 2," starts off with 

all the prog-rock fury its title suggests, with a de¬ 

monic repeated guitar riff and spaced-out vocals. 

Over time, a supple groove vaguely resembling Can 

or Hawkwind develops, with angular guitar and fuzz 

bass lines pitted against one another to achieve to¬ 

tal harmonic disarray. Eventually, the whooshes and 

wheezes of an old Korg analog synth join the fray, 

adding to the ambience of organic electronica. The 

track clocks in at eight minutes yet never ceases to 

be absorbing. It’s an excellent reminder, as is all 

of The Magic City, of what can be achieved when 
you don’t automatically step on the overdrive. 

—Mac Randall 

Duran Duran 
Medazzaland (Capitol) 

Love Spit Love 
Trysome Eatone (Maverick) 

Hearing the voices of Simon Le Bon and 

Richard Butler may trigger Eighties flash¬ 

backs in some listeners. One hopes these 

victims can make it through the hazy memories of 

early MTV and John Hughes movies, because both 

Duran Duran, the longtime vehicle for Le Bon's 

crooning, and Love Spit Love, the current project of 

ex-Psychedelic Furs frontman Butler, have come up 

with some surprisingly engaging new music. Al¬ 

though neither album can be called a major opus, 

they hold up well when compared to the work DD 

and the Furs did in their early-Eighties prime, while at 

the same time breaking new (for these guys, at 

least) stylistic ground. 

Of the two, Medazzaland is more sonically inter¬ 
esting, awash in samples, sequences, and assort¬ 

ed noise. Anthony J. Resta and Bob St. John, DD’s 

mixing team, have done a fantastic job, making 

every track a stunningly detailed aural adventure. 

But not all the sounds are as high-tech as they 

seem. Keyboardist Nick Rhodes, the last remain¬ 

ing survivor (along with Le Bon) from the band's 

“classic" period, relied heavily on his stable of ana¬ 

log synthesizers, many of which he used back in 

Duran's early days, to the point where there's hard¬ 

ly a trace of digital synthesis on this album. The ar¬ 

senal included a Roland System 100, a Sequential 

Prophet V, and an old EMS AKS Synthi. 

Many synthlike sounds aren't even synths. The 

haywire pitch-shifting central riff on “Big Bang Gen¬ 

eration" and the huge chordal bursts on “Electric 

Barbarella,” among others, are the work of guitarist 

Warren Cuccurullo and an effects chain the size of 

a small factory, including three Lexicon Jam Mans. 

Cuccurullo is also responsible for most of the al¬ 

bum’s distinctively fluid bass lines; DD bass vet 

John Taylor played on four tracks, recorded over a 

year ago, then bowed out to pursue an ill-advised 

solo career. Engineer Resta doubled on drums and 

percussion, and in a rather unorthodox way: Ac¬ 

cording to Rhodes, one of the components in the 

colossal drum sound on “So Long Suicide" was a 

Radio Shack PZM mic taped to Resta’s chest. 

All told, it’s the more adventurous numbers, like 

the gurgling inner travelog of the title track (born 

from a liv^to-DAT techno jam and featuring Rhodes' 

vocal debut) or the moody "Buried in the Sand” 

(which sports a sampled violin solo from an Ustad 

Sultan Khan record), that work best. This being a 

Duran Duran album, there's a certain amount of 

silliness to deal with; the egocentric lyrics of "Who 

Do You Think You Are” are particularly moronic. But 

Le Bon’s performance helps overcome the worst 

moments. No longer belting or whining, he makes a 

genuine effort to sing with some subtlety, and that 

gentler approach suits him and the music. 

When it comes to voices, Richard Butler's sticks 

out a mile. For Trysome Eatone's first fifteen min¬ 
utes or so, that trademark combination of snaky 

rasp and suave huskiness carries the music more 

than the solid but generic compositions do. But 

come track five, “Fall On Tears," and the band stum¬ 

bles on a winner, an elementary yet elegant Furs¬ 

worthy melody that taunts you to sing along. "Little 

Fist" follows with a series of disorienting time 

changes (seven beats to eight and back again) and 

abrasive guitar chords. "It Hurts When I Laugh" is a 

goth's anthem, and a catchy one at that. The band 

carries on in this vein for the rest of the album, clos¬ 

ing with the oddly jazzy "November 5.” 

