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Different Mothers

If you're a serious fingerstyle player you'll want to add one or both
of these twins to your collection. They look a lot alike, but the

Finally. ..
fingerstyle guitars
, for fingerstyle players

Ovation Folklore and Country Artist are different guitars in
several important ways.

The Folklore is the steel string guitar made especially
for fingerstyle players. The fingerboard is slightly

wider and a little bit flatter than usual, making
THE OVATION

COUNTRY ARTIST fingerstyle patterns and inversions easier to play.

The slotted headstock puts a little more

down pressure on the
nut, helping the pitch

stability when you
really start laying
into it.

The Country Artist is
the nylon string guitar
for steel string players.
In this case, the neck is
narrower than a classic guitar-1 7/8"-exactly

. . THE OVATION
the same width as the Folklore. The neck is also

FOLKLORE

considerably thinner than a classic, making it far
more comfortable for players accustomed to

THE 1 7/8" NECK WIDTH
1S A BIT WIDER THAN A
TRADITIONAL STEEL
STRING AND A BIT
NARROWER THAN A
TRADITIONAL CLASSIC.

‘ steel strings.

Both instruments feature a mid-depth body, 5-piece maple

and mahogany neck, 21-fret ebony fingerboard, inlaid rosette

and special design Ovation pickup and OP-24 electronics.
’ Give the twins a try at your Authorized Ovation Dealer today.

Ovation’

Ovation Instruments, PO Box 507, Bloomfield, CT 06002
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REACH FOR T

An incredible performance keyboard controller is out there for you.

The world is full of wonderful sounds, and you
can put them at your fingertips with the Fatar Studio
Series MIDI keyboard controllers! Since feel is such
an important consideration when purchasing a
keyboard controller, Fatar, the world’s largest
keyboard manufacturer, has designed their latest
models with a remarkable touch of the keys that
mimics the feel of the best synthesizers right through
to the authentic feei of a traditional acoustic piano.

Fatar has a full range of keyboards that have a
multitude of playing features for every musician from

the beginner to the pro, to the multi-media computer
user, starting at only $199.95. The synth actions are
light and responsive without a hint of sponginess. The
hammer-actions on the 88-note controllers are rated
the best in the business

Fatar's naturc' dynamics are due to response
curves that have been refined with the help of some
of today s top leading players. The possibilities are
limitless. So reach tor a Fatar Studio controller at your
nearest music store and witness the alternative way
of control. Play it! Enjoy it! Feel the music!

LATAR

MIDICONTROLLERS

Exclusively Distributed in the U.S.A. by

MUSIC INDUSTRIES CORP.
99 Tulip Avenue, Floral Park, NY 11001 « (516) 352-4110 » FAX: (516) 352-0754




Breaking the rules of windmilling,
the lead guitarist creates a weather system
never before seen in Nova Scotia.
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Some rules you don’t break. Others you stomp,
hack and shred to unrecognizable bits. That, my friend,
is what BOSS pedals and Rock & Roll are for. With \’f
effects pedals like the BD-2 Blues Driver,
HR-2 Harmonist and DD-5 Digital Delay no one
will ever tell you where to get off again. Except us.
We'll tell you to go to your BOSS dealer and
get off on all our pedals. Instant gratification

almost never feit so good.

YII30SS

Break Some Rules
World RadioHiston
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Putting the Matazz in Jazz. BY NATHAN BRACKETT

9 FRONTIMAN: GURY

ROUGR MIX
Better Than Ezra writes “Good’ ; Mike Watt skips rehearsal;

Jordan Rudess of the Dregs tackles tough time signatures;
and Poe talks her way into a record deal.

OMLINE RADIO
Tune in, turn on and place your music on the computer-based
{ - 'Networks of the future BY LESLIE J. BOCK

- SONIC YOUTH
After headlining Lollapalooza and recording a killer new album,

Sonic Youth are in a different zone. BY MAC RANDALL

Jean-Luc Ponty, Al Di Meola, and Stanltey Clarke find new life in the

O RITE OF STRINGS: LIFE AFTER FUSION
acoustic arena. BY ROBERT L. DOERSCHUK

o/ FAST FORWARD
) 8 Fender’s new DG aceustic series, Nady's EQ3 in-ear wireless

system, Peavey’s Q431F equalizer, portable practice spaces from
WhisperRoom, and shiny phono plugs from Switchcraft.

KEYBOARD AMPS
Give your synth the headroom it deserves with this selection of

keyhoard amplifiers. BY JULIAN GOLBECK

’

BOOY UP THE GROOVE

How your computer can help you rock harder in rehearsals and
get ready to kick it with your band onstage. BY NICK DIDKOVSKY

MATT FIRK'S HUME 3TUDID

The artist formerly known as Dr. Fink has gone from banging
keys with Prince te producing incredible simulations for
K-TEL. And he does it alf at home. BY TED GREENWALD

RECORNS

Emmylou Harris mines the hearthreak mother lode with Daniel

~ Lanois; Red Hot Chili Peppers tone down the funk; Medicine goes
n easy; Keith Jarrett goes back to the Blue Note.

RTMENTS: Masthead, 10; Letters, 12; Reader Service, 94
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t forgotten these milestone dates in rock history,
ARK ROWLAND

HOW T0 la WiTH
ALANIS MORISSETTE
Plus the perils

of Gatorade, toejam,

and old boyfriends.

Y CHARLES M. YOUNG

CUYLRCONTINTS PROTOSRARN! JIIA s-unnl&'“ﬂl BRrLING: DEE POSL, WEN
Wo

S CLOTHES: PAUL
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SWEEPSTAKES

Commemorating
the musical
genius’ of
Jimi Hendrix

The V.

Jimit Hendrix > A
Flying:V¥ Guitar

from Y ENTER TO WiN

A THE JIMI HENDRIX

Gibson USA A FLYING V GUITAR | e
S8 FROM GIBSON USA | 0%

-

Name:
Address:
State: Zip:

Daytime Telephone# ( )

No purchase necessary Al entries must be postmarked by midnight, January 12th. BM& Music and Gibson USA.
and ther affillates, subsidanes, agencirs, and the directors, officers, empioyees and sgents of all of them assume
ne liability or resporsibility for any damage, loss or injury resulting from or arising out of the acceptance or use of
awy prize. All winners are chosen by random drawing  Employees of BMG Music or Gibson USA , tieeir affiliates,
subsidiaries, agencies, and family members are not eligitie for this sweepstakes. Winners will be picked on
January 19 and notificd by lanuay 31, 1996, RCA Victar and Musician Magazine are not responsible for lost,
delayec cr misdirected entries.  Odds of winning are dependent upon the number of entries received. There
are na substitutions, transfers or red:mptions for cash prizes. Yoid where prohibited by law. All federal, state
and local laws and reguiations apply  For a list of winness, send a self addressed stamped envelope 1o address
below after January 31. 1996 Only residents of the United States and its possessibns are eligible. Entries must
be sent to:

RCA Victor - Musician Magazine
In From the Storm Sweepstakes
v 1540 Broadway - Dept. IFS - 40th Floor
Denon congratiiates RCA Yictor on thelr new release New York, NY 10036
“In From the Storm”

Tmk(s) (R) Registeredl Marca(s) Registrada(s) General Electric Company,
USA, except BMG ‘ogo (R) BMG Music () 1995 BMG Music Radio His
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FRONTMAN

Jazzmatazz II: A New Reality is your second Jazzmatazz pro-
ject. Aside from not working with D] Premier, how does working
on a Jazzmatazz album differ from doing a Gang Starr record?

For me, the concept for Jazzmatazz was to actually meet and
work with these guys we sample a lot, like Ruben Wilson. A
Tribe Called Quest sample some of his stuff. The guys from the
first album, [Donald] Byrd and Roy Ayers, have been sampled a
lot. And on the new album, Freddie Hubbard and Ramsey
Lewis, and of course Bernard Purdie. The key for me was to get
them into the studio and to jam to some hip-hop, 'cause I had a
feeling they would want to. They're getting sampled, they’re get-
ting royalty checks from us reworking their material, so why
wouldn’t they want to do something with one of us live in the
studio? That was the initial thing, and I also wanted to work with
some vocalists.

You've stressed that this is a hip-hop album.

*Cause that’s what it is. ['m a hip-hop artist. Some of the crit-
ics, I think they missed the point about that. Like Branford
Marsalis’ Buckshot LeFon-
que is a jazz record, not a

“When you
get too
technical,
you miss
the point.”

hip-hop record. He’s a jazz
artist. I’'m using some jazz
elements, these guys are
jamming with me, but it’s
still not a jazz record.

But there are some songs
on Buckshot LeFonque and
Jazzmatazz that are at least
in the same ballpark. Where
do you draw the line and say
“This is a jazz record” or
“This is a rap record”?

Just because I got jazz cats
jamming with me doesn’t
mean that it should be
viewed as a jazz record. [
don’t know. It’s somewhere
in between. But [ don’t think
I'should be subject to someone trying to analyze it as a jazz record.
It’s music, that’s all. Sometimes when you get too technical you miss
the point.

What does this kind of crossover accomplish?

One thing that it’s definitely doing is bringing people together.
We played with [Marsalis] in Europe at a lot of jazz festivals. If they
didn’t have groups like us and Jamiroquai that are bringing in the
younger crowd, they’d be phasing out. So they need our input, and
they want our input.

Tell me abour performing the album live.

It's dope. It takes it to another level. We press up instrumentals for
every track, so we’ll have an instrumental album on wax just like
Gang Starr, and then we add the live elements to that. So Bernard
will be playing drums, and the instrumental track is playing on the
turntable. With a Gang Starr show, everything is pretty much regi-
mented. With this, I can do two verses and then let somebody solo
instead of doing all three verses. There’s room for improvisation.

What does A New Reality mean in the album title?

PHOTOGRAPH BY ANTHONY CUTAJAR M u S

GURU

When [ say “a new reality,” I

mean, back in the day, if I was
skipping school or whatever, and
one of my mother’s friends saw
me and my friends hanging out in
the station or something, she’s

going to come over, say some-
thing, tell my friends that she
knows their mothers too, and that she’s going to call them at work
and let ’em know that we didn’t go to school. Nowadays, that ele-
ment is gone. Everybody’s just living for now. Young people look
to the rappers for guidance. On “Looking Through Darkness” I
said something like, “Many children get the wrong message from
clowns that walk around/Hopelessly lost thinking that they’re the
boss/They’re in a daze, while dope MCs don’t get the front page.”

This album was your second collaboration with trumpet player
Danald Byrd. Is he something of a mentor to you?

