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KURZWEIL DOES ROM RIGHT. —~

Fhe K2000 Series has 8 MBvies of the hest sounds available,

looped to perfection. Add optional Orchestral and/or Contemporary ROM

expansion blocks for a staggering 24 Myies. KURZWEIL DOES RAM RIGHT.

The most expandable sample memory in the industry — up to 64 Mbygtes, using standard SIVIMs

KURZWEIL DOES SAMPLING RIGHT. Our sampling Options (standard on *S” versions) provide hoth analog

and digital stereo 1/0s, plus interfacing with R-DATs, CD-ROVIs, € players (analog/digital outs). external/internal havd disks.
SyQuest O drives and many more. KURZWEIL DOES SYNTHESIS RIGHT. \cknowledged by the industry as
having the best digital filiers and most powerful synthesis architecture, VST is the most Nexible programming architec
ture ever offered, for warmth. richness and realism of sound. KURZWEIL GIVES YOU ACCESS TO THE
SOUNDS YOU NEED- reads not only Kurzweil, but also Ensonig . Roland (SCSHonly) and Akai libraries; accopts sample
dump via MIDEor SMDESCSD. See your Kurzweil dealer. Or contaet s KURZWEIL
at Kurzweil Music Systems, 13336 Alondra Bivd.. Cerritos, C\ 90701 or N"mw-wmw"""'v'Y‘~1'~a("»;'*:~'~~vt'<- ne

(210926-3200. K200OO-THE BEST OF ALL WORLDS. Ay
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Out of respect for the purity of Eric Johnson's music, we won't tell you whose guitar synthesizer he's
playing. But, if you happen to notice the logo down helow, well, we can't do anything about that.

Not to be everly commercial but, seeing

as how this is an ad. we should probably
tell you that the GR-1 offers electric and
acoustic guitar plavers of any level the ulti-
mateéin utilizing new sounds for creating
s 21 0 built-in sounds-from

acoustic to synthesized to drums-as well as
a built-in, four-track sequencer for practic-
ing and recording your own music. It’s
simple to use. And the GK-2 pickup easily
\ ‘mounrs on your guitar. You can even mix
the new sounds of the GR-1 with your own

gui{a& Séﬁhds?}\ﬁd:‘:gg the price is pretty

Mu«d.( viporation US- 7200 Dominion Circle
* Los Angelts, CA 90040-3696 213 683-5141
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30 WOODY ALLEN
Sure he’s a musician! The famous clarinetist tatks about what’s wrong
with movie music and what’s right with trad jazz.
BY BILL FLANAGAN

S2 NIRVANA’'S POISON SKIN
Enough rumors! Kurt Cobain wants the world to hear his side of
the Nirvana story. While recording /n Utero, Cobain, his bandmates
and all the other key players bared their souls about the feuds,
sicknesses, recriminations, screwings, drug problems and money
disputes that almost destroyed the music.
BY MICHAEL AZERRAD

34 DEPECHE MODE
, How mopey can youibe when you’ve got a football
i'q;ﬁu:"ull offans screaming for your every twitch? On tour
W SPain withhe Iy ppiest gloom-masters infthe woWy.

7 FRONTMAN RAY CHARLES
What keeps a 63-vear-old man on the road when he could
have retired years ago? What do vou think?
BY KRISTINE MCKENNA

98 ROCK STAR PSEUDONYMS
A survey of the ridiculous names famous musicians use when
registering in hotels. BACKSIDE

19 ON STAGE PAUL WESTERBERG

The post-Replacements debut of the Beloved Entertainer. WORKING MUSICIAN

BY BILL FLANAGAN
73 GUITAR WAYNE KRANTZ
Getting past the instrument to make meaningful statements:
A composer/improviser decodes the fretboard.
BY MATT RESNICOFF

19 ON STAGE PETER WOLF
Ten years after leaving J. Geils, Wolf finally
plays out.
BY JIM MACNIE
75 PIANO IAN MCLAGAN
The Faces' keyboard vet on shuffles, chromatic
extensions and the martial art of boogie piano.
BY ALAN DI PERNA

21 VERVE
If you’re swaying back and forthina
psychedelic trance, this is the band you
want to sway to! “It’s like being 1nvolved in
this ndiculous movie *
BY KATHERINE TURMAN

76 TECH GENERAL MIDI
Can a restrictive addition to the MIDI standard really bring
electronic music to a world of technophobic musicians?

22 BENNY CARTER BY WARREN SIROTA

He's recorded in each of the last eisht decades; one of his
bands included Miles, Max, Art Pepper and ].J. Jahnson;
just don't call him a jazz musician
BY JOE GOLDBERG

78 BASS TOBY MYERS
Playing the bottom end for John Mellencamp, Myers discusses
pulling up simple musicby itsroot. BY RICK MATTINGLY

26 THE POLITICS OF MTV
UNPLUGGED
Here’s the deal: You help pay to make the shaw but MTV
owns it. If you release a record from it, MTV gets a piece
of the royalties. Why do it? Because MTV can make your
reccordahit. BY KEVIN ZIMMERMAN

B2 DEVELOPMENTS FORMAT WARS
Scott Lirt judges MiniDisc and DCC. Also, Roland MIDIs
drummers and Lexicon busts the price barrier for digital effects.
BY MUSICIAN'S CANNED TUNERS

e e e R e T e ]
D EPARTMENTS

42 JEFF BECK UNLOCKS
HIS SECRET
What really goes on in Beck’s basement late at night when N
lights are low? The reluctant master:surfaces in London ; . g : F,l\cll)bs' )
with two albums, an eye on a Puccini opera and dim views L reie e
A A N Paw, Slim Dunlap... 97 READFR SERVICE
on the businessof making good music.
BY MATT RESNICOFF \

8 MASTHEAD 87 RECORDINGS
Hiatt and Mellencamp, Nirvana,

) R TERS Cypress Hill, Bird, Crow, more

90 NEW RELFASES
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GETTING SIGNED

I had always thought someone
should write a book entitled Bands
That Coulda Been Contenders. It
would teach us what not to do.
Your article “Getting Signed, the
Day After” (July '93)is pretty close.
Keep up the good work.

John lvan
Big Guitars from Memphis
Memphis, TN

I have just finished reading “The
Day After the Day You Get
Signed,” and now know I did the
right thing. After meeting major
labels and publishers, trying to sur-
vive various contracts—my attor-
ney’s bill was much larger than my
advance—my manager and I start-
ed our own label. Is it a business
headache? Sometimes. Do 1 own
my own product? Yes. Do we sell
upwards of 20,000 units a year all
by our little selves? You bet.

The reality is this: Our industry
is sadly lacking in visionaries. The
“majors” are run by attorneys,
merchandisers and marketeers who
may think they know the next “big
thing,” but may as well be pulling
names out of a hat. Music means
nothing to them, artistry even less.
Thanks for the reassurance.

Ann Reed
A Major Label, Inc.
Minneapolis, MN

Thanks for your terrific articles
for aspiring musicians. The sidebar
on the 10 Most Indefensible Re-
cording Contract Provisions was
especially informative.

I find that artists have very little
information about standard prac-
tices of the recording industry.
They often don’t know what rights
of ownership they have, and so
have no idea of what they stand to
lose by signing a standard contract.
(Sadly, this is sometimes the case
with managers, too.) I often tell
them to check out the books at
their local library; now, I'll be able

LETTERS

to refer them to your series as well.
(By the way, our standard con-
tract has none of the provisions
you listed. We also don’t touch
publishing income, and we guaran-
tee promotion. On the downside,
our artists pay their own recording
costs up front, which does allow
them complete control over the
recording process. I tried to create
a contract that I would feel com-
fortable signing if I were the artist,
and overall, I think [ succeeded.)
Kristi Wachter
Racer Records
San Francisco, CA

TOWNSHEND

Your interview with Peter
Townshend (July ’93) was an excit-
ing and informative journey into
the mind of a true genius. As one of
the music industry’s most provoca-
tive and accurate critics, Town-
shend remains more than just rock
"n’ roll’s greatest songwriter. The
man who once hoped to die before
he got old has proven to be ageless.

Jordan Kurland
Glencoe, IL

In the ’60s I had a concrete list
of ways that the Who, the Beatles
and Jimi Hendrix (along with mas-
sive doses of LSD) were changing
my life. As a 41-year-old college
sophomore, all I can ask is “what-
ever happened to all that lovely
hippie shit?” I think Pete wants it
to be a rhetorical question, and [
couldn’t agree more.

Dawve Farrell
Lan;aster, PA

I was thoroughly impressed
with the Pete Townshend article by
Thom Duffy. His writings, as well
as Bill Flanagan’s and Matt Resni-
coff’s, have re-established my per-

spective on magazine interviews
with concise, intelligent questions.
Sue Ryan

Owings Mills, MD

The day [ went searching the
newsstands, [ would have bought
any magazine featuring Pete
Townshend; fortunately, what I
found was your July issue. Thanks.