Call me old-fashioned, but I’m reassured by this 

music. It's comforting to know that at least some of 

the musicians who helped define a decade's sound 

are still stretching, and succeeding, in the next 

one—Mac Randall 
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P.O Box 

the yummy new 

double live album 

with the funny name. 

catch ani LIVE 
as she hopscotches 
across america 

this fall: 

10/18 Chicago, IL 
10/19 Ann Arbor, Ml 
10/20 Madison,Wl 
10/23 Minneapolis, MN 
10/24 Omaha, NE 
10/25 Denver, CO 
10/26 Salt Lake City, LIT 
10/28 Reno, NV 
10/30 Grass Valley, CA 
10/31 Berkeley, CA 
11/01 Santa Rosa, CA 
11/02 Santa Cruz, CA 
11/04 Santa Barbara, CA 
11/05 Los Angeles, CA 
11/06 Los Angeles, CA 
11/07 San Diego, CA 
11/08 Las Vegas, NV 
11/10 Tempe, AZ 
11 /11 Tucson, AZ 
11/12 Albuquerque, NM 
11/14 Austin, TX 
11/16 Houston, TX 
11/17 New Orleans, LA 

Righteous Babe Records 
95 Ellicott Station, Buffalo. KY 14205 

1-800-on-her-own 

ting average in any league. 

Dwight may be the one guy with young enough 

ears but old enough roots to pull off a bluegrass 

arrangement of the Clash’s "Train in Vain” with in¬ 

tegrity, as well as the banjo and vocal harmonies 

of Ralph Stanley—"the Muddy Waters of bluegrass," 

according to producer/arranger/guitarist Pete An¬ 

derson. But other attempts are either no stretch at 

all (fairly stock arrangements of the Everlys' 

"Claudette" and Wynn Stewart's "Playboy'' or show 

little imagination, as in the case of three British In¬ 

vasion covers (the Beatles' “Things We Said Today," 

Them’s "Here Comes the Night," the Stones' "The 

Last Time”). 

Now, the notion of Yoakam doing “Wichita Line¬ 

man" has potential. Forget Glen Campbell's candy¬ 

ass pop production: The right reading could really 

bring out Jimmy Webb's haunting melody and 

spooky lyrics—pared down, maybe slowed down, 

reduced to its barest bones. And Yoakam does have 

an amazing instrument, his voice. But he doesn't 

seem to get inside the lyric to make it his own. And 

while the B-3 punches don’t bury the vocal, they do 

detract from it. 

“We’ve pulled off some covers in the past," An¬ 

derson ponders, "but with ’Wichita Lineman’ we 

were really up against it. The original arrangement is 

genius. And when you do a cover one-off for a given 

album—’Little Sister,' 'Suspicious Minds,' 

'Truckin''—you’ve got enough time to come up with 

a twist, do something different. But doing, like, 

twelve songs? It's hard to come up with a brilliant 

arrangement to redo every song in that space of 

Doktor Kosmos 
Cocktail (Minty Fresh) 

While the electronic minimalism of 

Kraftwerk has influenced such disparate 

entities as the Orb and Afrika Bam¬ 

baataa, those Seventies krautrock savants have 

also inspired a legion of boy wonders who use toy 

keyboards for mischievous ends. Doktor Kosmos, 

keyboardist for Swedish pop sophisticates Komeda 

and the Starlight Orchestra, is such a musician, 

his single, arm-length Yamaha Portasound PSS11 

keyboard providing an army of plastic sounds— 

chicken-scratch guitar, chiming doorbells, brittle 

drum loops—and percolating scenarios. 

Cocktail is a frothy, whimsical affair, with the 
tracks "Elevator Bossa,” “Funk Off," and “Techno¬ 

mania" alluding to Kosmos' grab bag of stylistic 

frivolity. Like a comedic Gary Numan, or an airport 

lounge musician fascinated with the many won¬ 

drous sounds his keyboard can conjure, Doktor 

Kosmos veers between pop genres, but always 

with a signature goofy approach. On "Streets of 

Bronx,” a robotic shuffle dancing through a street 

carnival, he punches up the "vibraphone" preset 

and doodles a quirky solo worthy of a childlike Pro¬ 

fessor Longhair. "Dance Dance Dance” is all nerdy 

breakbeats and corny Clavinet simulations.” On 

"Legalize It Now” reggae rhythms underpin a ston¬ 

er's chant, only to be whisked away in a roaring 

spool of tape malfunction. "Funk Off" shows off 

Kosmos’ talent most convincingly, with a crippled 

two-finger solo over a brisk Latin beat. 

Kosmos completed Cocktail's basic tracks in 
one week. He recorded to DAT in the bedroom 

of his home in Gavle, Sweden, then took the 

cassette to recording facilities maintained by 

the Swedish National Broadcasting System, 

where he works as a drive-time radio DJ. There, 

he ping-ponged tracks between two Studer B67 

reel-to-reel tape machines, adding sound ef¬ 

fects (including foreign language dialog, 

whistling birds, and a literal ping-pong game) 

and his wryly stilted vocals. 