Most definitely. When I first called him he was saying things like,
“Yes! This is what [ wanted to do! I'm so glad you're doing this!”
Byrd is someone I can talk to about the whole correlation between
jazz and hip-hop. I can ask him stuff like what it was like between
artists when he was coming up. Musically, he teaches me things
about structure in songs and arranging. He’s given nre a lot of confi-
dence to go on and do what [ believe in. His attitude is like, “If these
people don’t get it, fuck ’em.” And he’s 60-0dd years old telling me
shit like that! ’Cause he believes init. —NATHAN BRACKETT

BER 1995 ©



Hear the generations
of jazz roar together.
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ve Brubeck
Young Lions & Old Tigers

“To have a song written for me by one of the world’s greatest
composers was the ultimate honor.” - Christian McBride

“Dave Brubeck plays and composes his music with the
wisdom and patience of an elder, yet with the passion and
innocence of a youngster." -Joshua Redman

“Fve been an enormous fan of Dave’s playing and composing,
and it's been both a thrill and an honor for me to play
on this record,” -Michael Brecker

“His enthusiasm and power as a musician was
a thrill to experience.” -Joe Lovano

Dave Brubeck hosts three generations of modern jazzmen
premiering Brubeck's new tunes written especially for their
expressions. Hear spectacular solos from Michael Brecker,
Ronnie Buttacavoli, Roy Hargrove, Jon Hendricks Joe
Lovano, Christian McBride, James Moody, Gerry Mulligan,
Joshua Redman, and George Shearing. The mingling on
this recording symbolizes what jazz has always been
about-passing the tradition down to future generations.

I

e

To order by phone, cal J&R MusieWorld 800-221-8180.
For your free copy of Telarc’s full-color catalog. call 800-801-5810.

© 1995 Derry Music Co.
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Where
Does Your

Passport
Take You?

“I'm always touring, so | have to do a lot of
writing and arranging while I'm on the road.
| had to find transcription software that was
easy, quick, accurate and had professional
looking results. Encore is that product.”

sEncore has really made my life
a whole lot calmer. | can quickly add
a new string section to an arrangement,
extract the parts and give it to the musicians
in plenty of time for rehearsal. When | bought
my computer | purchased two things along
with it, a different notation program and
aspirin. Now that I'm using Encore | don’t
need the aspirin!”

Charles Floyd works as Natalie Cole’s
musical director, is a guest conductor for
many symphonies, including the Boston
Pops, along with being an outstanding
composer, classical

pianist, recording artist —— T

. Troc Musicaann Ca .
and choral director. EWIE

Encore 4 has
established itself as
the professional
standard for
composing, arranging
and publishing music.
Why waste your time with anything else.

Get Encore today wherever fine music
software is sold

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

Passport Brings Out
The Musician In You.

ASS ISR T

100 Stone Pine'Road, Half Moon B 119
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LETTERS

PAT'S BACK
About eight years ago, I started reading your
mag. At the time, | was a serious jazzhead and
your mag carried the best up-and-coming jazz
players. Later, as I became more interested in the
alternative thing, your coverage of bands like the
dB’s, R.E.M., Hoodoo Gurus, the Police, Joe
Jackson, etc. was exceptional and quite wel-
comed. [ then started reading another magand
had to give up my subscription to Musician.
After reading the very insightful interview
with Pat Metheny (who I must say I am not par-
ticularly a fan of anymore), [ was glad I renewed
my subscription. Pat had a lot of good things to
say to musicians of any genre,

years, including the recent features on Qasis and
Collective Soul, I often wondered about his obses-
sion with God. Then the answer came: He’sa PK!
This makes sense. Only a PK could title an article
“Tom Petty Is Sorta Like God and Sorta Like Us
and Other Theological Insights,” and make it
work. Sorta makes you wonder what mighta hap-
pened if Lester Bangs had been Born Again.
Mike Russo
Doylestown, PA

It saddened me to learn that Ed Roland of Col-
lective Soul spent all those years growing up in
church and came away with little more than the

JULIUS

Chip Stern’s appreciation of the life and
music of Julius Hemphill (Sept. '95) was a
fitting (and touching) tribute. Hemphill’s
contributions to the creative music of this
century are great, but his “be my own per-
son” attitude often struck too many people
(read “mainstream critics and reviewers”)
the wrong way.

Everytime [ saw him live the audience—
no matter what size—was spellbound. I had
the privilege to hear the Sextet play the
music for Bill T. Jones’ “Last Supper...™:
Messrs. Hemphill, Ehrlich, White, Grubbs,

Furnace, and Carter nearly

reminding me of why I play in the
first place.
Rkubnsjr@aol.com

| saw one letter in your September issue that was so ridiculous |
couldn't resist writing in response. Ron Yarnell wrote in saying
that “punk is the purest form of libertarian capitalism in the music

Regarding Pat Metheny’s refusal to
speak to Musician until a “living
Jazz musician appeared on the cov-
er,” wasn’t Miles Davis on the cover

industry.” The only thing | can say
to that is “Enjoy your acid.” The
term “libertarian capitalism” is an
oxymoron. He may be right that

[+
HARLES m. Young THIRS TS AFTER 0Asys

before he died? Ina yellow shirt, as I
recall, with a black vest and a hat.
Travis Hartnett

Indeed, Miles did grace our cover
back in May °89. Pat must've
missed it.—Ed.

DEAR GHARLES

I've never heard Oasis, and after
reading Charles
infomercial (Sept. '95), I hope I nev-

M. Young’s

er do. There are plenty of English

journalists who rub middle-class

Americans’ faces in dirt—why
should we accept their bands?

Christopher Davis

Forest Hills, NY

the “prank” the Dead Kennedys  How Hootie
) tites Hity
pulled at the 1984 Republican Recorg
Convention doesn't really mean °'“P°"‘:S, Rip
e

much today, but | think the point
was that there aren't many
bands today that would tell
Newt Gingrich where to stick it.
They're all too busy trying to
make their first million. As far
as his belief that “punk nostal
gians are copycatting their
Boomer elders in bragging
about social pseudo-accom
plishments that do not matter in the real world,” that well may be,
but | saw no evidence of it in that article. It's guys like him that
prove that Prozac and computers don't mix.

Charles O'Lanahan
Oliver Springs, TN

upstaged the dance troupe’s fine
performance. Strong writing like
Chip Stern’s reminds me just
why I send in my check to this

hs:

magazine every year,
but—damn—do cre-
ative musicians have to
die to get back into
your pages?
Richard B. Kamins
Middletown, CT

Because the illustrious

Dave DiMartino began his
review of the Apartments’
new album (Aug. '95) with
“The very best album I've
heard in too many years,”
followed by raves comparing
it to Van Morrison’s master-
work Astral Weeks, I ran out
to buy it.

My disappointment was pro-
found. I was stunned at what
DiMartino could see in this lame
whine fest awash in amateur-

1am not faulting Mr. Young’s skills
as an interviewer, but I am faulting your publi-
cation on covering another corporate hard sell.
These guys were so over-hyped as “the new
Beatles” that it brought another article to mem-
ory: Remember “Can Jesus Jones Save Rock 'n’
Roll?” I can’t believe that so much time and
money are wasted on these packaged attitudes.
As far as the term “lads” goes, would a real
“lad” be more interested in drugs than naked
women? Give me Elastica anyday.
Paul Seegers
earthsea69@aol.com

After reading Charles M. Young’s stuff for so many

12 DECEMBER 1995

need to publicly distance himself and his music
from Christianity. Then again, I can understand
his concern. Your magazine and others do tend to
label Christians as “wackos” on a semi-regular
basis. In fact, later in the same issue, your review
of Lenny Kravitz’s new album kindly warned
readers about its potentially offensive gospel
lyrics. For centuries, faith in God has provided a
wellspring of inspiration for musicians. It would
be nice to see you acknowledge that without try-
ing to hammer Christianity into one of the pre-

vailing negative stereotypes.
Anthony DeBarros
Hyde Park, CA
M U B 1 Cc ! A N

hour poetry, meandering (major

7ths forever), sloppy music, and oh-so-pre-

cious, half-whispered vocals. I know song-

writers who could, as a joke, make this up as

they went along. Hey Dave, want to hear

my new song—"“Gimme My $15.98 Plus Tax
Back, Jack”?

Charles Horton

Nashville, TN

Send letters to: Musician, 1515 Broadway, New
York, NY 10036. Send E-mail letters to the edi-
tor, subscription inquiries and other messages to
musician.mag@sonicnet.com. E-mail addresses

will be printed unless requested otherwise.
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How We Wrote

JOSEPH CULTICE

nat Hit Song

by Better Than Ezra, composers of “Good”

on acoustic guitar, I've always felt if a song doesn’t work on

|< EVIN GRIFFIN (guitar/vocals): Most of our songs start out

acoustic guitar, then it has a pretty shaky foundation. But

“Good” was actually written in ’91. It started off as a bassline

hummed into a Walkman while driving up to Oxford, Mississippi.

And, if it’s not apparent, we were listening to
alot of Pixies at the time—Doolittle, actually.
That record influenced so many people
—Kurt Cobain must’ve been thinking Pixies
when he wrote “Smells Like Teen Spirit.” The
Pixies were the first band with that formula of
really in-your-face tons of guitar breaking
down to just drum and bassline, and they
would use those dynamics to build a really
good song. Meanwhile, we had come from
the R.E.M. mold of constant chords. So for
me, the challenge with “Good” was to write a
song that used only four chords and incorpo-
rated the ideas from what we’d been listening
10, to use those dynamics to make transitions
that give the illusion of different chords and
different melodies. That song is the same four
chords played over and over. The only thing
we dois a key change: During the bridge we
go up a whole step at the solo. So there werea
couple of things about that song that were

14 DiCEMBIR 1995

real conscious: Using dynamics and writing a
simple, four-chord song. A simple, upbeat,
uptempo song is the hardest song to write.
Most musicians will tell you that slow songs,
ballads, are easier to write. But writing a fast,
uptempo song with conviction and honesty
without sounding contrived is the hardest
thing to do. Certainly, that’s true for this
band and for most musicians I know.
Lyrically, I don’t know where the “uh-ho”
came from. People think it was conscious, but
it was really just lack of lyrics! I had to sing
something. It’s weird though, because the
“uh-ho” part was never the catchy part to me,
but now it’s become the part that everyone
remembers. I’'m famous for the ability to—
nothing to brag about—make up lyrics on the
fly. Especially with some of the cover songs
we play—I never know the real lyrics. So,
with songs like “Good” or “In The Blood,”
I’ll have an idea of what the theme of the song

is. After a while, I'll have a phrase or a cou-
ple of phrases or word groups that I know
are gonna fit in the finished lyrics. So the
good thing about coming up with lyrics by
singing ’em hve is that they tend to fit
rhythmically because I'm forced to sing
something to the rhythm of the song, as
opposed to sitting down and writing lyrics,
then trying to write a song around them.