Victoria Rowan
Granville, NY

THE BUSINESS

[ was happy to see the article on
repairing amplifiers in your June 93
edition. [ know Gene Andre and
the guys who work there, because
always bring my amps, guitars, etc.
to them to be repaired. These guys
give “down-home” customer ser-
vice and always are trying to please;
most important, their prices are fair.
I'd love to see a regular column on
amps featuring Andre electronics.
These guys deserve it.

Lorrie Keith
New York, NY

Enough industry/advertising-
driven pieces on personalities and
gear! How about a couple of
pieces on rehearsal technique,
road-tour prep and other facets of

a working band?

Chris Alastair
Washington, DC

Thanks for the view on royalties
from Lipsky & Lipsky in the June
’93 issue. I am quite curious, how-
ever, about why you printed the
article and its attendant pie graph
with no alternative perspectives.

At the recent NAIRD Conven-
tion, the most fascinating piece of
information going around was
about the pieces of this “pie” as it
relates to major-label sales versus

independent-label sales. In 1993 the
percentage of record sales from
indie labels is estimated at over 14
percent. This is not a figure major
labels would readily let you believe,
butitis the truth.

Itis indeed a very small number
of artists who are enjoying the profit
of major-label status. So what hap-
pens to all those artists that don’t
make the cut? They most likely
pursue their careers on indie labels.

My main point is that Musician’s
readers deserve a broader perspec-
tive on how these kinds of issues
come to bear on the careers of artists
of all types. Your readers are people
like me who buy this mag to get
big-picture info and drool at the
ads. We don’t need a couple of
lawyers promoting a vision of the
biz that is purely clichéd and not
justa little cynical as well.

Chuck Gross
Urban Resource
Tucson, AZ

ROBERT PLANT

I just read Robert Plant/Front-
man in the July 93 issue. [ never
liked the band, but from this
column [ will go out and buy Fate
of Nations immediately.

Jordan Dyas
Ridgewood, NJ

I think Robert Plant is absolute-
ly right when he says: “People are
fed up with pop idols who don’t
mean it.” Maybe other readers who
wrote about their support and ado-
ration of U2 and Prince should
keep that in mind. Van Morrison is
one artist who is still alive and kick-
ing and has never stooped to MTV
for any reason. He does not claim
to be a “sexy m...f” like Prince, but
it is what's inside the physical pack-
age that matters the most.

Rosemary Maguire
Washingtonville, NY

Send letters to: Musician, 1515
Broadway, New York, NY 10036.
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Slim Dunlap

HE LAST of the Replacements to issuc a solo record,
guitarist Slim Dunlap says he deliberately avoided the

g\

by his former bandmates. “Everybody spent over $200,000 on theirs;

big-budget, months-in-the-studio approach preferred

mine was under $10,000. [ think it’s gotta cost under that to be a real
rock 'n’ roll record. [ don’t mind a few mistakes. It feels real, at least.
People are so afraid to reveal they’re not perfect. To me a solo record is
hardcore you, your personality to the extreme. Take it or leave it.”
The Old New Me reveals Dunlap to be one gritty soul—it’s full of
barroom rock shouts, recycled Muddy Waters scatology and wiseass,
Keith Richards-inspired guitar. It cclcbrates the absurdity of the rock
industry (“Ballad of the Opening Band”) while paying tribute to the
music’s brazen fury (“From the Git Go,” “Just for the Hell of 1”).
Says Dunlap, “It’s about hearing riffs I've played my entire life and
working them into a little different hodge-podge. It’s not cutting-
edge—I wouldn’t be honest if I made a record that didn’t have Keith
in there, because his way of playing rhythm guitar like it's lead guitar
is very important to me. Lead guitar is completely clichéd, and bor-
ing—the next Jimi Hendrix probably isn’t gonna be a guitar player.”
Dunlap says he and the other ex-"Mats are happy to be doing other
projects: “The whole curse of that band was, even if we were good,
people didn’t like it as much as when we completely fell apart. We got
away with murder. Which is why I'm glad we’re not alive anymore.”
TOM MOON

Q. WHEN IS A GUITAR NOT A GUITAR?
A. WHEN IT IS A VOICE.

HEAR THE MANY VOICES OF
STEVE HACKETT
ON HIS BRILLIANT NEW ALBUM
GUITAR NOIR

INCLUDES
SPECIAL
BONUS
TRACK #13
“CASSANDRA"

FEATURING
STEVE
HACKETT
AND
BRIAN MAY

g

MUsIC

BUT DON'T TAKE OUR WORD ON IT.
"A MASTER CRAFTSMAN" - CHRIS WELCH
"A GENUINE GENIUS FOR THE GUITAR WITH THE POWER TO MESMERIZE" - MIKE SLAOE
"STYLE IS SOMETHING STEVE HACKETT POSSESSES
IN ABUNOANCE" - LONOON DAILY MAIL

OUT NOW

VICEROY MUSIC » 547 WEST 27TH STREET, NEW YORK, NY 10001 « (212)465-2357

r="u STEVE
HOWE

THE GRAND
SCHEME
OF THINGS

C 1993 RELATIVITY RECORD. INC.

Arranged &
Produced by
Steve Howe

Cover Design.

by Roger Dean
Now available

on Relativity (1163
CD’s & Cassettes

ROOLATIVITY




The Nighthawk

The Brightest
Gibson
Ever Played!

The Lightest
Gibson Ever Made!

Only a Gibson 1s Good Enough.

After years of extensive research and development, Gibson introduces the Nighthawk. .
With exclusive Nighthawk pickups and the flip of a swatch, only the Nighthawk l

B [ —

delivers 10 killer sounds - from red hot rock to slowhand blues to
chicken-pickin' country! And with its thin, conioured body,

the Nighthawk is the lightest Gibson salid-body made.

Catch a Nighthawk at your Gibson dealer today

and receive a FREE Gibson poster!
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High Octane. No Knocks.

Only N/DYM?® Series III microphones deliver ultrawide, smooth frequency response, high output
and great feedback rejection —along with the lowest overall handling noise going.

Critics say, “EV N/DYM Series 11 scores tops in handling, hum and pop sensitivity. They are much
better than the rest...”* N/DYM mics have also received #ix Magazine's TEC Award

for excellence in transducer design.

So get to your EV dealer and compare N/DYM to any other mic. N/DYM Series III

will turbocharge your performance!

Electro-Voice, Inc. a MARK IV company 600 Cecil St. Buchanan, MI 49107 616/695-6831 800/234-6831 In Canada: 613/382-2141
“Reprinted with the permission of Live Sound! and Touring Technology magazine.
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PAUL WESTERBERG

AUL WESTERBERG WENT
P straight from Next Big
Thing to Beloved Living

Legend without making the usual stop at Real-

ly Successful Rock Star. Yet on his first tour
since the breakup of the Replacements—a
series of summer club dates preceding theater
shows in the fall—he confirmed his place on
the top floor of the tower of song. After nearly
two hours of rampaging rock ’n’ roll at New
York’s Irving Plaza, Westerberg pulled out his
acoustic guitar and sang “Sadly Beautiful” and
“Here Comes a Regular,” songs so powerful
that whether your idea of the king of that par-
ticular hill is Hank Williams in ’52 or Dylan in
’65 or Neil Young in °73, your heart would tell
you that in 1993 Paul Westerberg is at the top.
Westerberg dared comparisons to his old
band by sticking with the Replacements’ for-
mat—bass, drums and two guitars. His new
team (Neighborhoods guitarist David Mine-
han, Raindogs bassist Darren Hill and drum-
mer Josh Freese) set the Mats’ legend on fire
and held it alofz. The advantage the new guys
had was probably less musical than psychologi-
cal—the Replacements were so emotionally
entwined that if one of them started screwing
up during a shaw, they all went over like a row
of dominoes. They could be great or mediocre,
so at the first indication of mediocrity they’d
dive straight for the third option: deliberately
horrible. Unfortunately there were too many

shows where one member would pull the “hor-
rible” cord while the other three were still
shooting for great. At Irving Plaza there were
several moments when thirgs went wrong and
Westerberg got that "Let’s parachute!” look in
his eyes, but each time the new band kept rock-
ing like bastards, laughing it off, and before long
Paul would find a piace to climb back up and
continue. Which is a great thing be-
cause Paul Westerberg sailng through
“Left of the Dial,” “Mannequin
Shop,” *Achin’ to Be,” “Things,”
“Can't Hardly Wait.” *If Only You
Were Lonely,” “First Glimmer,” “An-
swering Machine,” “Dyslexic Heart,”
“Merry Go Round™ and “Alex
Chilton” is as sansfying as rock "n’ roll
gets. In the audience sinelly, sweat-
soaked strangers jumped up and
hugged eachi other.