“When I bought the synthesizer about five 

years ago I discovered this amazing world of 

sounds,” says Kosmos. “This was not meant 

to be a record initially, but all the sounds in¬ 

spired me. I don’t know who made this record, 

really. Maybe God made it.”—Ken Micallef 

Dwight Yoakam 
Under the Covers (Reprise) 

Ray Charles singing "Eleanor Rigby”— 

now, that's a cover. Or Al Green's se¬ 
ductive simmer on "Oh, Pretty Woman," 

Wilson Pickett’s gospelized "Hey Jude,” even 

Jerry Lee Lewis’ piano-pumping take on "Me 

and Bobby McGee.” These true stylists can take 

a well-known tune and give it their own stamp. 

The goal is to make listeners hear it in a way 

they hadn’t previously—and, of course, have 

the rendition stand on its own, irrespective of 

the original. Country renegade Dwight Yoakam 

reaches that level only once on this iffy concept 

gone awry, and one-for-twelve isn’t a good bat-
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—re tords)-
time. And Dwight is someone who sings so well that 

you can have him sing the phone book and go, 'That 

sounds good, now that sounds good'—all of a sud¬ 
den you’re doing 'Proud Mary.’ We don’t want to be 

that redundant." 

Anderson, however, seems to find new solo ap¬ 

proaches, this time with a minimalist whammy 

break. In fact, the only place the guitarist’s Fender 

twang is miscast is on the big-band arrangement 

of the Kinks’ “Tired of Waiting for You,” though it 

doesn’t sink to the level of Dwight's stiff, unswing¬ 

ing vocal. Indeed, it’s hard to tell if he’s doing a par¬ 

ody of a lounge lizard or making a serious attempt— 

which means he didn’t succeed at either. 

"He’s really trying to do it," confirms Anderson. 

“You've got to sing behind the beat, but Dwight is a 

country/bluegrass singer who sings on the beat, if 
not ahead of the beat so we're going up against 

some heavy shit here. I don’t know a new guy who's 

out there, especially in country music, who could 

even come close to singing it. From that respect, it's 

cool. But it certainly isn't Tony Bennett or Frank 

Sinatra.” You could throw in Steve Lawrence and 

Buddy Greco, and Yoakam would still be in over his 

Stetson.—Dan Forte 

Tanya Donelly 
Lovesongs for Underdogs (Reprise) 

J. D'Addario & Company, Inc. 
PO Box 290 • Farmingdale, NY 1 1735 USA 

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

Once you've outgrown alienation, obscurity, 

and other evasive tactics that often amount 

to rote posturing, it may be time for some¬ 

thing more heartfelt. In Tanya Donelly's case, the 

timing couldn’t be better: Having added Belly to her 

list of former bands (along with Throwing Muses 

and the Breeders), she's begun flying solo on a 

most auspicious note, taking a newly direct ap¬ 

proach that makes her previous efforts seem like 

the work of a timid soul. 

Donelly exclaims “Everything I ever learned is 

wrong" in "Pretty Deep," the opening track of the 

unironically titled Lovesongs for Underdogs. She's 
not completely off the mark. Her career to date has 

been the story of the alternative scene in micro¬ 

cosm, combining a knack for songcraft with a fear of 

exposure. Such pleasant yet emotionally stunted 

entertainment wasn’t so different from the corrupt 

mainstream junk it was supposed to supplant. 

This time, while Donelly still specializes in tune¬ 

ful, bent rockers, there’s real passion in the best 

tracks, and even the middling material boasts a 

bracing edge. If she hasn’t fully gotten the hang of 

baring her feelings yet, it’s fascinating and often ex¬ 

hilarating to watch her make the effort. The change 

is most apparent in her singing. "I’ve always had a 

problem listening to my voice, because I sounded 

bored in the past," she confesses. "There’s some¬ 

thing attractive about detachment—up to a point— 

but I don’t want to do it forever. I don’t like a lack of 

emotion, especially in emotional songs." 

So it's no surprise to learn that Donelly’s been 

studying voice. “I took lessons to improve my 

breathing and help me hold notes," she says. The 

impressive results can be heard in the spooky "Ac¬ 

robat,” a somber study of alienation that finds her 

imitating a crow and plunging into a theatrical dis¬ 

play worthy of Kate Bush. Elsewhere, she belts out 

the driving "Landspeed Song” with a fervor befit¬ 

ting this expression of frustrated desire, and purrs 

ominously, "Do I look like a crybaby?" in "Pretty 

Deep,” turning a buoyant anthem into something 

more complex. 