“Good” was really just a melody to start.
The thing is, if a song doesn’t have a melody
that draws you in the first few times you
hear 1t, then it doesn’t matter how good
your lyrics are.

You have to understand that the listener
wants to hear something that catches them.
The melody brings you in and makes you
love the song, and then the lyrics take it to
the next level. People are drawn to songs, |
think, in a superficial way sometimes, just
like we’re drawn to people. You can be
attracted to someone because they’re good-
looking but if, after you spend some time
with them, you find there’s no personality
or anything interesting about them, your
interest fades. Hopefully the lyrics make
you stick around.

—Dev Sherlock




Why I Practice and
Actors Rehearse

by Mike Watt, bassist, Minutemen,
fIREHOSE, Dos

hen I'm either alone or togeth-

er with my people going

through the tunes, I call it prac-
tice and not rehearsal. Actors rehearse, |
practice the songs. I do not play the role of
bass player—I am the bass player! I do not
have to rehearse my role as bass player but
rather I have to practice the tunes for the
upcoming gig. | actually have to pluck the
bridge cables the bass uses for string and not
pertorm mime. Practice is not rehearsal. The
wages of this lazy thinking lead me to the
defense of my craft.

By lazy thinking I'm talking about riding
with the cliché, cooking up the angle, tying
in the bullshit, anteing up the bonus-hype—
trying to sell something for what it ain’, in
simple words. They got jerks saving, “Got
to go rebearse” so they can somehow see
themselves as players in the great rock

dream and not as operators of god's engines,

learning the way they work. Engines make
sound, be it bass, throat, scomp. jug . . .
whatever! Sounds are created and dealt with,
not that “lights, camera, action!” shit. |
mean, that’s fine for pictures and theater, but
we’re talking about wailing eut fucking
music! Gigs are spontaneous when genuine.

Practice for the gig, but don’t
give in and try to rebearse it—let
the gods roll the fucking dice!
The lazy thinkers embody the
pure spirit of the crap artist. They
will try to talk you into salt after
selling you canker sores. They
won’t let you practice medicine
and maybe heal them sores. No,
thev’d rather have you rehearse
your role as Christ, and after buy-
ing their salt ("cause salt is hip this
week), cake it up and rub it into
your sores. Forget about if it feels
right or natural, because what
you’re here for is to rebearse the
great drama! You’re no longer
 free to practice for your gig.
Once they divorce you from
" your reality, you have nothing
left but the role they have for you, born of
their lazy thinking, fresh from the cookie
cutter. People, defend yourself first with lan-
guage. Don’t let them pigeonhole you
—rescrve the right to define yourself!
Practice playing music and don’t give in and
try to rchearse it. At least wonder about the
implications.
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Anyone who has been banging fists and
head against the gates of opportunity
can tell you that there are no guarantees
in this business. You can prepare a killer
demo, shop it 'til you drop, hire a label
president’s cousin as your P.R. consultan:, and still wind up
playing for neighborhood change.

What is the secret? What does it take to pop the .ock on
that gate? Talent and luck, sure. But there's more: If we
learn from the lesson of Poe, sometimes ju st being yourself
is what it takes to get the break you deserve.

For years, the New York-born songwriter. singer. and for-
mer street performer played music without giving & thought
to making a career out of it. Making music was, for her,
almost as natural and personal as breathing. Where other

ARTIST: POE
DEBUT ALBUM: HELLO
LABEL: MODERN/ATLANTIC
RELEASE DATE: 0CT. 10

SIGNING

paean to a teacher who had madeg her
stand out in the hall: “| hate my teach-
er/She’s a bitch.”

“It was,” Poe recalls with a grin, “my
first revolutionary folk song.”

During her junior high school years, Poe and her family
lived in Utah, where she was one of six non-Mormons
among 1600 students. Music was even more of a refuge
there, with its base still rooted in the lyrics but its melodic
content growing under the influence of Charles Mingus and
other jazz artists. By the time she left home at age 16,
“music had become an obsession. Not just something 1 did;
it was the one thing | could hold onto. if you lose the people
you depend on for your identity, it’s like you've lost your wit-
nesses, like your parents or the people who know who you
are. At that point, my songs became my witnesses. | can



[cont’d from page 15} gooc or bad, and
know who | was and where ' came from.”

Following a few years as an English
major at Princeton, Poe reunited with her
father during his last days in L.A. is death
left her at a crossroads. at which fate took
her hand. “| went outside, and a T-shirt
had blown up on my balcony. it said,
‘Detroit, Michigan,” which is where this
producer | knew lived. So | celled up this
producer, and when hz answered the
phone | heard my tape playir:g in the back-
ground. | said | wanted to comre to Detroit
and write some songs with Firr, and he
said, ‘Great!’"

Armed with new material and tapes
from Detroit, burdenec with her father's
medical bills, Poe cortacied -a'ert manag-
er Scott Ross, a friend of a friend of her
mother’s in L.A. Impressed oy ner tapes,
Ross called a friend, 2aul Fishk n, head of
the Modern label. As a favcr to Ross,
Fishkin agreed to mee: witk Poe even
though he had not yet heard her tapes.

Their encounter took piace in Fishkin’s
office. “I really didn’t know what | was
doing,” Poe admits. “But | walked in, and
he was sitting on the ficor, with piles of
papers everywhere. The place was a disas-
ter, with picture frames scattered all over.
He was very much an absent-minded pro-
fessor type, one of these guys who scratch-
es his head and says, ‘Oh, yeahi. Hi. Sit
down.’ He started fumbling for is glasses,
and we ended up just gett ng into a conver-
sation about metaphysical things, life in
general—nothing to do with music at all.”

As Fishkin remembers it, “| was struck
by her presence. | know it scunds a little
corny, but that’s what happerec. It was
just a vibe, but as we started talking,
everything from that [cont'd on page 40]

PRIVATE LESSON

FASCINATING RHYTHMS

BY JOROAN RUDESS, DIXIE DREGS KEYBOAROIST

Take a deep breath. Prepare to enter the world of rhythmic free-
dom. You've been living in 4/4 time way too long and I'm holding
your ticket out! The following exercises aliow you to internalize
different rhythms by involving your full physicality. | find this is
the most effective way of learning rhythm.

First, tap a slow, steady quarter note with your foot, around
100 BPM. Now, while maintaining your foot, let’s try a South
Indian vocal technique called Solkattu. Sing straight eighth
notes against the quarter with the syllables Ta Ka Di Mi (pro-
nounced Ta Ka Dee Mee). Let's add a slight challenge to this.
Clap your hands after every third syllable (cotted quarters). If at
any point you feel too challenged, slow down.

Ex.1:Ta Ka Di Mi  Ta Ka Di Mi

Foot Foot Foot Foot
Clap Clap Clap

Move your dotted-quarter clapping rhythm now to either your

left hand or your right. Tap it out. With your [cont'd on page 41]
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are cooltothe core.

They're possibly the best sounding amps
thatQSC makes. Exactly whatyou want from your
power source: wide, dynamic range with crystaline
highs, full, round mid-range and a very fat but clean
low end. Powertight amps are extremely efficient.
Theyll drive your speakers befter than they've been
driven before, Evenat 2 ohmloads.

Powerlight Amps also sound greatbecause
ofwhatyou won'thear —rattie and hum. These amps
have remarkably low distortion due toimpioved output
circuitry. And the noise typically associated with
franstormers is completely absent.

These are the oniy light amps that won't
interfere with your wireless mics. No sfatic and no oss
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of radio signal. PowerLight Amps meet all RFland FCC
requirementsin the U.S. and EMC requirementsin Europe
PowerLight Ampsrun very cool, evenwhen
the performance is very hot...even in the middle of
summer. The high aspect ratio aluminum heat sink was
designed with the maximum possible surface areato
absoro and dissipate heat aggressively. Variable speed
fans blow it away on demand. {And signal muting kicks
inwhen things getextreme fo prevent shutdown.)
Powertight Amplifiers from QSC—the best
sounding, most advanced package of powertechnol-
ogy avaiable, And, at acool 18 pounds, you can put
themwhereveryou need themwithout sweat, And that's
cool. So, pick some up from your QSC Dedler, When you
purchase throughout 1995, youllreceive QSC's
extended warranty at no addttional cost, for atotal of

sixyearscoverage.*

CalQSCformore SC
information at

714-754-6175,
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*if you purchase Powerlight Amplifiers by 12/31/95 you will receive
QSC's 3-Year Extended Warranty in addition to the 3-Year Standard Warranty.

PowerLight is a trademark and QSC is a registered trademark of
QSC Audio Products, Inc. 1675 MacArthur Blvd., Costa Mesa, CA 92626-1468
(714) 754-6175 FAX (714) 754-6174




THE PRESIDENTS OF THE UNITED STATES OF AMERICA
The Presidents of . . . make up for their moniker with punchy pop
songs about felines, arachnids and peaches. The Seattle trio uses
peculiar instrumentation—two-and three-stringed guitars and
portable drums-in-a-suitcase—to gleefully exploit rock tradition.
“Our record is full of rock clichés,” says “bassitarist” Chris
Ballew, “but we have a certain irony. There’s something about play-
ing two and three strings where we can blast off and do whatever
we want. For us, that means quoting our influences.”
As former members of Love Battery, Beck’s band and Super- !
group (with Mark Sandman of Morphine), the Presidents show i
few stylistic ruts. “Kitty” bears a sparse grunge brand and 1 i@.‘ | '
“Lump” is pure Kinks, while “Naked and Famous” describes “30- THE PRESIDENTS OF THE UNITED STATES OF AMER‘IGA
foot Smurfs” through the spirit of Grand Funk. “*Naked’ is about
the depressing Los Angeles entertainment industry,” explains SQUIRREL NUT ZIPPERS
“guitbassist” Dave Dederer. “The first time | came here the bill- Chapel Hill's Squirrel Nut Zippers may strike you as yet anoth-
boards were crazy. Everyone was barely clothed. | was shocked.”  er gang of kitsch-mongers, cranking out the same bachelor pad
The Presidents stand out as positive thinkers in today’s angst:  music made famous by Combustible Edison and Royal Crown
ridden climate. “| always hate those songs that say, ‘You are so Revue. But the Zippers’ musical roots extend far beyond the
messed up, you are bad,’ like Henry Rollins,” says drummer tounge lizard—era fifties into the decidely un-hip “hot jazz" of the
Jason Finn. “It just amplifies the problem.” twenties and thirties. As the frisky original compositions on their
So what’s the solution to the mystery of their wordy name? Mammoth debut The Inevitable Squirrel Nut Zippers indicate,
“It’s the longest title we could think of,” says Dederer. “And vintage jazz isn’t just a temporary stylistic detour. “We like to
it’s the highest office in the land, occupied by the dorkiest have fun, but we don’t constantly have a smirk on our faces,”
guy."—HKen Micallef says vocalist and guitarist Tom Maxwell, who helms the band

KAREN MASON
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tings and changes. And o button selects the 4 tube modes, Clean, Crunch, Lead, and Ulira, with storable changes. Very easy! Very cool!