What at first seemed to be West-
erberg’s worst song choice turned
out to be the best: When the band
kicked into “I’ll Be You,” it felt as if
that one song should have been left
to the Replace- [rant’d on page 25)

PETER WOLF

'OU GO CRAZY, AND
Y I’ll go twice as crazy, you
go three times as crazy,

I'll go four times as crazy, you go five times as

crazy, I’llgosixtimesascrazy, yougoseven-
trmesascrazy[’llgocighttimesahhhhh!!1t”
Whether that’s a promise or a threat ts debat-
able, but at the recently reopened Lupo’s
Heartbreak Hotel in Providence, Peter
Wolf —ex-]. Geils frontman and guy you'd
most want to MC your bachelor party—cer

tainly lived up to it. During a manic two-and-
a-halt-hour, four-encore show, the singer
combined commotion, commitment and
groove to reinvigorate a slew of rock’s hoari-
est performance clichés. It was great.

Wolf had been in the studio working on his
fourth post-Geils record, and booked a hand
iul of mid-August club dares around New
England to get a change of scenery. After a
decade away from the stage, there were legit
questions as to whether or not the singer
could achieve, or would even want to achieve,
the brand of patented [cont’d on page 25)

PHOTOGRAPIS BY (TOP)
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From the USA to Iceland,
to Bulgaria, to Thailand-musicians
around the world ask for GHS by name.

Made with exceptional craftsmanship,
GHS strings are universally recognized
for their quality and dependability.

At GHS, music is our only business. So if quality
sound is your world, choose the world standard.

Make your choice the sound choice, GHS.

y/IS sitings

GHS Corporation, 2813 Wilber Ave., Battle Creek, Michigan 49015, USA




VERVE: INTO

THE MYSTIC

IPSTERS WEARING BELL BOTTOMS AND CENTEK-PART HAIR ARE SWAYING
ecstatically to Verve’s electric trance music while snake-hipped, pouty-lipped singer
Richard Ashcroft writhes under the colored lights on the stage of Hollywood’s
Whiskey-A-Go-Go. Welcome to the *90s?

In any event, England’s latest darlings are living up to the hype of this sold-out event,

along with the critical accolades surrounding their mellifluous American LP debut, A
Storm in Heaven. From the dreamy, feedback-tinged “Star Sail” to the airy, hy pnotic
“Slide Away,” Verve’s live show underscores that album’s gently psychedelic cacopho-

ny, the aural equivalent of sleepwalking. Guitarist Nick McCabe alzernates between
’ spacy well-placed notes and chordal washes of sound. Bassist Simon Jones and drum-
l mer Pete Salisbury provide the steady backdrop for Asheroft’s otherw orldly stage pres-

"[BY KATHERINE TURMAN

ence, as his ecstatic ardor all but turns his audi-
ence into Peeping Toms. Not to mention
Ashcroft himself.

“When it was all going on, | was in a corner of
the room, looking down and sort of laughing at
myself,” he explains the next day, sitting cross-
legged on a couch in the Virgin Records artist
lounge. “It’s such a surreal setting you can’t help
but get a kick out of being involved with it. It’s
like being involved in this ridiculous movie.”

Mystically couched phrases permeate Ash-
croft’s conversation as well as his music, a sensi-
bility some might find precious but which
seems to spring from a genuinely spiritual point
of view. The death of his father when Ashcroft
was |1 prompted what he calls a “live life to the
fullest” epiphany, while his stepfather is a Rosi-
crucian—“an adherent of a 17th- and 18th-cen-
tury movement devoted to esoteric wisdom
with emphasis on psychic and spiritual enlight

“At the end of one gig |
[freaked out and started

rolling on the floor.”

enment,” according to Webster’s. Ashcroft’s
worldview includes ofthand references to astral
travel and seeing auras. “I’ve done all those
things,” he says. “You’ve got to concentrate but
not be aware of any of your preconditioning,
not listen to what your mind says.

“I’ve been daydreaming since I was 12 or 13
about music, and I treat daydreams as important
as visualizations, which is an important part of
meditation. If you want something, you visualize
it, see it, smell it, touch it, walk around it. Before
Verve, I played with Nick, and at the end of one
gig, for some reason, I just completely freaked
out and started rolling on the floor. All these kids
were staring at me, going, “Whata wanker—what
the fuck is he doing?’ But I couldn™ helpit.”

And a star was born, albeit one from the un-
likely incubatory of Wigan, a smallish burg in
the vicinity of more famous musical hotbeds
Manchester and Liverpool. “It’s not that small,
but it’s small in terms of having any social night-
life or gathering,” Ashcroft explains. “It’s great
if you wear patent leather shoes and drink 19
pints of lager; you’ll have the time of your life.”

The members of Verve eschew the shoes, but
do indulge in social drinking and the benefits of
other non-prescription drugs, which seem to
have some bearing on the group’s swirling, hyp-
notic sound. “We are really [conr’d on page 24]
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LIVING LEGENDSTS

BENNY CARTER’S
EIGHT DECADES

OME FACTS ABOUT BENNY CARTER:

He was leading a band before Louis Armstrong recorded with King Oliver.

A group he led in the *40s included Max Roach, Miles Davis, ].J. Johnson and At
Pepper.

He won a Grammy «fter he won a NARAS Lifetime Achievement Award.

He has anew CD, aptly titled Legends (on MusicMasiers), on which he plays dto sax
to Hank Jones’ piano. The bassist, Christian McBride, is in his early 20s. On trumpet is

Doc Cheatham, Carter’s first great influence. He is two years older than Benny, who

was born in 1907.

If you didn’t know that, you would think he was in his 60s. Slim, erect, gracious, dig
nified, Carter carries an air of uncrackable if friendly reserve, one that doesn’t quize jibe
with what Miles wrote in his autobiography about Carter and Billy Eckstine: “B was
tough. So was Benny Carter. They would bath drop anybedy they thought was disre

specting them in a minute.”

|

He lives just off of Mulholland Drive in Los
Angeles. His Rolls Royce s parked in his car
port. He has often been called the man who
opened up movie and TV studio work to black
musicians, but he rejects the idea that race was an
impediment: “I don’t deal with that. It’s been dif-
ficult for many white musicians more talented
than I was. [t's just a matter of luck. There were
other black musicians—Phil Moore, Calvin
Jackson, Will Vodery. To me, it's irrelevant.”

Carter has a large, spacious study in the rear
of his house. The walls are adorned with concert
posters and photographs, which include pic-
tures of Carter with three U.S. presidents.
There’s an assortment of handsome leather bags
and briefcases, which Carter loves to collect,
and a number of tape recorders and micro-
phones, which, surprisingly, he isn’t sure how to
operate. There is a Bible. Wall shelves are lined
with records. One of them may or may not be

Tooting a horn

for a jazz legend

the 1952 recording of Funky Blues, when Nor-
man Granz got Carter, Johnny Hodges and
Charlie Parker in the studio at the same time to
set down what amounts to a brief history of jazz
alto saxophone. “I think I have it in my library,”
Carter says. “I'm going to pull it out and listen
to itone of these days. [ must do that.”

Perhaps Carter considers it unseemly to
appear prideful of his life and its accomplish-
ments. Besides, the critics do it so well for him.
To Gary Giddins, Carter ranks with Parker,
Hodges and Sidney Bechet for “claiming the
saxophone as a key instrument in contemporary
music.” For KPFK jazz host John Brekow,
Carter is merely “the greatest living jazz musi-
cian. The breadth of his talent is amazing.”

Which is flattering, except that “jazz” is nota
word Carter likes: “There are too many differ-
ent kinds of music they call jazz. When you lis-
ten to Louis Armstrong or you listen to Dizzy
Gillespie, you're listening to two different
things. Wonderful and good as the music is
today, why call it jazz? Does it sound good,
does it move you, does it say something to you?
Call it what you like.”

[t was a jazz ensemble Carter was leading
when he came to Hollywood in 1942. “I came
here to play the Swing Club, on Las Palmas and
Hollywood Boulevard. It was run by Billy Berg
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[later, Berg would operate the club where Park-
er and Gillespie first played in California). I
brought a big band out. I was invited to do
something on Stormy Weather [Lena Horne’s
film debut). I never made any money off the big
band, and the musicians that were with me
never made any money, but they were content
to work for what I could pay them, which was
certainly much less than they were worth.”

In his career, Carter has scored 40 films and
performed on more than 100. Another 100 ses-
sions were recorded and released on which
Carter was the bandleader. He’s among the very

exclusive group of musicians who have record-
ed in each of the last eight decades.

Carter’s views on current pop trends are unpre-
dictable. He has kind words for traditionalist big
bands like Doc Severinson’s and Harry Connick
Jr’s, while also praising Miles Davis for incorpo-
rating rap into his last recordings. “You'll have to
admit that the beat is very infectious,” he says of
rap. “I think that if the beat were used in jazz, or
so-called jazz—the music we play—I think the
music would be found much more accessible.”