On the other hand, Donelly still enjoys cool 

noise for its own sake. Powered by fat, buzzing gui¬ 

tars and a soaring chorus, the vibrant "Lantern” re¬ 

calls T. Rex, a comparison that delights her. “That’s 

what I wanted!” she agrees. "In the studio I kept 

saying, 'That’s not T. Rex enough.'" 

The dizzy “Bum" hits wonderfully loopy heights, 

with layered voices and breathless tempos attaining 

a kind of neon grandeur. Utterly synthetic yet radi¬ 

ating the electricity associated with live perfor¬ 

mance, this exotic track was the hardest to get right, 

admits Donelly. "The harmonies are really compli¬ 

cated because I wanted them to sound tense. 

There's this friction, like opposing magnets, but my 

throat wouldn’t stay where I wanted it to stay." 

Sincerity has its pitfalls: Railing against the cor¬ 

rupt “tinkertoy world,” the dour "Mysteries of the 

Unexplained" wears thin fast, like an undergraduate 

poetry exercise. Mostly, though, Donelly is negoti¬ 

ating adulthood with grace and eloquence. 

Lovesongs for Underdogs may be the prelude to 
something truly swell.—Jon Young 

Bozzio, Levin, Stevens 
Black Light Syndrome (Magna Carta) 

Make no mistake about Black Light Syn¬ 
drome: It's not an album to have playing 
while the vicar's over for tea, and it's not 

meant to enhance anyone's latest acid trip. For 

that matter, it’s not background music in any way— 

it's up front and brash as you get. But that's to be 

expected of players like Tony Levin, Terry Bozzio 

and Steve Stevens. 

Although the bulk of the ideas for this album 

were sketched out in advance, most of the writing 

took place in the studio, in only four days. And even 

though the recording approach was decidedly ba¬ 

sic—aside from a Dunlop Uni-Vibe on the guitar 

solo in "Dark Corners," the only processing was 

done during the mix, namely some revert) and delay 

courtesy of the Lexicon PCM 70—the results do 

not reflect it. The first track, "The Sun Road," starts 

with a slow, haunting guitar melody by Stevens and 

evolves gradually as Levin, first on Chapman Stick, 

then on NS electric upright bass, adds power to 

the sound. 

Gears shift; now Stevens is choking notes from 

his axe, Levin turns on the fuzzbox, and Bozzio 

mashes metal out front. Then Stevens introduces 

an acoustic flamenco theme, which is in turn blot¬ 

ted out by the massive return of the main melody. 

From there the going gets more intense. "Dark 

Corners” begins with Stevens flipping the toggle 

switch on his Les Paul Special for a Morse code ef¬ 

fect, and from then on is led by Levin’s heavily dis¬ 

torted Music Man Stingray in a vintage King Crim¬ 

son-soundingtritonal riff. “Duante," a spontaneous 

nylon-string guitar piece, offers a breather. A 

Ramirez acoustic miked with an AKG C414 gives 

the song a crisp, clear edge that sends a chill up 

the spine; anybody who ever doubted Stevens 

could stretch will drop jaw in awe. "Book Of Hours,” 

the most accessible piece here, laid-back and al¬ 

most balladic, features Stevens on acoustic again, 

along with some memorable work by Levin on the 

tiny Guild Ashbory bass. The closing "Chaos/Con-

trol” is a duality between two styles says Stevens. 

"Because there's no other melodic instrument lay¬ 

ing down chord changes, I had to take this neo¬ 

jazz approach where I’m soloing and throwing in 

chords to comp against my solo; some real magic 

moments were happening that were totally off the 

cuff—you can almost hear me shitting myself, ask¬ 

ing, 'Where am I going?' But if you play well, it's go¬ 

ing to translate.” 

Like all musicians in an improvisational setting, 

Bozzio, Levin, and Stevens draw freely from what 

they've played in the past. It just so happens that 

these three fellows have played with the likes of 
Crimson, Zappa, and Billy Idol, all of whose styles 

get referred to here. When summing up this type of 

recording, it's a good idea to look back at albums 

that had something inherently special about them 

that lasted from the moment you played the open¬ 

ing bar of the first song through to the final fadeout, 

albums that in themselves expressed the joy of 

making music. That’s the most honest appraisal 

you can make of this album as well.—Brian Rabey 
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SOO 7" VINYL 4S's (with white sleeve) $599.00 REORDER - $269.00 

lOOO 12" VINYL (in WHITE JACKET w/HOLE) $1,699.00 REORDER - $1149.00 

SOO 12" VINYL (in WHITE JACKET w/HOLE) $1,199.00 REORDER $649.00 

ALL PACKAGES INCLUDE: MASTERING / FULL PROCESSING / TESTS / 
2COLOR LABELS / SHRINKWRAP / QUICK TURN AROUND 
IN-HOUSE CD, VINYL & CASSETTE REPLICATING & PACKAGING - ASK FOR OUR FREE BROCHURE! 