» The tube preamp can be used simultaneously with either of the two available digital distortions, one in each channel, for incredible widzning of your sound. Add
chorus or detune and delay for extra impoct.




along with guitarist Jim
Mathus. For Mathus,
roots music is bred in the
bone—he was reared in
a family of musicians.
“My dad was a banjo
player, and all of my
cousins and uncles
played, too,” says Math-
us. “Every Saturday
night, the family would
get together for blue-
grass jams. | was playing
Eill Monroe and the Stanley Brothers in the 4th grade.”

Mathus and Maxwell both toiled in various rock bands until
their passion for jazz's holy trinity—Fats Waller, Louis Armstrong

v
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SQUIRREL NUT ZIPPERS

and Duke Ellington—brought them
together. “This music taps into
every generation,” says Maxwell.
“You combine the fourto-the-bar
swing beat—which rock certainly
has no claim on—and add those
syncopated rhythms, and you can't
beat that off with a stick. It's
Killer."—Marc Weingarten

BEAU HUNKS

BEAU HUNKS

A musicologjst's worst nightmare? It's probably what happened
to Dutch ensemble Beau Hunks. The group spent two years recre-
ating compositions by LeRoy Shield from the only apparently sur-
viving source: fuzzy soundtracks to 1930s comedies starring the
likes of the Little Rascals and Laurel & Hardy. Only after they'd fin-
ished recording did the original sheet music start tuning up.

Far from being dismayed, Beau Hunks researcher Piet Schreud-
ers is excited about his recent discovery of handwritten Shield
scores. “The funny thing was, it looked very much like the parts
Beau Hunks had transcribed from the recordings.”

You couldn't ask for better proof of the band’'s musical scholar-
ship. Named after a Laurel & Hardy short, Beau Hunks are (in
Schreuaers' phrase) a “documentary orchestra” of freelance musi-
cians who get together for specific projects.  [cont'd on page 76]
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HHEAT 1S THE NUMBER ONE ENEMY of all
speakers. Cranking the sound can absoluiely
cook a speaker unless it has an effeciive
cooling system. That’s oue reason the new
ILow syvstem looks so radically different.
To keep its powered speakers cool. we've
developed an advaneed Thermomaster”™ heat
unlike other in

Illilllilg(‘lll(‘lll system

any
the world. While most speakers have a
nunber of small mechanisms 1o keep the
internal components from overheating. Eon
utilizes a solid die-cast aluminum baffle to
cool the entire speaker. As vou erank e
sound. this unique baffle acts as a sponge to
draw heat away from internal components
preventing any kind of a meltdown,
What's more. tuned ports are built righs
into the Eon baffle. Most speakers use ports
as air venls to allow hot air to escape. But
tuned

l<on's ports go further. Thev're

cquipped with hieat dissipating  aluninum

(001,

EON"
JBL

lins that take advantage of the speaker’s natural

“breathing™ motion to seak up and get rid of
additional heat. In the bi-amped powered speakers,
these ports are located just below the heat
generating amps. So vau can work these
lightweight. powerful speakers as hard as vou
like and they won't toast.

In fact. the Fon heat management systen is so
efficient. the more vou crank the speakers the
better the cooling svstem works. That’s what
makes the whole system so ineredibly cool to use.

And pretty amazing to look at, too,

H A Harman International Company
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TAYLOR HAWKINS HAS never
taken a nap. That’s what he says,
and I believe him, as he’s sitting
there on his bed at the Austin
Ramada Inn, wearing shorts and
nothing else, with his knees tolded

into his chest, yanking on his toes
with enough energy to fuel 143
clinically certifiable cases of Atten-
tion Deficit Disorder. Several bot-
tles of cold remedies flicker in the
light of a science fiction movie on
the tube. A boom box in the bath-
room thunders with the Foo
Fighters. Dirty clothes are strewn
everywhere on everything, like
some anti-rock terrorist from the
Christian Coalition blew a load of
grapeshot through his suitcase.
“High school band teachers,
man, they're all dicks,” says Taylor,
interrupting his toot fidgets just
long enough to cough into his right
hand, which is, by now, a railing

cesspool of toejam and streptococ-




they didn’t have to do a demo or any
industry showcases. Then they took an
offramp to obscurity. The A&R person
who signed them got replaced, and the
record company recommended a manager
who Jesse felt wasn’t all that interested in
the band. They started to record. and the
music wasn’t making anyone happy.

Jesse was dating a woman at the time
who had once dated Anthony Kiedis of

[My band] had
o be oreal
musicians. But
they alsa ad
o have great
Spirils.

the Red Hot Chili Pep-
pers. Anthony dropped by
one night and was impressed with some
coolest-hits-of-funk tapes that Jesse had
compiled. Soon he was checking out Jesse’s
guitar skills as Mother Tongue played local
clubs. Then it was announced that Arik
Marshall, the latest of several hundred
Chili Pepper guitarists, was leaving the
band. Jesse figured he’d give it a shot.

“I'd been a fan of theirs since 1 was fif-
teen or so,” coughs Jesse in the hotel room

next to Taylor’s. “I figured it was the
opportunity of a lifetime just to jam with
them, even if they’ve kind of had their day.
Ijust wentin, set up my shit, and we barely
talked for a minute. We played for three
hours, and it was really cool.”

The next day, Kiedis and Flea offered
him the job at lunch. He considered his
decision for a week, then finally accepted
on the grounds that Mother Tongue was
deteriorating and seemed to want him only
to deprive the Peppers. Rolling Stone pub-
lished his picture; everyone told him he
was going to be rich. But the rehearsals

idn’t quite click, and the prospect of
learning a back catalog of songs he’d out-
grown emotionally left him uninspired.
After two months, the Peppers fired him
(before he’d signed a contract) for Dave
Navarro, who had probably been their
first choice all along.

He followed up guitar vacancies in several
bands (LSD, Faith No More), but nothing
felt right until somebody at Warner Bros.
called with news of an audition to back this
singer/songwriter. “They took a Polaroid
picture of me, which was pretty funny. I set
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up and Alanis came in. She just walked up
and introduced herself. Taylor was the first
drummer, and they liked what we did. It was
weird how fast we blended. Taylor and I are
from exactly the same school of rock ’n’ roll.
I used to think there were all these hard
rules, things you had to have in order to be a
good band. But that’s obviously bullshit. I
know it’s her name on the album and the
marquee, but this fcels like a band, not the
Alanis Morissette road project.”

What was Jesse thinking as he audi-
tioned for Alanis? “I was thinking, ‘I'm
gonna get this gig.” With the Peppers, 1
didn’t really care if I got the job, but I
knew they were going to ask. This time |
had to get it no matter what. I didn’t even
ask about money. I just liked playing with
her. That was the main thing. And at the
time I was working at a veterinary clinic in
Malibu, vaccinating dogs. It couldn’t pos-
sibly get worse than that.”

“JOHN PAUL JONES. Everyone calls
me that,” coughs Chris Chaney, taking the
rubber band off his ponytail. Fine and
straight, his hair flops down to his shoul-

ders and curves out. With his body curled
over a bass, he does bear a striking resem-
blance to Jones. Sort of a cross between
Jones and a mystified ferret. Various flu
remedies and a well-thumbed copy of
Body Reflexology: Healing at Your Finger-
tips testify to the relentless march of the
Toejam and Streptococcus Pestilence.

After high school in San Francisco and a
brief stint at junior college, Chaney decid-
ed that he had reached his limit at playing
bass by ear. He wanted to know the why as
well as the what of the basslines he was
picking off albums by everyone from
Coltrane to Rush. So he packed up for
Boston and the Berklee College of Music.

“It was definitely a jazz snob scene,”
Chaney says before blowing his nose. “I
learned a lot academically. But no one can
really teach music. They can teach funda-
mentals, but music is what’s within you:
your upbringing, your emotions, what
you’ve listened to0.”

Perceiving Boston as full of great players
with few opportunities, Chaney packed up
for Los Angeles a few credits short of grad-
uation. He moved in with his old friend

Gary Novak, Chick Corea’s drummer, and
sold gasoline coupons door to door. He
also started making connections by teach-
ing bass and doing every gig that came
along. One day he auditioned for both Seal
and Alanis Morissette.

“The stage thing just wasn’t happening
with Seal. The problem was how to emu-
late the album without actually having a
symphony, so it was mostly him singing to
a computer disc. With Alanis everyone is
live, and it’s different every night. When I
first heard her tape for the audition, I was
amazed how each tune has its own person-
ality. It all sounded so original. You can’t
just audition people and get that. Some-
thing magical has to happen. It’s not inter-
changeable hired guns. The audition was
for aband, not a gig.”

“EVERYONE HAS TO learn his own
lessons on survival,” says Nick Lashley. At
31 he’s the grandfather of the group, and
the only member who isn’t sick. There are
almost no clues of human habitation in his
room: a slight rumple in the bedspread, a
discreet little pile of CDs on his desk. Nick
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not even thinking about it. If you write
something from your own unconscious,
it’s not that hard to get back to that place. If
somebody wrote a script for me, it would
be more challenging to get to that place.”
So you want to spend that much time
thinking about perfidious former boyfriends?
“As I’ve come to terms with certain
things, the songs take on different emo-
tions for me. I've stopped feeling guilty
because of how mean I was being. I real-
ized this record for me is not about
revenge, whether ‘You Oughta Know” or

‘Right Through You.” Those songs were
written for the sake of release, and it’s made
me more peaceful than I’ve ever been.”

Isn’t there an element of personal tri-
umph to it, in the sense that you’re rich and
famous now and the people you’re writing
about aren’t?

“Notatall. External success is entirely sepa-
rate from personal success. And I was as
responsible for that situation as he was.  was
overly dependent. My self-esteem was entirely
in his hands and I went along with everything.”

So it’s good you’re out of it.
g Vi

Holiday Rapping

Twas the night before Christmas,
And all round the block,
People were jamming
To Donny’s hard rock,

The children were jumping
Up and down on their beds,
Laughing and singing
And banging their heads.

When from his guitar
there arose such a clatter;
The music had stopped:
Don's strings were in tatters.