He is always on the lookout for what is new,
and was on the panel that voted young tenor whiz

Wlnncr of

nine Boston
Music Awards
and a triple
threat guitarist-
composer-
vocalist, Patty
Larkin skillfully
conveys the
intimacy, insight,
emotion, and

wit of her live
shows on her
latest High
Street release.
Featuring Paty Larkin
(acoustic, electric &
slide guitars, mandolin

vocals), With: Mary
Chapin Carpenter

The Story, Michael
Manring, Glen Velez
Bashiri Johnson, and
others. Produced by
Ben Wisch and

John Leventhal

0 1793 High Street Records
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Joshua Redman the winner in the Thelonious
Monk Jazz Institute competition, thus launching
Redman’s career. Still, he says, “I'm impressed
with the fact that no great strides have been
made since Charlie Parker. He was an original.”

What is Carter doing now? A prolific com-
poser, whose “When Lights Are Low” is proba-
bly his best-known piece, he also wrote the love-
ly “Blues in My Heart” and “People Time,”
which was on the last album Stan Getz released.
“I’m attempting to be selective, and in so doing,
I'm giving myself more time to write,” he says.
“I’'m kind of loath to have professional writers
write with me, because [ can’t guarantee a per-
formance. I don’t mind spending my own time,
and in the process, I'm learning a lot about lyric
writing. [ don’t know if I can write for ‘today’—
quote, unquote—but I hope that what 'm writ-
ing today might come back into vogue.”

Is there anything he hasn’t done that he’d still
like to do?

“I've never been 86 years old,” Carter points
out, a few weeks shy of the mark. “That’s some-
thing I want to do. And we’ll take it from
there.” M

REQUIRED REEDING

ENNY CARTER plays a Selmer Mark VI alto
saxophone and K-modified Selmer and
Dentzen trumpets, the latter horns with a
mouthpiece gifted by Doc Cheatham in
1932: “It’s the only mouthpiece I've ever
played on.” He uses an Arnold Bilhart mouth-
piece for the alto sax. “And P've never needed a
microphone, because | play so hard.”

VERVE

[cont’d from page 21] serious about the band,
but we’re also relaxed. We don’t have set prac-

tice times, we just get together and jam and try
to mold a song out of it. The actual construc-
tion of the songs is really natural. It rolls.”

It’s an approach that’s met with success since
Verve released their initial EPs in England in
1992. (Melody Maker has since written about the
band so much it might as well be their official
house organ.) Before their record deal, however,
Verve’s members spent several years on the dole.
“I got my flat repossessed about five months
ago,” Ashcroft recalls. “I owe the landlord about
3000 pounds and my phone was turned off
before that. I'm terrible with finances.”

Now a mature 21, and in the throes of fan
rapture, he can still cast a sober look at the
future. “What the hell do you do when itall
ends?” he ruminates. “We’ve got another 10




-

years only, probably. Once a song hasn’t gone a
bit further than the last, once we’ve hit a plateau
and can’t go any further up the mountain...”

He manages a wry grin. “That’s when we’ll

sledge back down into obscurity.” M

DREAM WEAVERS

ICK MCCABE plays a Gibson 335 and a
Fender Strat with Jim Dunlop picks.
SIMON JONES plays Fender Jazz basses
with Fender medium picks. Both use
Ernie Ball strings. Amps include an
Ampeg SVT 11 bass head and an 8x10 bass
cabinet, a MESA/Boogie MR3 and Marshall
4x12 JCM 800, with a Yamaha SPX90 delay.
Effects include a Quadraverb, a Roland GP-8
with FC100 foot control, Boss Super Overdrive,
Ibanez flanger, DOD programmable distortion
and a Ruschweller vocal pedal. Drummer PETE
SALISBURY plays a Premier kit with Remo
Ambassador coated heads and a Ludwig 612"
free-floating snare, with Sabian cymbals.

[cont’d from page 19) frenzy that has been his
stock in trade since blasting out of the Boston

blues scene in the early °70s. With a tight,
emphatic backup band of juke-joint journey-
men, the uncertainty was squashed almost
immediately. Wolf has only one speed, full-on,

All the classic rock staples of the Geils Band
flew by, hyphenated by a few tunes from Wolf's
solo records. As the set played out, it became
easy to see why the solo albums stiffed. Not a
great singer, only an adequate writer, it’s in the
realm of performance that Wolf thrives. You
need to see him to dig his truest talents, and at
Lupo’s, display was the operative word.

That kind of entertainment principle is some-
what at odds with the current post-punk aes-
thetic of performance. Cobain and company
may wreak impressive havoc with their smart-
assed wallop, but there’s a fair amount of implicit
shrugging onstage at a Nirvana gig, a Dino Jr on-
slaught or a Royal Trux “concert.” Slacker rock
doesn’t go out of its way to woo an audience.
Even older guys like Los Lobos just do their
thing (quite wonderfully) and leave it at that.

So Wolf’s “c’mon everybody” attitude had a
bit of an anachronistic feel. Factor in the notion
that the Geils material is literally dated, the beer-
soaked audience had a Beavis and Butthead
vibe, and the general boyness of the evening’s
fare, and you have an ever more stunning
victory for Wolf. Sheer power of personality got
him out of more than a few shticky situations.

_7

Like David Johansen, Wolf can straddle the
thin line between show-biz fanfare and gen-
uine rock 'n’ rall frolic without forfeiting any
credibility. “I want me a suit/An El Dorado
car/I've already had me a Hollywood star,” he
bellowed. All the stock moves were there. All
seemed pretty damn vital. Crazy.

JIM MACNIE

WESTERBERG

[cont’d from page 19] ments. It was the closest
they ever came to a hit single and the song’s sen-

timent (“A dream too tired to come true left a

rebel without a clue...If #t’s just a game then
let’s hold hands just the same”) spoke for the
special eircumstance of those four friends unit-
ed against the world. Yet when Minehan and
Hill moved forward and howled the words
along with Westerberg, “I’ll Be You” became
an anthem not just for the Replacements, but
for the Neighborhoods, the Raindogs and
every other great band that did not get the suc-
cess they deserved. And for every other person
in that overcrowded bar who had not given up
on youthful dreams. And for those too far gone

to ever get back. BILL FLANAGAN

Soinning Around the Sun
—Mirabella

Produced by Emory Gordy, |r.
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THE POLITICS OF
“MTV UNPLUGGED”

ECENTLY MTV INTERVIEWED NEIL YOUNG ABOUT HIS DECISION TO
follow Eric Clapton, Rod Stewart, Paul McCartney and other '60s legends into the
world of “MTV Unplugged"—a TV show/album relcase double whammy that has

become the blood transfusion of choice for rock 'n roll graybeards. “Hey, you
know,” Young smiled, “it’s 2 huge haywagon going by—either get on and check out
what’s happening up there or...watch it go by.”

Since its humble start on October 31, 1989, “MTV Unplugged” has grown from
an occasionally tasty Halloween treat into the Beast that Devoured the Music
Industry. “In the beginning we’d book pretty much anyone who said yes,” recalls
the show’s producer, Alex Coletti. “I felt it was quite a coup to get Difford &
Tilbrook for that first show, because I'm a big Squeeze fan and we werc a little
scared of being perceived as a folk show.” At that point “Unplugged” was hosted by
Jules Shear and featured two or three different acts—“singer/songwriters sitting
around jamming,” in the words of Colett.

BY KEVIN ZIMMERMAN

Pairings such as the Indigo Girls/Michelle
Shocked and Sinéad O’Connor/the Church fol-
lowed, leading to the show’s first-ever solo act,
Don Henley, on April 18, 1991. “At the begin-
ning,” says John Cannelli, the network’s senior
VP of music and talent, who helps book the
show, “we had to do a lot of convincing to get
people involved. Once we got people like Don
Henley, it started being looked upon as a good
thing and as a fun thing.” Henley’s appearance
led to bigger and bigger acts: Sting, Elton John,
Paul McCartney.

According to McCartney publicist Geoff
Baker, “Paul liked the idea of getting away from
the stadium and in a situation where you can sce
the people in the back. Paul was into doing it but
wanted todo it really properly, really unplugged.”

The show was filmed in North London in
January 91, Baker says, recalling that the next
step marked a significant evolution in “Un-

Who gets on and what
do they give up?

plugged”: “Paul asked somebody on the

could listen to on the ride home. He thought

Vs
g E “-.-. production team if they had a cassette he
=

it was great. Macca also realized that every
bright spark under the sun would be taping the
thing and bootlegging it, so he just thought,
“Well, we'll do our own bootlegging.””

The resulting Unplugged—The Official Boot-
leg, pressed as a limited cdition of 500,000 copics,
sold out quickly. “I'm sure there are quite a few
people at Capitol who wish we'd done a few
more, especially in light of what’s happened with
Eric and Rod Stewart,” Baker laughs.