lit/® Rainbo Records and Cassettes 
-ML I738 Berkeley Street, Santa Monica, CA 90404 • (3I0) 829-3476 • Fax (3I0) 828-8765 

pact Disc 
Specialists 

PRICE • QUALITY • SERVICE 

Mastering 
Replication 
Graphics 
Packaging 

HAVE? 
1-800-999-HAVE 

DUPLICATION 
309 cOWfR AVI. HUDSON. NY 12534 

have(<»)havcinc com www havemc.com 
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SERVICES ■ SERVICES SERVICES 

25 CDs 
in as little as ONE DAY for 

$349! 
Includes jewel case, FREE direct-on-disc printing & FREE b/w printed insert! 

- other packages available -

Compact Discs • Real Time Cassettes • Digital Mastering 

(800) 249-11 1 O 
National Multimedia Services 

EuropaDisk 

In-House Services 

"sks Retail-Ready CD Packages 
Rush, Bulk CD Replication 
7’745 & 12” Vinyl Records 
Cassette Duplication 
Graphics Design & Printing 

Why deal with brokers when you can work directly 
with our factory and save? You can rely on our 
20 years of experience to get your project done 
right and on time! Best Service, Best Price! 

Free catalog or quote: (800) 455-8555 

EUROPÄDISkLTD, 
75 Varick Street, New York, NY 10013 
(212)226-4401 FAX (212) 966-0456 

’_InclLldfiSZ pre-rjÁter, glass master, 
2 color CD label printing, 

sleeve & manufacturing. 

color J-card insert, clear shell, 
Norelco^box & shrink wrap. 

CD 

design For the music industry 
and custom products. 

4 Includes: 2 >anel/4pg. color insert, 
BARCODE 

hTÖ/ ¿Á <*x o 
I www.taag.com 

call for your catalogue 

1-800-410-4855 

TIRED 
of getting ¿CL~^W^cl > 

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

8 0 0 • 6 8 8 • 4 2 1 2 

Discount 
Musical 

Instruments 
Visit our online catalog 

www.gridersmusic.com 

1-800-380-0519 
Grider's Music Company 

Call now 

NO TAX... NO DUTY... NO PROBLEM! 
‘Professional mastering at affordable rates. Special studio and indie label rates.* 

yZHEALEYcbsc 
Manufacturing — 

Premier Quality cd/cd-rom and cassette manufacturing 

1-800-835-1362 zy\ 
for your free catalogue ► www.healeydisc.com 

|CD PACKAGE INCLUDES: [CASSETTE PACKAGE INCLUDES: ' 
Color 4 page /2 panel insert, 2 color on CD printing 40-50 min. chrome tape, color 2 page/i panel 

pre-master, glass master, jewel box and shrink wrap. dear shell, on shell printing, Norelco box and shrinkwrap. 

Barcode included. Barcode included. 

500 CD’s $1099 1000 CD’s $1599/ * 500\assettes $599 
[above prices do not include film separations or typesetting] 

00 

lackage 

500 CD’s 

disc 

Also Available 
• CD-Rom 
• Cassettes 
• Digital Mastering 
• Posters 

CD package includes: 
color 2 page insert, 2 color CD Label, 
all mastering, jewel box, 
shrink wrapping, graphic insertion. 
• From Client Supplied Film Separations 

500 CD’s [ 
CD package includes: 
graphic design, film, 
color 2 page insert, 2 color CD label, 
all mastering, jewel box, 
shrink wrapping, graphic insertion. 

__■■■■I 
iComplete Full Color package 

we do it all! 

Call for our WHOLESALE MANUFACTURING GUIDE 

1«800»582»3472 
www.sbinnerworldwide.com 
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SERVICES 

nir i roi C^Drc* u i01 1 Hl. ruKL1-

TOTAL CD, 
CD-ROM, E-CD, 

& CASSETTE PRODUCTION 

212-252-9300 www.digitalforce.com 
Feel the "Power of Excellence " 

call for POWER PLAY the 
DIGITAL FORCE Sampler & 

Studio Reference Disc 

149 MADISON AVENUE NY, NY 10016 

FOR COMPLETE COMPACT DISC, 
CASSETTE & RECORD MANUFACTURING 

QCQ| (800) 859-8401 
QCA, INC. • 2832 SPRING GROVE AVE. • CINCINNATI, OH 45225 

(513) 681-8400 • FAX (513) 681-3777 

COMPACT DISCS • 75C EACH 
IT'S A BETTER DEAL! 