Then a small sleigh appeared
With a fat dude in red,

And D Addario Tune-Up Kits
Piled high in his sled.

He came down Don’s chimney
And said, “Take your picKk;
‘Phosphor Bronze or XLs
To continue your licks.”

“There s a peg winder,” Santa said
p

“With two sets of strings,
And the cloth with this polish
Adds shine to your things.”

St. Nick then leaned over
And said in Don'’s ear,

“You should change your strings

More than once every year.”

And I heard him exclaim
As ke rode fast away,

“Keep your guitar in good shape,

You ll be famous one day!”

Both the electric and the acoustic Tune-Up Kits include: 2 sets of strings,
1 peg winder, 6 guitar picks, 1 polishing cloth and 1 bottle of guitar polish.
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“That’s how I see it now. I’m glad that
happened. I needed it. That’s what people
don’t necessarily know.”

Alanis grew up in Ottawa and went to
Catholic school, which she hated and sings
about in “Forgiven.” At the same time, she
was pursuing a pop career as sort of the
Canadian version of Tiffany or Debbie
Gibson. She had a publishing deal at the
age of fourteen and released two albums:
Alanis in 1991 and Now Is the Time in
1992. She now views most of her earlier
music as “compromised” and rages about
itin “Right Through You” on the current
album. By comparison, Jagged Little Pill,
which Alanis created largely through a col-
laborative songwriting process with Glen
Ballard, was an experience bordering on
the spiritual.

“I didn’t know what the word meant
until I started working on this album. I just
had a void in that part of my life. But there
were 100 many unanswerable things that
happened throughout the writing for me
not to start believing in a higher power. The
more songs [ write, the more I believe it.
Sometimes I want to hide under the bed, it’s
so scary. My palms are sweating. I’ll read it
back, but I don’t remember writing it.
Where does it come from? Eighty percent
of the album is the original demos with
vocals done in one or two takes. I'd listen to
it and not even know who’s singing. Glen
and I would just look at each other.”

You must have been thinking about per-
sonal compatibility as well as musical skills
when you picked your band.

“Definitely. I knew what to look for
because I’d been in certain creative rela-
tionships that weren’t positive, where
somebody had a dark karma, or where
people were controlling and cruel. I just
vowed I wouldn’t spend any more time
with people like that. I auditioned about
fifty people. They had to be great musi-
cians, because some of the chord changes
* roll. But they
also had to have great spirits. At the audi-

aren’t straight-ahead rock ’n

tions, I was trusting my intuition a lot.
They turned out to be even better musical-
ly and spiritually than [ expected. We’ve
become a mutual admiration society.”

Do you plan to write with them?

“I want to try it. I just remember how
long it took me to find the compatibility I
had with Glen. I'd be an idiot to think that
just because I get along with someone I'd
necessarily have that creative magic. There



are a2 million elements that have to be in
place for that to happen. But I look for-
ward to trying it out.”

There’s a line in “Not the Actor”: “1
don’t want to be adored for what I merely
represent to you.” Ever talk to your boss
Madonna about image vs. reality vs. per-
sonal relationships?

“So weird you’d ask that, because I was
just thinking of her. And I thought, ‘If any-
one could understand that, it would be
Madonna.’ I feel for her, in her position.”

The next time you go with a guy, he’s
going to worry you'll demolish him on
your next album.

“Yeah. When I have sex with a guy now,
I worry that if I scratch my nails on his
back, he’ll think of “You Oughta Know.’
I’m never going to write another song like
that.” Pause. “Well, I can’t promise that.”
Well-enunciated laugh.

WE DRIVE TO Dallas the next day in a
van. The album having exploded long
before anyone expected, they don’t have a
tour bus and are traveling at a level of luxu-
ry that should earn them some of that
“indie cred” that Taylor doesn’t give a rat’s
ass about. Taylor’s in the front seat, listen-
ing to Jeff Buckley on his Discman, play-
ing air drums, grunting at the good parts,
and every three minutes coughing a fine
sputum spray of Toejam and Streptococ-
cus Pestilence into the air conditioning.
Alanis sits in the second seat, listening to
her complete collection of albums by Joni
Mitchell (a recent discovery). The rest of
the band is packed into the third and
fourth seats. Stuff is piled everywhere.

When we make a pitstop at a roadside mar-
ket, Alanis wants to know what everyone in
her band is eating. Then she wants to smell
everyone’s Gatorade. Not taste it. Smell it. [
didn’t ask why. Then she wants to know
what I’m eating. Referring to my twenty-
ounce Diet Pepsi, she says, “I thought we
agreed you were quitting caffeine.”

“Nah. We agreed I was thinking about
quitting caffeine for about the four mil-
lionth time.”

“Well, 1 think you should write your arti-
cle alone, without any crutches,” she says.

Which is really annoying.

But I forgive her that night at Trees, a
small, massively oversold club. It’s a great
show. Taylor does his funkified Keith
Moon thing, Jesse does his funkified Pete
Townshend rhythm thing, Chris does his

jazzified John Paul Jones bass thing, and
Nick takes care of the David Gilmour
spacey bluesy lead thing. Alanis does her
Joni Mitchell possessed by Satan thing.
The band is the second coming of Jane’s
Addiction. The crowd screams along with
a whole lot more than just “You Oughta
Know,” a sure omen that the album has a
long future on the charts.

Later I end up talking to Salena
Copeland, seventeen, who's the yearbook
editor at Pleasant Grove High School in
Texarkana. “Her music applies to me, and it

applies to everyone everywhere,” says Sale-
na. “Every single song applies to your life.”

“Everyone everywhere? She seems pret-
ty angry about some of the men she’s been
involved with.”

“Yes! They’re all assholes! And they
deserve to die!”

And Salena proceeds to tell me a very sad
story about this boy who lied to her and left
her for an older, married woman. But it’s not
nearly so sad as my flying back to New York
and coming down with the Toejam and
Streptococcus Pestilence three days later. /%
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Ihe Mackie CR-1604
16x2 micilin2 mixer is
getting dangerously
close to becoming a pro
audio classic.

Not because it has the
most mic inputs, knobs,
buses or switches —
others have long since
topped us for sheer
numbers of doo-dads
and thingamababs.

No, the CR-1604 has
ended up in so many
studios and on s0 many
stages because it sounds
good. And tecause it's
downnight easy to use.

More than any other
component, your mixer is
the focal point of all your
creative efforts.

Ifit's complicated to
operate, you've just
erected a frustrating
barrier between you and
your music. If it's noisy,
everything ‘hat's
recorded witl be noisy, too.

When you'r2 looking
for an affordable,
compact mixer that's
good enough to regularly
record complete albums
and primetime TV
soundiracks, call us toll-
free (M-FE00AM to SPMPT).

You'll talk to areal
person whe'll send you
our 48-page color tabloid
complete with a To-page
hook-up and applications
guide.

Then start exercising
your musical creativity
with the mixer that's
becoming a classic for all
the right reasons.
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ULTRA-LEW NUISE. When you compare
noise specs, look for the one that
counts: all 16 channels up at Unity
Gain — not one channel at Unity
gain. No other compact mixer beats

RULTI-FUNTTION AUX SEMD SYSTEM WITH
LOADS OF BAIN. AUX 1 on each channel
can be used either for effects

{ post-f‘ader/pre—EG) or switched
to monitor sends for stage

the CR-1604 when it comes to low = monitor or headphone cue signal

nojse floor. ,”
/ ‘

THE PCRFECT MATCH FOR
A0AT, 4-89s AND HARD DISK
RECORDING SYSTEMS. We'd dearly love
for you to buy one of our BeBus
in-line consoles, but the CR-1604
makes a very effective B-track
recording rixer. The CR-1604's first
eight channels have post-fader
channel inserts (channel access).
This VERY important feature is
found on few other compact mixers.
It lets you create a “split console”
s0 that you can simultaneously
track on eight channels and
monitor/mixdown on eight more.

EXPANDABILITY #f you add a second or
third digital muttitrack, you can use
one or two additional CR-1604s with
our MixerMiser active combiner. It
lets you run 32 or48 channels
without having to ‘cascade”

the mixers.

g

(pre-fader/pre-EQ). AUXs 2 thru 6
are post-fader/post EQ. AUX 3
and 4 knobs can be shifted to
AUX 5 and 6 at the
touch of a
button.

INPYTS AND OETPUTS
AT PROFESSIONAL — NOT
HOBBYIST — SIGNAL LEVELS, The
CR-1604 operates Intemally at
industry-standard +44Bu levels to
help reduce noise. But it can also
handle the weaker ~104BY levels
found on some digital multitrack
machines and other equipment.

Mhis is no idle boast. Consider these tours
for starters: Madonna, Rolling Stones.
BoyzlIMen, Whitney Houston. INXS, Janet
Jackscn, Peter Gahiriel, Bette Midler, Bruce
Springsteen. Paula Abdul and Moody Blues.
Mention in this Ust denotes useage by band
members or tour techs and in no way
constitutes an endorsement oy the artists
mentioned.

2More fine print: Mention in tnis ad denotes
useage as reported to Mackie designs and
in no way denotes endorsement by the
artist program or production

company listed.

Split monitor
configurable for
easy 8-track digital
tracking & mixdown

Used on more

stiperstar world
- tours in the last three
years than all other
MUSICAL 3-BAND EQUALIZATION. The compact mixer .
CR-1604 redefined equalization | brands combined
points for compact mixers: 12kHz '
Hi EQ (instead of 10kHz) for 3 ’
more sizzle and less aural ¢ Legendary .
fatigue, 2.5kHz Mid (vs. 1kHz) st.udm-qua.llty
for better control of vocals and ‘ discrete microghone
instrumental harmonics, and preamps
80Hz Lo EQ (instead of
100Hz.) for more depth and 1

Used by members

of the Tonight Show
band. David Letterman
band, Conan D'Brien
band. Saturday Night
Live Band?

less “bonk.” Others have copied
these EQ points, but none have
successfully emulated our
quality equalization circuitry.

It costs us more, but the
result is zero

phase
distortion and §
a sweeter, — —~ Expandable with
more musical XLR10 Mic Preamp
sound. It's Expander & Mixer
another Mixer active combiner
reasonthat g
the CR-1604 is §
a favorite of Used by Fox Television
TV and film Sports for Monday
soundtrack Night Foothall
scorers. on-field sound?
o LEGENJARY
MICROPHONE

Buitt-like-a-tank
() ' physical construction
# #/it's too darned homely
't be fragile)

PREIMPS Instead of
sixteen ‘acceptable” integrated
cireuit microphone preamps, the
CR-1604 features six big-console-
quality preamps. . .the same mic
preamp design that's on our
acclaimed &eBus consoles. You get
tremendous headroom and
bandwidth with less noise and
distortion. If your particular
application requires more mic
inputs, simply add our XLR10 10-
Mic-Preamp Expander. Both it and
the CR-1604's internal mic

Used for seund
design and incidental
musical scoring on
the world's most
popular TV shaw

Special mix amp

preamps have real and verifiable architecture for twice
specs of -129.5 dBm ELN, the mixdewn headroom
300,000Hz bandwidth and of other designs
0.005% THD. No wonder several of

the world's top microphone

marnufacturers use Mackie
Designs CR-1604s to demo their
finest condenser mics
at trade shows.