What happened with Eric Clapton is already
the stuff of legend. “Neither Eric nor I were
keen on doing it at first,” says Clapton’s manag-
er Roger Forrester. “It just didn’t appeal to us.”

After watching some of the other shows,
however, Forrester began to come around to
MTV’s thinking. “I sent tapes and tapes to Eric
of other people doing it, and he wouldn’t watch
them.” Uninterested in either the show or an ac-
companying album at the start, Ciapton has
now sold 6 million copies of Unplugged and
won six Grammy awards.

“We actually put off release of the album
three times” until Clapton finally agreed,
according to Forrester. “Eric was convinced it

would never sell.”
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ALEXANDER JOY CARTWRIGHT, IR,

“Father of Modern ‘Baseball

o Set bases 90 feet apart

o Established 9 innings as game and 9 players as team

® Organized the Knickerbocker Baseball Club of N.%Y. in 1845

A
2 cups applesauce (made with tart spring apples, 4 or 5 required)
1 1/2 cups light browm sugar
1 tablespoon butter, melted
1 teaspoon lemon juice

1/2 teaspoon nutmeg . o o Carried baseball to the ‘Pacific coast and Hawaii in pioneer days
"Peel and slice apples. 'Wash sfices and put in a saucepan over moderute fieat. Add about 1 1/2 cups GAME
_ﬁn'mm sugar, more or fess to suite w0 C‘"'k“"“[a’? ples ﬁau_' B m‘_”" ﬂ'{'{ ﬁy hiers femon' On June 19, 1846, the first match game of baseball was played on the Elysian Fields between the
Juice, and nutmeg and blend el ’“f' " Mlltd'dktd pie ’”‘f”' Cover with pastry, thinly m[_[nf. ?".tk Knickerbockers and the New Yorks. 1t is generally conceded that until this time, the game of baseball
with fork and press edges together with fork tines. ‘Place in 350-degree oven and cook until crust is was not seriously regarded.
golden brown.
l
In the world of sound reinforcement, there is available and minimizes distortion
nothing more American than the XR 680C from in the power amp. Massive heat
Peavey—not even mom and apple pie. Since its sinks facilitate efficient convection -
introduction in 1976, this versatile mixer/amplifier cooling. Tape inputs and outputs
, has become an American icon in the eyes of afford the user recording an
countless music makers. Combining the advantages playback capabilities. All this and
of both state-of-the-art mixer and reliable amplifier, more—packaged in a durable,
the XR 680C saves the user valuable time, space, and  3/4-inch plywood cabinet reinforced
money. Now what could be more patriotic than that?  with Tolex® covering and metal
And what about features? In a word: corners to withstand the most
unbeatable. Peavey’s exclusive patented DDT" demanding conditions.
, (Distortion Detection Technique) compression circuit Sorry, mom. —= /
effectively increases the apparent headroom \I

FEATURES: * 300 watt RMS amplifier * DDT compression * 8-channel mixing system ¢ 9-band graphic
equalizer ® Phantom power (all channels) © Built in reverb * Pre monitor send ® Complete patch panel
* Tape output and tape input (RCA phono jacks) ® Auxiliary Input ¢ Available in flite case version
CHANNEL FEATURES: * High Z input ¢ Low Z balanced input ¢ Active 3-band EQ

* Tolex is a registered trademark of Diversitech General 9-band Graphic EQ
Peavey Electronics Corporation * 711 A Street » P.O. Box 2898 » Meridian, MS 39302-2898 * (601)483-5365 ¢ Telex: 504115
Fax: (601)486-1278 « ©1993
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TO RECEIVE A PEAVEY “WORLD CHAMPION™ LEATHER BASEBALL BY SPINNEYBECK, send $15.50.to Peavey. Electronics Corporation. Axcess Shop, Drawer X. 711 A Street, Meridian, MS 39302




TRADITIONALISTS
fine, if [ don’t drag everybody down.’ I've never
gotten any money for playing in all the years

W O O D Y A L L E N I've played. Istrictly play for fun.”
’ But Allen takes his fun seriously. He still

sticks by an old statement that the first time he
M A saw Sidney Bechet perform was the most satis-
U S I C I N fying artistic experience of his life (this from a
playwright, actor, author and Academy Award-
winning film director). As a 15-year-old kid he
hired jazzman Gene Sedric to come out to his
home in Brooklyn and give him clarinet lessons.
Davis and Allen are the only two musicians
who play on every track of The Bunk Project
(they are abetted by studio ringers such as Greg
Cohen), and if the recording sounds home-
made, there is an innocence to Allen’s playing
on old chestnuts such as “Weary Blues” that
evokes a time when jazz and simplicity were not
contradictory terms.
“My favorite kind of jazz is traditional New

On movie music

and trad jazz

Orleans music,” Allen says. “And from a popu-
lar music point of view I really go up to the *50s:
Cole Porter, Gershwin, Kern and all those peo-
ple. I'm not much on contemporary popular
music, I’ve never been interested in it, but T have
heard and loved alot of modern jazz. 1 loved
Coltrane, Monk, Dizzy, Charlic Parker, the
Modern Jazz Quartet. I love them all, I think
they’re beautiful —but my main love is New
Orleans music.”

The scores of Allen’s films have introduced
new generations to the music he loves. Gersh-
'M NOT SAYING THIS IN ANY FALSE MODEST WAY,” WOODY ALLEN AN win songs suggested sophistication and élan in
nounces within moments of entering his Manhattan office. “1 don’t consider myself even |  Manbhattan, New Orleans rags (played partly

a passable musician. [ think I'm quite terrible and if I was not well known in another field | by Allen himself) brought pure joy to Sleeper,
I don’t think anyone would want to play with me, particularly.” and the Prokofiev score trudging along under

All of which might be true, but after 25 years of playing New Orleans jazz clarinet | Love & Death (a last-minute substitute after a
every Monday night at Michael’s Pub in New York, Allen has built a reputationasajazz | Stravinsky soundtrack killed all the jokes)
lover of the first order. Were his own standards not so high, Allen might even admit that added to Allen’s deadpan comic sutfering. Allen

he is as good a player as many who have no qualms about calling themselves pros. Allen | the director has strict rules about what a movie
has agreed 10 talk about his hobby in order to promote The Bunk Project, an album | score should and should not do: “It should sup-
assembled and recorded by Allen’s bandmate at Michael’s, banjo player Eddie Davis. port the picture as opposed to jump out and be

“We did a couple of sessions at the Harkness House in town here,” Allen explains. | something on its own. That’s why I have never

“[Davis] brought in his recorder and recorded them. And then months later, without any | used Sidney Bechet or George Lewis or Johnny
doctoring of it or anything, he said, ‘Do you want to put this out? I said, ‘If you wantto | Dodds or the people that [ really feel so deeply
putitout, putitout. But don’t put it out as my band or anything. If 'mon it asamusician, | about behind scenes. It always distracts me and

B D000 60000000 L HDODO0AEE000000 000000000000 000000COSB00000000OBBBRO00IBD 000000 000AAA00 00 [ feel it will distract the audience. You want a

ertain kind of music behind there that’
BY BILL FLANAGAN | oo el D
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G ain. Get more than what you pay for.

With a ProForce microphone, you get Sennheiser’s
award-winning sonic superiority, and gain that
reaches incredible levels before feedback. Plus,
a unique combination of new high tech materials
that ensures rock-solid durability.

Laser-age manufacturing techniques keep the cost
of ProForce mics low. But their sound and ruggedness

are uncompromised Sennheiser. Grab a ProForce

mic... and gain complete control of your performance.
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BY MATT RESNICOEFTF

Ernest and Ralph have a task, and his name is Jeffrey. As he’s handed his pep-
permint tea this gray London morning, Jeffrey jokes with Ralph about gold
watches, some warm gibe about how being 21 years along in their relation-

ship makes it seem fairly pointless to switch now. “Twenty-one

years—and 23 with Ernie,” Jeffrey Beck smiles. “Whether it’s good, ¢ -




I don’t know. I suppose it’s good.” This hardly seems like an exchange between a major

star and his manager. “It’s gotten to be too much of a business, that’s the trouble,” Ralph

shrugs. “Itis,” Beck says immediately. “It’s like wrapping french fries.”

There are no platinum record awards adorning this flat. There is nothing to distinguish
it as Beck’s office of 20 years except the tousled presence of Beck himself, a welcome
sight, straight from the garage. Ralph Baker quietly administers Jeffrey’s business from

an unassuming desk here in the central city; several miles north, jovial Ernest Chapman
8 o J p




serves as the civilized world’s only other direct line to the guitarist. All
others seeking an audience or a guitar solo for their record can only
hope to raise him from his basement. To summon Jeffrey one must
chase and harangue, sell him wholly and completely. It probably takes
all the strength of two managers just to drag him to an airport.