1,000 CDs 750 00 
1,000 Jewel/Wrap 300 00 
1,000 2 - Pg Book/Tray 240 00 

$ 1,290.00 

From your CD Ready Master A Print Ready Film 

NATIONAL 
TAPE & DISC 
1 -800-874-41 74 

FAX: (615)327-3438 Nashville, TN 37203 

Shrink 

Video & Vinyl 
Graphic Design 
Printing 

Compact Discs • CD ROM 
CD + /CD Enhanced 
Digital Bin Cassette 

PHONE: (615)327-9114 

MEDIAWORKS® 
I N T E R M AT I O N A U. INC. 

1719 West End Avenue Suite 100E 

1,000 CDs 
$ 1,550.00 

Full Color 
(From your film) 

1,000 CDs 
$ 1,995.00 
(Complete Package) 

Full Color 

SERVICES 

MonkeYhousE 
Mastering • CD one-offs and small runs • Website 
Development • CD and Cassette Duplication 

Real-time cassette duplication on high quality 
chrome tape: 1OO 20-minute tapes:$85; 
1OO 50-minute tapes: $125 

1OOO Retail ready CDs from your master 
recording and camera ready art: $1750 

Single CDs as low as $15 

(888) MONKEY-5 

FREE CATALOG 
♦ Belden 
♦ Mogami 
♦ Cañare 
Cable 
Highest Quality 
•Assemblies »Patch Panels 

•Snake Systems 4 More! 

Great Prices - In stock 
Unmatched Service! 

ann ooo have, inc. Dept mu ÖUU-7 7 z-HZOj pro_sales@haveinc.com 

Searching 
for cures.... 

for children's catastrophic 

diseases, since 1962. Formore 

info., call: 1-800-877-5833. 

. ST JI DE CHILDREN'S 
RESEARCH HOSPITAL 

.. Danny Thomas. Founder 

SERVICES 

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 page/ 4 color inserts.ONLY $1195 
1000 CD's w/4 page/ 4 color inserts.ONLY $1595 

DELUXE CD/CASSETTE PACKAGES 
500 ea.w/4 color Inserts.ONLY $1895 
1000 ea w/4 color Inserts.ONLY $2695 

Prices include glass master, 2 color disc label, jewel boxes, assembly and shrink wrap. 
All prices are based on customer supplied plate ready film for 
printing of the color inserts and label graphic imprint 

We have full graphic design service available Including: 
consultation and design, film & proofs for as low as $345. Call for 
Information If you need assistance on your graphics. 

SPECIAL CD SHORT RUN COPYING PROGRAM. 10 TO 50 COPIES 
OF YOUR SUPPUED CD AUDIO OR CD ROM FOR ONLY » 99 
EACH INCLUDING JEWEL BOX. 

•BULK PACKED W/2 COLOR GRAPHIC ON DISC. ALSO 500 FOR 
ONLY $699. 

CD LABS m i 

12517 CHANDLER BLVD.. STE. 107 
NO. HOLLYWOOD. CA. 91607 

(818) 505-9581—(800) 4 CD LABS 

THE ULTIMATE STRAP 
BALANCED - COMFORTABLE 

REDUCES PAIN & FATIGUE 

Nl ■ S24.95 includes US shipi-ng 

MONEY BACK GUARAN TEE 
CALI TO ORDER 

1-800-237-7419 
PO BOX J207 • LA MESA CA 9’944 

1000 CD’s 
For $1100 
in Jewel Case/Wrap 

SI.I O ea. 
with dient supplied insert*. CDU Matter and Film 

4 Panel 4/1C CD Folder & Tray Card S 275.00 

CD SONIC 
Tel: (617) 424-0670 Fax: (617) 424-0657 
Toll Free 1-888-CD SONIC (237-6642) 

THINKING ABOUT ADVERTISING 

IN MUSICIAN’S CLASSIFIEDS? 

Call Kara at 1-800-407-6874 for 

special introductory rate 
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Give the Gift of 
MUSICIAN and Get Your 
Own Stocking Stuffed! 

TIS THE SEASON TO GIVE AND RECEIVE! GIVE A GIFT SUBSCRIPTION OF MUSICIAN FOR THE HOUDAYS AND YOU’LL 
GET A FREE CD FROM US PLUS AN AUTOMATIC ENTRY IN OUR HOUDAY GIFT GIVEAWAY EXTRAVAGANZA! YOUR NAME 
COULD BE CHOSEN TO WIN ANY ONE OF THESE EXCITING PRESENTS THAT SANTA MAY FORGET TO BRING YOU THIS YEAR! 