—— &4 16220 Wood-Red Road NE © Woodinville ® WA © 98072 \80[1/398 3211 <O 206/487-4337

{, mackie.com e Outside the US, {, 206/487-4333 © Represented in Canada by S.F. Marketing &, 800/363-8855



BY
LESLIE J. BOCK

WAVE OF
A N\ ! IMAGINE 4 # £

% being able to access your favorite /4
< radio program online from anywhere in the world, 7/
live, without delay, with FM quality sound or better. Or how
L  about having your indie band heard by a global audience of millions ¢
of listeners—all potential purchasers of your music. Or maybe you want
to set up your own independent station on the "Net. You can do all this, and

more, today via online radio. And with analysts predicting the number of homes

—
r

equipped with computers and modems growing to 34 million by 1998, this is just
the beginning.  “By the year 2000, online radio will be commonplace. There’ll be
o AM,FMand online—each with its own revenue source and programming >

- mix,” claims Michael Rau, president of Radio Data Group, a subsidiary of (N

(4 EZ Communications whose 21 radio stations will all provide Inter- N
‘V& net access by year’s end. And Howard Gordon, president Xx
" of the Arroyo Grande, CA-based Xing Technolo- ‘V\
4 S gy, makers of StreamWorks, the revo- \
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BY FRANCISCO CARERAS
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real-time  audio
software, says, “We
expect to have over
100 radio stations
on the Internet with
live and on-demand
broadcasting by the end
of 1995.” To fully grasp
where online radio is head-
ed over the next five years,
consider the technological
advances driving the medium.
Advances in online radio software
technology virtually happen “overnight.”
Companies such as Seattle-based Progressive
Networks, creators of Real Audio, and Xing
Technology are running neck-and-neck for the
latest breakthroughs.

The Internet’s first 24-hour online radio
station, Radio HK, developed by Hajjar/
Kaufman Advertising’s New Media Lab,
debuted this past February, with a playlist
devoted entirely to the music of independent
bands. At first it took 25 minutes for every 5
minutes of audio downloaded off the *Net
using a 14.4 kilobit-per-second modem (the
common modem at the time, an arduous pro-
cess), which gave you extremely poor sound
quality to boot. But then a few weeks later, the
breakthrough technology of RealAudio
enabled you to use your computer, modem
and a voice-grade telephone line to browse,
select and play back audio on-demand—in other words, imme-
diately. This technology was based on a streaming process that
sent compressed data at regular intervals so that it could be
received, decompressed and assembled in a timely fashion.
Although the sound quality at playback was strictly AM, it was
an advance over the slow process of downloading.

In April, Radio HK began using RealAudio. As a result, "Net
browsers could easily access prerecorded programs from the
server—not as with traditional radio, at time of broadcast, but
“on-demand.” Despite the obvious benefits to the listener, some
advertisers squirmed at the concept of radio transmitted through
a computer: the idea was too new, the audience still too small, the
risk too great. “It’s not economical for radio stations to go global
now . .. there’s no money in it,” noted Phyllis Stark, managing
editor of Country Airplay Monitor. They could not yet fathom
online radio’s potential for an avid listenership, alternative pro-
gramming and advertising revenue. What was needed was real-
time delivery of audio and better sound quality for people to be
convinced. So the advertising community held back and waited
for the next breakthrough in compression technology. And
overnight it came. It was called StreamWorks.

StreamWorks is a product designed to provide real-time deliv-
ery of high-quality audio (and video) live and on-demand. It
works by mimicking actual radio broadcasting through
advanced compression techniques and the use of larger band-
widths. The basic foundation of StreamWorks is the concept of

way togo."
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tion CO-ROM in Germany,” says
vocalist/bass player Allen Lorry of the
San Francisco-based rock band, Riots of
Boredom. “We also got a booking agent
in Holland,” he continues, “And when we
toured England, people who came to see

us told us they came because they listen

tous online.” Lorry's advice to indie

bands: “Do it; get online now. It's the

“streaming media,”

which delivers both

live and on-demand

audio in real time
without having to

download audio files
to local disk drives.
Users can hear audio
while it is being transmit-
ted instead of waiting for a
file transfer to take place.
StreamWorks  technology
allows online radio stations to per-
form live broadcasts on a global scale and
provides the listener with FM quality sound or
better by expanding bandwidth capabilities.
“It’s a matter of how much you want to pay the
telephone company for the line,” explains Eric
Redemann, vice president of Xing Technology.
“For example,” he continues, “if you have a
14.4k modem, you can get 8k mono sound; if
you have a 28.8k modem—fast becoming the
standard—you can get 22k mono sound,
which is better than AM but not FM sound. If
you have an ISDN (Integrated Services Digital
Network) phone line—available now in most
cities and probably all by the year 2000—at
56k per second, you can get 22k stereo or 44k
mono sound, which is good quality. Some time
soon, we anticipate getting the full CD quality
sound of 44k stereo.”

Expect at some point in the next few years to
have stereo sound capability from your computers. But as far as
what else the “techies” have in store for us
in the beginning of the 21st century,
they’re not talking—the competi-
tion is too fierce.

LESS THAN A year after Radio
HK went online, many broad-
cast radio stations now prolif-
erate in cyberspace. Radio HK
boasts a listenership of 55,000
and expects this to grow
immensely after it launches live
radio by the beginming of 1996,

complete with a disc jockey, new
programming and broadcasting
to a worldwide audience.
“Itisn’t the ability to broad-
cast live as much as it is the abili-
ty to have huge numbers of
simultaneous listeners,” says
Norman Hajjar, president of
Radio HK. “More listeners
interest advertisers and bring
revenue, which in turn pays for
DJs and better forms of pro-

wenty-five year veteran of the
indie music scene Robert Dan-
ziger from the Los Angeles-
based band Danz/Beat says,
“After having my music played over
online radio, | received many inquiries
from listeners including one from a music
industry person who offered to do promo-
tion for me.” And he feels that online

radio has much promise for the future, “I

think that in 5-10 years it will be the pre-

ferred medium of distribution.”




ACCESS RADIO HK

ere's how to access Radio HK. Through a PC,
it's.best to use a 486/33 SX computer or bet-
ter with Microsoft Windows 3.1x, a sound-
card with.a Windows sound device driver and

a Winsock-compliant TCP/IP protocol stack.
Through a Mac, it's best to use a MacTCP,

system 7.0 or newer, Sound Manager 3.0 and a

Mac with a 68020, 68030, 68040 or PowerPC

Processo:.

gramming.” Radio HK still seeks indie
bands to play on their shows—something
regular broadcast radio will not do, even
online. By the year 2000, Radio HK
expects to be completely live and store
their programming on the server. With
live radio and storage of programs com-
bined, online listeners enjoy the best of
both options.

Why do radio stations deem it neces-
sary to go online at all? After all radio can
be listened to anywhere, mostly by peo-
ple wha are doing other things. But that’s
exactly the point—if you’re working at
your computer, why not tune in through
your computer? “If people are spending
more time with their computers, radio
needs to be there,” explains Michael Rau.
Now with technology providing the live
audio on-demand capability for radio as it
is actually occurring, radio stations are
beginning to notice the future prospects
of this new medium.

“I’'m very excited and optimistic about
the future of online radio,” says Daryl
O’Neal, operations manager of KUTZ
radio in Austin, Texas. He imagines peo-
ple in offices, especially those whose
employers do not allow radios on desks,
tuning into KUTZ through their comput-
ers and continuing to do their work while
simultaneously listening to his station.

“We’ve just boosted the actual capacity of |

our station to reach a wider audience.”
We all know what that means—more rev-
enue for programming.

O’Neal is gerting involved with inter-
active radio as well. His version incorpo-
rates images of listeners “driving in their
cars [who] hear an advertisement, press a
button on the radio, get a coupon right
on the spot coming out of the radio,
drive to their nearest retailer and pur-
chase the product. I fully expect this by

}

the year 2010 in all automobiles and it’s |

vapretmnunodranhead
Kousticon R'shell. For instruments that

12804 Raymer Street. North Hollywood, €4 91605
(8 ‘,)‘l{“/t,’}\)

“...one of contemporary music’s most committed innovators,
transforming an unusually constrictive artistic base
the three-minute radio-friendly pop song
into cosmic territory.” L

“If you listen closely to these brilliant reinterpretations
of his old songs. you'll know everything you need to about
the elusive Mr. Wilson ... one of the most enigmatic and

endearing characters of these times.”
Dou Was. Producer

BRIAN WILSON
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CANDLEBOX
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Humane Society of the United States that will be used for
proactive programs conducting, promoting and
Sfurthering spay and neuter efforts for cats and dogs.
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actually \
happening

in Japan right
now.” Of course
cars need to be equipped
with digital radios for
this to be effective. But,
according to the auto-
makers in Detroit all
American cars will offer
digital radios within the
next ten years, thereby
making interactive radio
a reality in the United

States. from all over

Over the past year,
record companies as well
as record retailers have
been offering consumers
the capability to pur-
chase music online
through their respective websites. Look
for this to be a profitable experience for
online radio stations, too. Norman Haj-
jar plans to take his program, The Indie
Listening Jukebox, which now allows
listeners to select specific songs or put
together playlists of songs in any se-
quence, into the 21st century by offering
a “credit card validation component” at
the bottom of the computer screen so
music may be purchased on the spot.
Indie bands in particular can appreciate
the possibilities of being heard and sell-
ing their wares this way. Long a fixture
in record stores, this listen-before-you-
buy option is expected to have a monu-
mental impact. And once the global
audience has access to this purchasing
power too, the opportunities for indie
and alternative bands will be greater still.