That much hasn’t ever changed for this most agreeably contrary
icon, the archetype dabbler whose every effort and experiment—from
the Yardbirds to commercial rock/jazz (!) to a note-for-note tribute to
Gene Vincent and the Blue Caps guitarist Cliff Gallup called Crazy
Legs with the Big Town Playboys (“showing kids today what triplets
are about, and they weren't Eddie Van Halen”) to the spare TV sound-
track Frankie’s House with keyboardist Jed Leiber—suggests utter
boredom with the rock form. At his best Jeff Beck sounds impulsive
and appears transcendent; at his worst he simply goes unchallenged.
Like the demands of industry, his music has to harass him, burrow its
way into his brain as recurrent motifs just to get his attention. One can
only imagine what gets thrown out.

Beck has in every sense survived a crippling business—he says he
still grieves friends like Hendrix and the Who'’s Keith Moon—but
remains unsentimental. Rock 'n’ roll for him seems to have paused in
the late ’50s, scuffled and dropped dead somewhere in the *80s: “It up-
sets me to hear the mechanical fakery on the radio and see that things
have deteriorated to that level,” he says; his not-so-effortless
attempts to push past the blues align him more
with a *70s association like “McLaughlin/Beck/
Di Meola” than the neophyte public’s *60s

“‘IDON'T EXP

trinity “Clapton/Beck/Page.” And quite
unlike many of his rock colleagues, Beck sur-
rounds himself with very considerate people,
which only stresses the distance he keeps
between music and career concerns. :
The historical patterns make sense even in
1993. Beck is friendly, frank and clever, repulsed
by stories of rock-industry venom, perplexed
by the high American demand for caffeine.
His contentment discredits the myth
that preferring to stay home is a symp-
tom of eccentricity. On an earlier oc-
casion he professed a fascination
with the choir Le Mystere des Voix
Bulgares, so I gave him my ad-
vance copy of their latest record.

MUSICIAN: How did you first
bear the Bulgarian women’s
choir?

BECK: I think Tony Hymas
gave me a tape. | thought 1
was going to hear some out-
rageous sax—he’s into this
wild, avant-garde jazz—
and to my amazement
these cascading, bril-
liant swirling voices
came across, and [ was

42 OCTOBER 1993
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very, very deeply moved. It took me five
minutes to rewind the tape. I was just
completely wiped by the harmony, the
colors, the voice control, the volume
control; it’s like on a board, like sliding
up these different sections of 50 voices—
I don’t know how many voices there are,
but they sound like 50. [laxghs] And 1
heard sort of semi-Beach Boys barber-
shop disappearing into blues, all in one

BECK AS YARD-
BIRD, 1966

chord. More than the average ear can
take, I suspect. I got to figuring out one
chord sequence, took me about half a
day, and before I got to the end, I'd already got my song, you know?

[ wanted to do a note-for-note guitar version of one of their songs. I
thought, “First I have to work out a basic chord structure for the
singing.” I got to five, six chords, and I didn’t need to go any further. It
made the cycle complete for a Western-style song. Whereasif I continued
I’d be going down and down, or up and around, going to something that
didn’t have a repeat pattern, which [ wanted. T had enough by scooping
half a handful rather than going for the whole bagful, and that’s great,
because now I've got impetus to carry on.

MUSICIAN: Are you recording it?

BECK: I'm right in the middle of writing it. I also got a line on some

Puccini. There’s this woman—I can’t even remember her bloody
name—who's incredible, she sang in ’57 on a Puccini opera, and 1

can hear, that is my guitar, you know? All the quavering, the

vibrato with the speed-up towards the end of the note, the

dive down, it was just whammy-bar supreme. I won’t actu-

ally do Pucciniif I could get inspired to do something along
the lines of that, but if I can’t I’ll do Puccini.

MUSICIAN: When we talked about Guitar Shop, you said

that as soon as things started to happen—uwhen you were

setting up and jamming—that’s when you wanted

tape to roll. Which is why I thought it surprising

when you first told me you were learning

Cliff’s solos; as if it were an attempt to

N, reclaim some of the fire that made you

begin playing.

"\ BECK: Oh, that’s right. | knew I had a

backlog of solos I'd learned that

were not fun to play because they

would have been wedged into

new songs they didn’t fit. And

also, it wasn’t me—I discovered

me at that time, around the 20,

23 mark. [ fortunately had

enough behind me then to

make up some nonsense in

the studio that impressed

people, but didn’t know

enough to say, “I want the song to

go like this or that”—I just knew my job

AS CLIFF GALLUP, 1993
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was to come up with something surprising, and which lent something
to the record that wouldn’t be there with a normal guitar player.
MUSICIAN: Gallup’s reputation is unique, eh? He’d leave a group in the
middle of a tour because of the discomforts of travel...

BECK: Yeah, it must have been so much worse for him touring only in the
States, which meant long distances many times a week. And I suppose
once you got into that kind of music business in the *50s, you were on
long trips from the first minute you had a hit record. But we were tour-
ing England, which is a lot easier *cause you jump in a van and you’re
back in your own bed, you know? But out there
you could be gone, God knows, months on end.
And if you’re a home-lover, that’s not a good thing.
MUSICIAN: [ can’t imagine being nauseous and
baving to get up on a stage and be great.

BECK: Yeah, we’re superhuman, you krow that?
[laughs]

MUSICIAN: Well, it certainly takes the humanity
out of being an artist.

BECK: I suppose back in the *40s, you opened the box,
got the band out and they all had to be shiny-new and
happening, playing inspired solos. There are inbuilt
energies released when you start on a professional
scale, and when that wears down, you’re left with
yourself and start feeling more vulnerable to the ill-
ness or tiredness, and you’ve got to put on an act
rather than do what we did in the early days, which -

was, “Get me on that stage, |
wanna kill!” And then, as you
say, it becomes like a box of
chocolates: You’re unwrapped
and got out for display, you've
gotta look and sound good.
Terrible. You can keep that.
(Langhs]

MUSICIAN: During the ses-
sions you admitted you were
getting into the mindset of
when you were still untried as
aplayer. I don’t mean to im-
ply you're bored, but making
music does mean different
things at different times in
your life. Because you vault-

AS METAL PROTOICON,

ed to great success, you might
now have financial or emotional obligations that aren’t as rewarding.
BECK: Yeah. I start to panic when I hear the radio, just...despair. So
when you get a close friend raving about a band like the Big Town
Playboys, you go see ’em quick. That took me out of a hole. And this
friend, he’s very pushy. “Why don’t you play with them?” I did when
everybody’d gone; I'd had too much to drink and it was a disaster. We
organized a rehearsal and that didn’t happen as well, because I had
long forgotten how to play proper controlled music, you know? The
less volume I had, the better it sounded. [laughs] To the point where I
might as well have shut the amp off. And I had ta guickly flip back
millions of pages in my head and go, “Can I still play like Cliff Gallup

HAND-TINTS BY BILL KOBASZ M u =] ]

AS UNPLUGGED PIONEER, MID-'60s

WITH TIM BOGERT, 1973

or Scotty Moore?” And when I started playing like Paul Burlison and
went into the original “The Train Kept A-Rollin’,” they were right
behind me, the bass player goin’ [mimes upright walking line], and
there was an album sitting on our doorstep. I realized with those qual-
ity players you can have fun acoustically with one electric guitar and
yet it still sounds like the whole place is blowing apart.

MUSICIAN: Cliff used two fingerpicks and his thumb, didn’t be? So
how do you...

BECK: [ used fingerpicks—one on my thumb, one on my first finger and
one on the second, but he used a
straight pick between the thumb
and first finger and used finger-
picks on the ring and middle fin-
gers. So in other words, his
thumb and first finger were
taken up with use of a flatpick,
and I tried that and there’s 7o
way I could play like that.
MUSICIAN: Because you weren’t
accustomed to playing with a
pick after the last few years of
playing with only fingers?
BECK: That, coupled with these
two other picks hanging out in
the breeze, you know? [laughs]
But I was still using the same

OP-BUYTING PUBLIC, ANDIDON'T WANTIT.”

action with the first two fingers and the thumb—
with the thumbpick clipped on independently from
the others. It was a pretty easy transition, although it
was a nightmare for the first couple of weeks, because
the picks were much more articulate than the flesh of
the fingers. There would be a lot of clanking when
you hit the pickups and stuff; I had to reposition, and
play in between the bridge pickup and the neck pick-
up. But I gotit pretty good.

And the so#nd was automatically 90 percent more
like Gallup because of the picks. I couldn’t figure
out why I wasn’t sounding like him, and I thought,
“Well, if you don’t mechanically have the basic tech-
nical requirements, which are the metal picks or
some form of a hard pick, you won’t get that amaz-
ingly sharp clarity that he has.” And the instant
picked up the picks the sound was there, and it gave
me a lot more inspiration to carry on with that style
because the sound was so accurate.

MUSICIAN: So you used metal picks?

BECK: I've got two metal and a plastic one on the thumb. The metal
one on the thumb was too hard, you know.