One First Prize 
-4 MODULUS GENESIS ONE ELECTRIC GUITAR The warmth of 
resonant tone wood marries graphite’s strength and the flexibility of 
a neck relief adjusting system. A new patent-pending neck design, 
this instrument is more stable, more responsive and richer-sounding 
than any standard electric guitar. ($1800) 

Your FREE CD 

X 

One Third Prize a — LINE 6 AXSYS 212 GUITAR AMPLIFIER Featuring 
TubeTone Amp Models, AxSys 212 gives you the 
sound of a whole collection of classic tube amps in 
a single programmable combo. Includes a 
comprehensive set of stereo digital effects and 
faithful recreations of classic amp sounds. ($1100) 

One Fourth Prize 
•4 CAKEWALK PRO AUDIO 6.0 
A 32-bit Windows 95 program that offers 
the powerful editing and processing tools 
you need to produce your next CD, sound¬ 
track or multimedia project. Integrates 
and controls all of your studio hardware, 
right from your desktop. ($429) 

4 Musician's “A Little On The CD Side" sampler is 
packed with the latest releases from Chris Whitley, 
Jonny Lang, Chet Atkins, Nuno, Charlie Hunter 
Quartet, Protein, Orbit and other major acts. It's the 
best way to sample new music before you pay full 
price any single release! 

One Second Prize ► - -—-
T.C. ELECTRONIC G-FORCE GUITAR MULTI-EFFECTS PROCESSOR Routes and 
runs 8 simultaneous full-blown stereo effects in any combination and order, without 
compromising sound quality. Creates the sound you want regardless of style or com¬ 
plexity, from mild to wild or clean to nasty! ($1795) 

Ten Runners-Up Prizes 
MUSICIAN'S GUIDE TO TOURING & PROMOTION 
The most essential resource 
available for working musicians, 
the guide offers over 4,000 key 
industry 
contacts 
including a 
city-by-city 
club, radio, 
record store, 
media direc¬ 
tory. ($9.95) 

Three Fifth Prizes 
INTERNET UNDERGROUND MUSIC ARCHIVE WEB SITE - One year of custom web site service for 
you or your band from IUMA, the first and largest web 
site dedicated to distrubuting and promoting indepen¬ 
dent music. IUMA receives over 250,000 hits per day 
and offers the works of over 900 independent musi¬ 
cians to an estimated 30 million Internet users 
around the globe. ($240)_▼_ 

Le. electronic as 
CRKEWflLK 

Musician Holiday Gift Order Form: Please send my Musician gift subscription(s) as listed below. I understand that you will 
rush my FREE CD to me upon payment and that this order form will be my entry into the Holiday Gift Giveaway Extravaganza! 

TAKE ADVANTAGE OF OUR SPECIAL HOLIDAY SUBSCRIPTION RATES AND 
LET US WRAP SOMETHING UP FOR YOU THIS YEAR! 

Official Rules No purchase necessary To enter the Holiday Gift Giveaway Extravaganza without purchase, pnnt name, address and daytime phone number on a 3'x5‘ card. Only one entry per household Mail to: MUSICIAN P.O. Box 1923 Manon. OH 433051923 All entnes must be received by 
January 30. 1998. Not responsible for lost, late or misdirected entnes One (1) first prize winner, one (1) second prize winner, one (1) third pnze winner, one (1) fourth pnze winner, three (3) fifth pnze winners and ten (10) runnersup prize winters will be selected at random from all entnes received. 
Drawing will take place on or about February 9. 1998. Odds of winning depend on number of entnes received. All entnes become the property of Musician Magazine and will not be acknowledged or returned. All pnzes will be awarded and winnerjs) notifiai by mail on or about February 16. 1998. 
Prlzes/approx. retail value: (1) first pnze $1800 (1) second prize $1795 (1) third prize $1100 (1) fourth prize $429 (3) fifth prizes $240 (10) runners-up prizes $9.95. Open to all legal residents of the U.S. (except Flonda) and Canada (except resident of the Province of Quebec) 18 years of age 
and older except employees of Musician Magazine. BPI Communications. Modulus, t.c. electronic. Line 6. Cakewalk. IUMA. and their families, respective owners, affiliated entitles, parents, subsidiaries, dealers, agencies, officers, directors, shareholders events, independent contractors, licensees, 
successors, and assigns of each. Subject to all federal, state, and local laws and regulations. Void where prohibited by law. No substitution/transfer of prizes permitted except by sponsors). Taxes are the sole responsibility of the winners) First Second. Third and Fourth prize winners must 
execute Release. Grant of Rights, and Affidavit of Eligibility and Pnze Acceptance forms prior to receipt of prizes. Noncompiiance/retum of prize notification as undeliverable will result in disqualification and alternate selection. For a list of wimers. send a SASE by March 2. 1998 to Musician 
Holiday Gift Giveaway Extravaganza. 1515 Broadway. 11th R.. New York. NY 10036. 