Broadcast radio stations remain skep-
tical. For example, Ted Edwards, pro-
gram director of WNEW-FM in New
York City, feels that “the great thing
about [broadcast] radio is that you can
take it anywhere without lugging
around a computer.” Edwards suggests
that people who sit in front of a com-
puter for fun “should get a life.” As of

‘(r; t'sironic that such an impersonal
g‘ﬂ medium as the computer has
,I;J gotten us more personally

Michael Hearst of the Richmond, Vir-
ginia-based band Fashion Central.
“We've been contacted by listeners
the world—even
Bosnia—who've'heard our music,” he

continues, “The Internet easily let's us

keep in touch with our fans and let's
them know what we're doing.”

writing,
WNEW-FM
still only provides
a website for its listen-
ers with a calendar of
events, station pro-

gramming informa-
tion, concert updates,
involved with our fans,” notes etc. You probably

shouldn’t hold your
breath waiting for them
to broadcast online.

On the other side of
the shore (figuratively
and literally) are those
who remain optimistic
about online radio and
its future possibilities
of amassing a world-
wide audience. “Peo-
ple who are listening locally are very
excited about being a part of an interna-
tional community,” claims Norman
Hajjar, whose Radio HK broadcasts to
all 50 states as well as 40 countries. The
whole world has opened up to radio sta-
tions for alternative programming for-
mats, new listeners and advertisers,
where stations can now target program-
ming to reach specific demographics
wherever they might be located. Radio is
clearly moving past the local level. But
trying to get stations to speak freely
about their future programming con-
cepts was like asking the “techies” about
future innovations—they, too, are not
divulging any secrets now.

So what will the listener’s life be like in
the brave new world of online radio?
Let’s say you’re in England and you’re
homesick for the lovely voice of Howard
Stern. Get yourself to the nearest com-
puter and access the show online. Oops,
you forgot about the time difference and
when you tried to access the show it was
already over. No problem. Go to the sta-
tion’s server and access it there where it
was stored just for people like you.

What about satellite radio, whose reach




already stretches overseas? Well, you can’t
get satellite radio through a computer.
And once the broadcast is over, if you've
missed it, you have no way of accessing it.
More importantly for bands in search
of new forums for their music, overseas
audiences are already lining up. WPLJ in
New York City broadcast a simulcast
satellite transmission of its show to Lon-
don this past August: Billboard described
the show as a huge success. So when |
KPIG in Monterey, California became the |
first 24-hour broadcast radio station to
broadcast online this past summer, it came

as no surprise. They’re using Stream-
Works to extend their reach and other sta-
tions are doing the same: WBAZ in Balti-
more, KWBR and KKAL in San Luis

Obispo, California, and EZ Communica- |
tion—owned Seattle stations KMPS and
KZOK are just a sampling of radio sta-
tions now providing alternate options for

ONLINE 'J
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their listeners.

One thing is certain: Traveling the
world on the information superhighway
expands opportunities for program-
mers, bands, advertisers and listeners.
And as each day brings new technologi-
cal advances, you can be sure online
radio will remain an integral part of
broadcast communication into the 21st
century and beyond. “We’re in the mid-
dle of this new revolution,” notes Daryl
O’Neal. “If you sit back, it’s going to
run you over.” M

POE

(cont’d from page 16] ~ moment only re-
inforced the feeling that there was some-
thing special here, that she was really
bright, that she had a lot of depth, charac-
ter, and real talent. We started talking about
books, and then we got into her influences
and how she evolved her own music. It
was wonderful.”

Their meeting was scheduled to last for
ten minutes, but much more time than that
elapsed before they even get around to

to hear “What's Inside”
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(code #114)
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playing her tape. Interestingly, both Poe
and Fishkin described themselves as “ner-
vous” as she popped her cassette into his
machine. The first cut was “Hello,” now
the opening title on her album, done entire-
ly by Poe on her E-mu EPS sampler. “I was
just praying that the music would be great,”
says Fishkin, “because I knew that if the
music was on the money, all the other stuff
was already there. What I got right off the
bat was her voice, which was really distinc-
tive, and the lyrics. I got a sense of her ideas
in the jazzy, hip-hoppy stuff this particular
tape emphasized, although I was also
intrigued by some of her ballads. I didn’t
have to hear a lot to know that everything I
was hoping for and sensed from talking to
her was there on the tape.”

For Fishkin, Poe was an especially rare
find. He admits to signing far fewer new
acts than most A&R executives; his prefer-
ence is to wait for a truly rare artist and
then nurture them over along stretch of
time. “The advantage of working with a
small company like Modern is that I can
give extra attention to each artist, but I can
also deliver the large company distribution
of Atlantic. It’s a lot easter for a large com-
pany to sign a new act just from a demo or
from hearing the band live. They don’t
worry so much about how complete the
person is, because they have to have a larg-
er talent flow. They have to fill that
pipeline. So even if a band’s a one-hit won-
der, that’s okay. They can afford that, even
though history shows that the big fat
money deals fall on their face faster than
deals that are based on chemistry, under-
standing, and teamwork.

“The truth is, I have gotten tapes that
sounded good, but when I've met the
artists, I just sensed that something was
missing, that they’re just imitating what’s
happening. They sound good. They even
sound like a hit. But if they start talking
about images and packaging being every-
thing, or when somebody says, ‘We have
this tape, but if you want us to change the
music a little, whatever you want us to do,
we'll do,’ that’s the kiss of death for me.”

Poe concurs. “It’s not about being
friendly; it’s about being absolutely your-
self. People like the guys from Alice In
Chains are not nice and easy, but they are
real. So if you're looking for a label deal, the
best thing I can say is to not try to sell your-
self; the best sales pitch is to say, ‘Here s
who I am, this is what I do, and this is what I




would liketodo.”” —Robert L. Doerschuk

Plans are being made for Poe to launch a
national tour early next year.

RUDESS

[cont’d from page 16]  free hand, start
tapping half notes after every fourth sylla-
ble. If you’re like me, your tap will be more
like a good slap on the thigh. Don’t shy
away from the rhythm. Get down inside it.
When you’re secure with these patterns,
try this little twist. Change the vocal sylla-
bles to groups of three while maintaining
the eighth-note rhythm. Try singing Ta Ki
Ta Ta Ki Ta against the other patterns. Once
you’ve mastered these rhythms, hopping
on one foot while whistling Dixie in 7/8
and clapping in 5/8 will be a piece of cake.

Let’s incorporate some pitches now and
check out my custom composed musical
moment entitled “End The Hypnosis.”
Example 2 uses a looping bar of 7/8 as its
foundation, but has divisions of threes and
fours against it. On your instrument, play
the “sevens” first. Seven can be felt in
many different ways. The most common
division is four followed by three- 1234 -
1230orTaKaDiMi-TaKaTa

As you play the “sevens,” tap straight
quarters with your foot. You should see
that every two measures the downbeat
comes together. Putting 4/4 against 7/8 is a
cool rhythmic twist that can easily be
applied to your own tunes. Next, incorpo-
rate the top line of “fours” (half notes).
Maintain the foot in quarters while playing
the “sevens” and sing or play the “fours.”
Notice how after four bars the “fours” and
the “sevens” start in sync again. If you’re
ready for the next challenge, change only
your foot so it’s tapping three quarters fol-
lowed by an eighth.

For the capper, let’s check out the bot-
tom line of “threes.” First, tap straight
quarters with your foot and play or tap the
“threes.” Now add the “fours” to the mix
with your voice. Finally, play the line of
“sevens” if you have any body parts left.
O.K,, switch! The “threes” go to the foot,
the straight quarters to the hand. When
you're ready, sing the “sevens” in Solkattu,
play the “fours” and tap or play the
“threes” while your foot keeps the quarter.
Now scratch your head and wonder. If
you’ve gotten this far without pausing,
please contact me about playing on my
next project. M

your
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LET'S €O BACK to 1987. Sonic Youth’s newest
album, its second on the SST label, was Sister. Song
number two on side one was called “(I Got A) Catholic
Block.” If you know the song, take a moment to
remember the first time you heard it and what it felt
like. If you don’t know it, read no further. Run imme-
diately to the nearest compact disc emporium and pur-
chase a copy of the splendid DGC reissue, then run
back home and slap it on. Make sure you’re comfort-
ably seated. Ready?

This is the first sound you should hear: the hum and
buzz of electric current, as Thurston Moore and Lee
Ranaldo plug, unplug and replug their cables into their
guitars. Once a complete connection is made, the open
strings are left ringing for a few seconds. Tuned to some
incomprehensible interval, they produce overtones
that summon images of windowpanes breaking or
funeral bells tolling. Clearly, something very, very
scary is about to happen.

And here it comes. Steve Shelley launches an inside-
out drum pattern that sounds like the chattering of a
haunted assembly line. The song’s central riff quickly
follows. Menacingly catchy, it’s delivered by a clean
guitar with plenty of bite. Thurston’s voice takes up the
theme; his pitch is shaky, his tone a bit bratty, his com-
mitment undeniable. Kim Gordon’s bass
rumbles in at the same time, heavy and dis-
torted. Although the riff’s tonal center is
F#, Gordon hangs on a roaring C#, giving
the song an ambiguity and tension that
isn’t relieved for the whole time Thurston
sings. After the singing’s over, the band

pulverizes several
more hot riffs in
swift  succession,
ending with a brief
breakdown into pure
noise. Moore returns
to the mike with the
immortal words: “I
got a Catholic
block/Do you like to
fuck/I got a Catholic
block/I guess I'm
out of luck,” and the
band explodes again.
Left behind at the
end of this last burst
is one rapidly picked
guitar, a slide
perched beyond its
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“Lollapalooza
doesn’t cater
to people for
wihom music
is a priority.”

fretboard. Slowly, the
slide inches down-
ward as the band
comes back in, play-
ing one of the earlier
sequences at half-
speed. An acoustic
guitar moves to the
fore; the mood is pen-~
sive, unsettled. The
song ends abruptly,
but the guitars are left
to ring once more.

Three minutes and
twenty-five seconds is
all it takes, 3:25 full of
power and invention.
The sound is discon-
certingly strange yet
at the same time
familiar; writer Alec
Foege has called it
“tomorrow’s music
recorded yesterday.”
- Go back and listen
again. There isn’t much else to say. This is why
Sonic Youth matters.

Of course, the song doesn’t have to be
“Catholic Block.” It could be just about any
song on any one of their albums, from 1983’
Confusion is Sex to the just-released Washing
Machine. For this is perhaps the most remark-
able thing about Sonic Youth: They’ve always
mattered. Born in Manhattan amid the wreck-
age of punk and No Wave, they’ve worked dili-
gently to combine the two, arranging thrash
tunes like avant-garde composers, going for the
perfect mix of intellect and instinct. Every
album has been a progression in that quest, a
further step forward. They’ve never stopped reaching, and
they’ve never sounded like anyone else.