MUSICIAN: [t must have been more difficult not just because of the
attack, but because you're not really feeling the string, so you're not as
close to the source.

BECK: Exactly! You have to play that much further away because the
picks protrude further than your finger would, so you’re constantly
adjusting and finding the right angle for them to hit the string.
[laughs] It'd be like playing with a pair of gloves on.
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MUSICIAN: Gallup used his pinky on the whammy bar; are yo...
BECK: Yeah, the same thing. In fact, you have to adopt a right-hand
attitude; when you find yourself playing really fluently, you look in
the mirror or at a reflection in the glass and your hand automatically
looks exactly like Gallup’s! [laughs] From the few pictures I've seen,
they’re spread like a bunch of bananas over the strings.

MUSICIAN: Do you dread people yelling “Freeway Jam” while you're...
BECK: Yeah. [laughs] Let’s hope we can play “Freeway Jam,” but [
don’t know whether that would work with this arrangement.
MUSICIAN: It could, as a shuffle.

BECK: | know damn well if we toured, say, in three months, they’re not
going to be household
numbers, so if you stick in

a number like “Freeway
Jam” there will be some re-
action, I hope, but we
don’t want this hiccup in
the middle of our set.
We're still finding our feet
with it. It doesn’t feel as
though we’re radiating the
energy we’re putting in:
We looked around and our «
respective girlfriends were &«
talking amongst them- E
selves. [laughs] 1 went, <
“Uh-oh. If this is not 3
gonna go any further than 2
the edge of this platform %
we’re playing, maybe we 2
should putitonice.”
MUSICIAN: That must be strange. You're canght between standards
applied by your audience and what you really want. Is it difficult to
get inspired?

BECK: [t sure is. Yeah. The only way [ can seem to crank up anything is
to sit there and sit there, with nothing more than the Strat, or a Tele. [
have a beautiful Tele which talks to me sometimes—sometimes it
doesn’t say anything. But on the Strat, every day I'll come up with some-
thing Ive never played before, and I won’t even record it, I'll just wait
and see if anything brews up. I guess that’s how...I’m unlocking the
secret, you see, I’ve never done that before. But I've never been asked the
question which has triggered that thought, and I suppose that’s what it
is—I sit there with the guitar and wait until I have put enough informa-
tion back here, in the back of the head, that it comes out, you know? So I
don’t use a tape recorder. If I can’t remember it, and I have to play it
back...obviously, when I get to the stage of wanting to record a piece,
there’s no way you can’t. But what I'm looking for is the ingredient of
movement towards something special, and that has to be up here in my
head before I’ll commit anything to tape. If I recall what I did last week
enough times—I go, “Yeah, that’s really something special”—then I’ll
put that on tape. And | haven’t got many tapes! [laughs]

MUSICIAN: You need a recurring theme, not just a flash.

BECK: Yeah. I don’tsit there thinking, “How am I going to gas "em out
now?” That comes afterwards. If I've done anything which I think is
reasonably good then I’ll wonder what credibility it has, or whati'll
get. But I try not to think of anybody else until I please me. I won't
write for anybody else. Of course, if I was...sometimes I play heavy
metal stuff, just for the fun of it, and I just wish that people could see
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me. [laughs] But I'd never play it outside my own studio.

MUSICIAN: Why is that?

BECK: I don’t know. I just get whipped up into a rage and go down and
plug in, dial up a good sound...just to console myself that I can do it,
and do it much more evil than the guys that are doing it. [laughs] And I
think, “Better keep that under wraps.” But had there been a drummer
around, we’d’ve had some of the wickedest metal on tape. I’ve got
some metal somewhere on tape. I must tidy those up. And burn them.
[laughter] Lest I should die and leave them for someone to...
MUSICIAN: You're ashamed of metal.

BECK: No, no, it’s wonderful, it's the most satisfying. It’s a nice feeling to
have somebody scratch the right itch, and that does the
trick. But it’s so easy to play badly that there are a pletho-
ra of bands doing it,and I’'m not even saying they’re
playing it badly—they’ve molded themselves a little easy
street by playing power E, power A, a little bit of this
[mimics two-handed tapping] on a simple riff, and it
sounds impressive. But if you take that distortion pedal
off, it doesn’t sound very good! [laughs)

MUSICIAN: So what other things do you do when you're
off in that exploratory mode?

BeEcK: Oh God, I would not like it to be known exactly
what goes on in that music room.

MUSICIAN: [t doesn’t involve nudity, does it?

BECK: Nudity? Oh, no! Well, maybe, if [ came down
and forgot my pajamas. No, there’s no logic to what I
do. I don’t sit down and go, “Right, I'm gonna finish
this piece.” Forget that. I just sit and watch TV and flip
the channels and 1 play along with it. And [ try to put
the most ridiculously unsuitable backing to a soap
opera! [laughs] 1 probably have gotten a fair way to
film music inadvertently by providing a backdrop to crap television. I
don’t want the people to go away thinking that I sit watching TV all
day—if, after a hard day slogging somewhere else, I happen to be
there with my feet up, nine times out of 10 the guitar is there, and I
grab it and play it, and if I feel particularly amazing some days I shut
the TV off altogether and plug in and play. But I won’t even have an
amp; I'll just listen to the sound coming straight off the guitar, play a
series of chords and see if anything clicks. Usually chords rather than
single lines.

MUSICIAN: Must be bard to hear the chords’ detail without an amp.
BECK: The amp is a distraction: Once you plug in everything sounds
wonderful. It’s gotta sound good without an amp. Then I really get on
aroll. I think, “Listen to these three chords—now we get the amp.”
And then you're off, and the amp will inspire you to continue and let
you write some more chords. And that’s pretty much how I work:
very, very erratic. I wish it wasn’t. [ sometimes play something that is
amazing, then I put the guitar down, make a cup of tea and go out for
a walk and forget about it. And I enjoy having the freedom to do that,
[laughs] before they take me away in a straitjacket.

MUSICIAN: [ don’t know how tight you are with Jed Leiber or how
premeditated your score for Frankie’s House was, but it’s in line with
parts of Guitar Shop.

BECK: Yeah. Jed tended to sound like that because he’s a high-tech
keyboard whiz. But most of the inspiration was taken off the screen:
Just sit there and watch the scene four or five times, and then slot
something in, even just “Yankee Doodle Dandy” to make a scratch,
and then gradually work around on it. That’s the only way I work.
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BECK: No, no, no. People I've never even met.
When you are in the public eye, people home
in on you like you got a shining domo
strapped to your head that lights up. It’s al-
most as though they look at you as if you
come from another planet. Or they don’t
really know who you are, but they know that
you’re wealthy, and they treat you differently.
The old curse of English people being re-
served still ranks, but there’s times when they
get a little loose and had something to drink. I
don’t have any trouble, but I have heard
remarks made. Somebody would single out a

record that I made, “Hi Ho Silver Lining,”
and sing it...you probably wouldn’t interpret
it as anything more than a friendly jake, but I
happen to know it isn’t [chuckles] because of
the types of people.

MUSICIAN: And you bate the song so much.
BECK: Yeah. I don’t know if they know I hate
it, but they hang that noose around your neck
because it’s kind of a compliment and kind of
an insult at the same time. But where I live,
I’ve chosen to live there because it’s beautiful,
and it would take a hell of a lot of hounds to
get me out. I get recognized in New York and
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L.A. and it’s a great feeling, because they’re
great compliments, and you feel 10 feet tall,
you know? I don’t look for that here, and I
seldom get weirdos in the streets. I could
enjoy a life of seclusion. Not that I would say
no to a big album here and there. I just mess
with guitars, and I don’t expect what I do to
be revered by the pop-buying public. I don’t
really want it; I don’t want to be suddenly
liked by a bunch of people that never liked me
before, just because of one song.

MUSICIAN: So as you look back on this
sprawling, auspicious career, do any personal
or musical moments leap to mind that made
all the hotel rooms and annoying people seem
worthwhile?

BECK: Precious little. Precious little. Moments
you like, I guess, are when you see some gen-
uine appreciation. You know, when kids
come up and mean what they say. That is
worth a million quid. Also, when you know
you've genuinely impressed someone who’s
already a good player. That's the ultimate.
MUSICIAN: Grve me an t'.\'.nn/)/c

BECK: Oh, gosh. John McLaughlin. That I
couldn’t fathom for one minute. Jennifer
Batten; I thought, “She wouldn’t know me
from a bar of soap, playing for Michael Jack-
son.” But she knew all my licks. So we might
do something together. It’s amusing, isn’t it?
All the macho heavy metalisms, she’s got it
down. [mimes two-handed tapping] | won’t
do anything on that line. But there’s no sub-
stitute for thrashing, one-to-one. She’s very
dedicated. [laughs] Embarrassing. I just see
her playing away in her little house some-
where, doing nothing else. Because you can’t
get that good unless you do.

MUSICIAN: You used two-handed tapping for
awhile there.