MY FIRST GIFT ONLY $19.97: ADDITIONAL GIFTS JUST $17.97: FROM: 

Name:_ Name: Name: 
Address:_Address:_ Address: 
City/State/Zip:_City/State/Zip:_City/State/Zip: 

ENTER MY OWN SUBSCRIPTION AT THIS LOW RATE! ($17.97): Daytime phone:-

(Check One:) New □ Renew □ (Check One:) Payment enclosed □ Bill me later □ 

Charge my: MC □ Visa □ Amex □ Signature:_Card #:_Exp. Date: 

SEND TO: MUSICIAN Holiday Gift Giveaway Extravaganza. P.O. Box 1923, Marion, OH, 43305-1923. 



Fame dinners. Sure, Marty's insistence that suppli-

for the thousands of unknown, 
ed, and indispensable “suits" who 
make popular music the profitable 

side 

adies, gentlemen, guests, and 

members. It is my distinct 
honor and privilege to 

pay tribute tonight 

An 
Inevitable 
Induction 
at the 
Rock & 
Roll Hall 
of Fame 

to the great Mr. Martin W. 
Shafer, the first accountant 
to be inducted into the Rock 
& Roll Hall of Fame. 

Some of you might think 
it’s strange for a rockin’ and 
rollin’ institution like the Hall 
of Fame to be honoring a guy 
who always described himself 

today—at least off the books. 
I first met Marty back in 1950, shortly after I became partners with 

Art Gonder and Jack Ifill at Gon-lf Records. Marty was an unassuming, 
prematurely bald kid with thick glasses who we had just hired to han¬ 
dle our accounting. One evening, Art and I were discussing how we had 
to wire a little cash to cover the tour expenses for one of our R&B acts. 
Without looking up from his adding machine, young Marty uttered words 
that would echo throughout popular music history: “Tell him it’s 

recoupable against future earnings.” 
When this new thing called rock & roll really took off later in the 

Fifties, Marty proved to be a godsend. As some of you old-timers may 

recall, at the time an excessive percentage of songwriting royalties was 

going to songwriters. What about the label executive who pays to have 
the record made, the deejay who plays it, the manager who helps cre¬ 
ate the conditions in which it could be written? Marty Shafer showed 
that by simply adding the names of those unsung creative partners to 
the songwriting credits, we could redirect this fiscally unsound cash 
flow. By the way, this should answer the question a lot of you were prob¬ 
ably asking yourself when Marty’s induction was announced: “Where 
have I seen that name before?" 

In the Sixties, the new generation of rockers wasn’t quite as willing 

ers, caterers, agents, managers, promoters, 
and label executives get their legitimate 
expenses covered may have reduced or 

delayed payments to those events' sup¬ 
posed beneficiaries, but let’s face it, who 
ßven remembers what Monterey Pop was a 
benefit for? The Hall of Fame opened even¬ 
tually. And the last time I checked, people 
were still starving in Bangladesh. What's the 

hurry? 
Regrettably, Marty couldn't be here 

tonight. He did, however, send us a letter 
from his home in the Cayman Islands. (By 
the way, nobody who knows Marty will be sur¬ 

prised to hear that the letter arrived postage 
due.) Anyway, he writes that he thanks the 

Hall of Fame, he’s very honored, blah-blah-blah. 
Of course, he didn’t talk about the reason he couldn’t be here. Like 

many accountants, Marty maybe doesn’t have the greatest sense of 

humor, and he’s taken a little too seriously a few off-hand comments 
made by many performers and songwriters, including some members 
of the Hall of Fame who are here tonight. I know that you guys wouldn’t 
really “punch him out if he dared to show his face.” Besides, you’re 
supposed to be creative people. How can you object to creative 
accounting? 

The fact is, creative people—songwriters, producers, musicians— 
come and go. But as long as there’s a music business, there will be 

people like Marty Shafer.—Tom Conroy 

MUSICIAN 

to share credit, but Marty rose to the challenge. I can still 
picture him sitting down with some long-haired hippie 

artist and carefully explaining how if the artist turned his pub¬ 
lishing rights over to the label, he would actually save hundreds 

or even thousands of dollars in administrative costs. 
Though Marty was a no-nonsense businessman, few peo¬ 

ple know of his unselfish behind-the-scenes work as an 
accountant for such nonprofit events as the Monterey Pop 
Festival, the Concert for Bangladesh, and even the early Rock 
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bite like the 
of the bad." 

World 

al Diivv • Suite 101 • Novato CA ■ 94949 
ß} $ • iw mod ul usgu i tars . com 

the beginning of a new sound 

by MODULUS 