BECK: Sometimes. I’m getting tired of it.
There are times when it sounds outrageously
effective: In small doses you can turn some-
one’s head 360 degrees, but when the ear
latches onto what’s happening, then the trick’s
out. It’s like some guy pulling a rabbit out of a
hat: You go, “Wow!” He does it 50 times,
[laughter] “Okay, fuck the rabbit! M

JEFFREY’S HOUSE

or Crazy Legs, BECK set aside his signa-

ture Stratocaster and used a Gretsch

Duo Jet similar to Cliff Gallup's. His amp

is an autographed Fender Bassman given
him by Buddy Guy. A Roland echo unit was his
only effect.
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If you think only your eyes can play tricks on you...
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Study the illustration. Are the geese becoming  with each other. In the laboratory, they work with
fish, the fish becoming geese, or perhaps both? quantifiable parameters that do have a definite
Seasoned recording engineers will agree that your  impact on what you may or niay not hear.
eyes and your ears can play tricks on you. Inthe  Distortion, which effects clarity, ariculation,
studio, sometimes what you think you hear isn’t imaging and, most importantly, listener fatigue.
there. Other times, things you don't hear atall end ~ Frequency Response, which measures a
up on tape. And the longer you spend listening, the  loudspeaker’s ability ta uniformly reproduce

loudspeaker system to handle the wide dynamic
range typical of the digital domain. And, finally,
Dispersion, which determines how the system’s
energy balance changes as your listening position
moves off axis.

The original 4400 Series monitors have played
amajor role in recording and broadcast studios for

more likely these aural illusions will occur.

The most critical listening devices in your
studio are your own ears. They evaluate the
sounds that are the basis of your work, your
art. If your ears are deceived, your work may
fall short of its full potential. You must hear
everything, and often must listen for hours on
end. If your studio monitors alter sound, even
slightly, you won't get an accurate
representation of your work and the potential
for listener fatigue is greatly increased.

This is exactly why our engineers strive to
produce studio monitors that deliver sound
with unfailing accuracy. And, why they create
components designed to work in perfect harmony

sound. Power Handling, the ability of a

Models pictured (LR}

3-Way 10" 44104 2-Way 8" 44084 and 3-Way 12" 44124

years. Today, 4400 Series “A” models rely on low
frequency transducers with Symmetrical Field
Geometry (SFG™) magnet structures and large
diameter edgewound ribbon voice coils. They
incorporate new titanium dome tweeters, oriented
to create “Left” and “Right” mirror-imaged
pairs. Refined crossover networks use
conjugate circuit topology and tight tolerance
components to give 4400A Series monitors
absolutely smooth transition between
transducers for perfect imaging and
unparalleled power response.

If you're looking for a new pair of studio
monifors, look into the 4400A Series. We think
you’ll find them to be a sight for sore ears.

JBL PROFESSIONAL, 8500 BALBOA BOULEVARD, NORTHRIDGE, CA 9¥329, PHONE (818)893-8411, FOR FAX INFORMATION, CALL (818)895-8190
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JUST A HOLLOW BOX
MADE OF WOOD.
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URT COBAIN HAS FOUND THAT BEING a professional
rock musician is not quite what he imagined back when

he was banging out his raunchy punk rock songs all
alone in his bedroom in Aberdeen, Washington. “It's become a
job, whether | like it or not,” he says. “It's somethirig that | love
doing and weuld always want to do, but | have to be honest—I
don’t enjoy it nearly as much as | used to when | was practicing
every night, imagining what it would be like. It's nothing like
what it was like the first couple of years of actually playing in
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front of a few people, loading up the van and going to a rock show to

The privilege of that just can’t be reproduced after doing
[l Lo NE 'R »

Chnis Novosedic, Kurt

Cobain

and Dave Grohl, 1993.
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o Welagan: Face

an McLagan likes to tell how his self-taught piano
style was an endless source of mystification for the
late Rolling Stones pianist Ian Stewart. “Stew would
look over my shoulder and say, ‘I don’t know what
the fuck you’re doing.”” McLagan laughs as he

impersonates his old friend’s lantern-jawed,

clenched-teeth delivery: ““What the fuck are you

using that finger for?””

Silver-haired but stil! quite modishly coiffed, McLagan belongs to the fraternity
| of British pianists—Stewart, Nicky Hopkins, John Mayall—who took their cue
from American blues masters like Otis Spann, Johnnie Johnson, Lafayette Leake,
Roosevelt Sykes and Pine Top Smith. McLagan has one of tie best resumes in rock:
Small Faces, Faces, Rod Stewart, Dylan, Stones, Springsteen, Bonnie Raitt, Chuck
Berry.... He keeps up with the new generation of reckers as well, and can be heard on
recent discs by [zzy Stradlin and Paul Westerberg,

he Face

On the finer points
of three-chord karate
by ALAN D1 PERNA

A cup of good English tea in hand, 1 follow McLagan into
a small side-room of his house, where he keeps the weath-
ered black upright he bought from Richard Manuel of the
Band. Ian kicks into a shuffle in C buoyed by the boozy ami-
ability that is his stylistic trademark. McLagan can also play a
fine ballad: His Hammond work on “ltchycoo Park” and
“Maggie May ” sct the standard for cthereal rock organ. But
his exuberant identity comes across most clearly when he’s
pummelling the ivories on some three-chord rocker.

McLagan is forever “rippling” inverted thirds. His right
pinky generally plays the top note, but he’ll grab the bottom
one with his thumb, second or even third finger. Chromati-
cism also has a big role—the guy /oves to linger over passing
tones. As he reaches the V chord (G), he holds the G with his
left hand while his right hand rolls Bb and Gb dramatically. He
milks this dissonant interval for all it’s worth before finally
moving on to A and F—common extensions of the V7 chord.

Springsteen’s producer Jon Landau once complained that
McLagan’s playing on a particular track was too genre-ish: “1
told him, *Well, you hired me, didn’tyou?’” Based on McLa-
gan’s thythmic sense alone, one might classify him as a one-
man blues subgenre. For a turnaround, he might play octaves
in both hands—just four consecutive Gs (if the song’s in C).
Harmonically, it couldn’t be simpler, but the syncopated
way he divides the rhythm between both hands drives the
shuffle forward like a crisp snare roll.

“I keep my left-hand figures simple,” McLagan offers. “My
left hand has been lacking these many years, mainly because as
akid I leamed that Chuck Berry rhythm riff on guitar.” He
plays the familiar root-and-fifth to -sixth pattern. “I just trans-
ferred it to piano. Sometimes Ull play the root in octaves. [ was
never much good at this....” He plays a walking boogie-woo-
gie. “That was more Stew’s line. He was more into the Meade
Lux Lewis/Albert Ammons/Peter Johnson thing.”

When Ian’s left hand does come to prominence, it’s often
to play a nimble little lead-in figure that introduces a big
hook or chorus. The pick-up phrase on [cont’d on page 80}
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ynthesizers have been around since the late ’60s,
but it took MIDI to bring them into the main-
stream. Still, to some extent MIDI itself remains
the domain of wire-heads and techno-dweebs.
For better or worse, a recent extension of the
MIDI specification, General MIDI (GM),

promises to democratize MIDI once and for all.

Essentially, the General MIDI spec is a list of

128 instrument sounds and 48 drum and percussion sounds that can be found in any
GM-compatible synth (keyboard, module or computer add-on card), as well as the
locations of these sounds in the synth (that is, the patch numbers in which the
sounds are stored). Theoretically, if you play a GM sequence on a sequencer that’s
connected to a GM synth, the result will sound pretty much as the producer of the
sequence intended: MIDI patch-change messages set the synth to play the proper

sounds on the proper MIDI channels, so the piano track triggers the piano sound,
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the string track triggers the string sound, and so on.

The most immediate benefit of General MIDI is that
every GM synth offers a reasonably complete set of reason-
ably realistic instrument sounds. (If you’re synth-savvy, you
know that “reasonably realistic” varies. Many synthesized/
sampled pianos, vibes and percussion instruments are excel-
lent. Most electric guitars stink. Some boxes do good trum-
pets, others do better saxes.) If you want to sequence a song
for acoustic bass, jazz drums, electric piano, sax and fliigel-
horn, you’ll find what you need right there, in pre-defined,
consistent patch locations. Probably, you won’t even need to
look up the patch numbers in the manual—you’ll select the
instruments by name fron1a pop-up list in your sequencer.

But what’s it good for? New applications seem to crop up
every month. Basically, GM is handy any time you want a
conventional set of sounds that can be accessed in a standard-
ized way. If you’re a cover act using pre-programmed se-
quences, GM makes it a plug-and-play proposition. For pro-
ducers of low-budget films, presentations and the like, GM
offers an easy way to customize library music for the pro-
duction at hand. If you upload a sequence onto a computer
bulletin board, people are more likely to hear it as you in-
tended—indeed, to hear it at all<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>