Considering the length and consistency with which this band
has dominated the underground, it’s only fitting that they were
the headliners of Lollapalooza 1995, bringing the true alternative
gospel to a new gang of kids. They didn’t get there by being pop-
ular or selling lots of records; their career has been the ultimate
slow climb. They’ve hardly made any concessions to the market-
place, and Washing Machine—a dazzling collection which gives
the holy ’80s trinity of Evol, Sister and Daydream Nation a run
for its money—suggests that they aren’t going to cozy up to the
mainstream any more than they already have. Sonic Youth made
it to Lollapalooza through the sheer depth of their influence and
importance. Just try and imagine the last 15 years in American
music without them.

Great athletes and great improvisers sometimes talk about get-
ting into a “zone,” a metaphysical place where mind and body
work together without effort, where everything happens just as it
should. Think of Michael Jordan draining an off-balance three-

PHGCTOGRAPHS BY JAY BLAKESBERG
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pointer and shrugging his shoulders in disbelief, or John Coltrane
floating over the rhythm of Tyner, Garrison and Jones, each phrase
following the one before with unconscious ease—that’s The Zone.
And that’s what Sonic Youth have found on Washing Machine.
Their trademark blend of rock-solid riffs, winsome melodies,
freaky noise and subtle group improv is now seamless. When the
Youth play, their music seems to breathe of its own accord, as if it
were generating itself. And it’s been doing so in front of big festival
crowds all summer long. Not a bad time to find your Zone.

Lollapalooza 95 ended at the Shoreline Amphitheatre near San
Francisco, homeland of the Grateful Dead, nine days after the
passing of Jerry Garcia. We spoke to Thurston, Lee, Kim and
Steve two weeks later for a summary of recent events, and Gareia’s
name kept coming up. Surprising? A little at first. But look closer
and you may find that when it comes to funda-
mentals, the Youth and the Dead are not so far
removed from one another. Read on.

KIM GORDON and Thurston Moore had a baby
in 1994. For that reason, their band didn’t do a lot.
Which meant solo projects galore. “Between the
four of us, we must have put out 10 or 12 things in
the last year and a half,” says Lee Ranaldo.
“Doing all that weird solo stuff freshened us up
and brought something back to the group.” Lee
worked with downtown dudes like Michael Mor-
ley and William Hooker, while Thurston put out a
solo album called Psychic Hearts, and Kim played
in Free Kitten, in which she plays
guitar rather than bass, a piece of
information that will soon become
significant.

Once the band had reconvened,
their first big decision was to record
somewhere other than New York
City, something Sonic Youth had
never done before. Several col-
leagues—]Jon Spencer, the Breeders,
Guided by Voices—were, in Lee’s
words, “talking up the vibe” of
Easley Studios in Memphis. “That
studio was built by the Bar-Kays in
the *70s, and it has that same feel
that you get from seeing old pic-
tures of, say, the Beach Boys in
those studios they worked at in the
’60s. It was built from the ground up as a studio, not shoved into a
loft space like most New York studios.”

“We were into spending little money,” Thurston says. “And
Easley was a little-money studio.”

The funky new surroundings were further enlivened by the
pronounced lack of a producer. Butch Vig was involved with the
Youth’s last two albums, Experimental Jet Set, Trash and No Star
(1994) and Dirty (1992), while Ron Saint Germain worked on
1990’s Goo. This time, the band felt like going it alone. “This was
the first record we’ve done on Geffen where the fewest possible
people were involved,” says Ranaldo. “It was just the four of us
making decisions. Usually when you’re putting a record together,
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“We didn’t

play standard

changes; we
didn’t use
standard
wining.

somebody’s always hovering over your shoulder. But this time the
record company never even asked for demos.”

By the time the band hit Memphis, their new material was pret-
ty well developed, having been fine-tuned on an eight-track reel-
to-reel in the band’s
Manhattan
space. (Two pieces on
the final album, “Panty
Lies” and the opening
section of “No Queen
Blues,” are taken di-
rectly from those New
York demo tapes, as the
band felt too much stu-

practice

. 99

dio polishing could ruin them.) The
one song there aren’t any demos of,
“The Diamond Sea,” was written
just before the sessions began. Steve
describes it as “the closest thing to a
spontaneous song that we did.”

But spontanecity is present to
some degree in all the tracks on
Washing Machine. Songs frequent-
ly veer off in unforeseen directions
rather than sticking to one set plan.
Shelley puts the approach in histor-
ical context. “I felt Experimental
had Sister-like tendencies. It was a
bunch of snappy songs. This one’s
going into Daydream Nation terri-
tory, with extrapolations and
extended codas. When we were in
the studio, we’d finish the bulk of a song and then something else
would happen, so we’d keep the tape going. That happened a lot. I
guess it’s something you don’t want to do on every album, or else
you're going to be known as that band that goes on for another
five minutes after the song’s done. But when the time comes, it’s
interesting to play with it.”

You can hear just how interesting it is on the album’s churning
nine-and-a-half-minute title track, which starts out riff-based, fades
into noise, jams out, then returns to more noise of an almost majes-
tic nature. ““Washing Machine’ came out of riffs that I had,” Kim
says, “but I never said to the guys, ‘Here’s a song.” It evolved gradu-
ally. We were more into letting the music go where it felt like going

PHOTOGRAPHS BY JAY BIAKESBERG
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SR SERIES SPECIFICATIONS

SR32¢4 32x4:2 Audio Mixing console!$2199*

Righ’t PA E"W-A"!' I Pﬁ:’j@ M E Stereo Reverb #1 would fit in this insert. See our new 20-page Application
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) o & © Noise (20Hz to 20kHz bandwidth. Line inputs to 575" %307 x 19 ¥

e o o o Main L/R outputs, ali channels assigned. panned L/R): {146 x 781 x 483mm)
) & o o Working SIN —90dBY Dimensions (txWx0)

e © o o Master fader down, Ch. gains down —94 7dBu 5.75"x39.25"x 19 e et et e gt aTe
) e ® o Master fader @ unity. Ch. gains down —87.4dBu {166 x 997 x 483mm)

e o o o Master fader @ unity. Ch. gains @ unity —83.5dBu )
) © © © Total Harmonic Distortion B R R R Ty .

e o o o (1KHz @ +14dBu 20Hz-20kHz. Channel inpub): w | He SOUﬂa
) @ o ® Any output below 0.005% i

e o o o Crosstalk (1kHz @ 0dBu. 20Hz to 20Khz bandwidth. quggtyfa nSde
) @ o ® channel in o Main Left outputs}: €aSE 01 USE S AP

e © o o Channel fader down. chs. 2- 2 at Unity —90d8 are second Ak T
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e © o © Frequency Response (any input to any output).
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e o o Mic preamp input +;lidgu .

All other inputs +22dBu . '
® o o *
"o e e plagiplaxsis rules! SR24+4 24:4:2 Audio Mixing console 1599
Balanced XLR outputs +28dBu Received :
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Impedances i 40.7 lbs (18.3kg)
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; box d
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©1995 Mackie Designs all rights reserved. Specifications subject to
change without notice. Alway fasten your seatbeit when mixing and avoid
playing too much speed metal dulcimer music during set breaks.

Introducing Mackie Designs'
new SR Series 24 & 32
channel live sound mixers.
8+Bus console features and
sound quality starting at just
51599 suggested retail.

your seatbelt.

Norld Re Jio Hi: orys="ssdie WA TR b, Sl

*Expecting 2 “catch™? There
isn't one. This is Mackie's
Suggested U.S. Retail Price
for our 24-channel SR24 4
complete with factory air.
dealer prep and licensing (but
not tax where applicable). Your
mileage may vary. Always fasten

Il!l!l!l]lilllli

swept mids & hi-headroom mic preamps
in a road-rugged console that's also

quiet enough for studio recording.

Life is full of compromises. But now your
mixer doesn't have to be one of them. For
little more than you'd spend on a cheap,
noisy “PA” mixer, you can own a full-
featured live sound console that's equally at
home in the recording studio.

Only Mackie Designs can make a claim
like that. But then, consider the SR Series’
distinguished heritage.
A direct descendent
of the acclaimed

Our new SR24e4 and SR32e4 mixers
share much of the electronic design and
features that have made our 8Bus consoles
an industry standard. They have the same
VLZ (Very Low Impedance) circuity that
minimizes internal noise and crosstalk.
SR Series mixers have the same high-
headroom mic preamps, faders with
the same precision logarithmic
taper — even the ultra-
responsive —20dB Signal
Present LED sensing
architecture found in the 8Bus.

Designed by live mixing veterans.
Greg Mackie defined the rock 'n’ roll PA
mixer at TAPCO over twenty years ago. To
this day. he still spends time mixing live
sound. So do a lot of other Mackoids (among
our employees are members of over a dozen
local bands). As with the 8¢ Bus, we built the
features WE'VE always wanted into the SR
Series — while keeping in mind that most

bands, clubs or churches or home project
studios don't always have big bucks to
spend for a pricey mixer. alter level settings during
SR24+4 & 32+4: Packed with stuff. agig.

We included extremely handy features
like effects foldback to stage
monitors, tape

Built like a
tank.

Finally. we
road-tested.
drop-tested
and drop-

kicked

SR24e4 and

3204
prototypes to make sure
that they could withstand
the rigors of touring. They
did. Because both models
include:

Double-sided, thru-hole-
Elated fiberglass circuit
oards

Beefy, well-secured internal
power supply

~— Impact-resistant knob and
5 circuit hoard configuration

Sealed rotary controls

Ultra-reliable surface mount
circuitry in critical areas

; — New long-wearing, wiper
/ material derived from automotive
sensor technology.

playback routing to main left/right bus
(other inputs are muted so that you can play
music during a set break without having to
change your bus and channel fader
sefting). . .and a new kind of
high-frequency EQ we
call "AIR.” We

Solid steet monocogue main

handy extras like a
separate rear mic input for talkback so that
you don't tie up a mixer channel. And TWO
headphone jacks — on the back so that
headphone cords can't catch on faders and

Bottom line: there's
never been a console value
like the SR Series. Read on
to prove it...
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Actually, with the powerful reverk algorithms in the
Alesis Q2", you can go to any room you want.

Q2 has the power to take your music to shimmering
halls, bright chambers, dark caverns, or anywhere

your creativity leads you. There’s 300 carefully-designed
reverbs, delays, EQ, pitch and special effects that
provide the high-end professional processing you need
without breaking the bank.

But the best reason to use a Q2 is the incredible flexikility
it gives you to create your own space. Because the place
where the music sounds the best - the room to be in -
might be the room you call your own.

1€,

"t love the Q2. I'm using it in the show every night.”
— Robert Scovill, 3 Time TEC Award Winner (Sound Reinforcement Enaineer)

“1 love that Q2. We're using the hell out of it.”
— Ray Bensoan (Asleep At The Wheel), Multiple Gecammy® Winner

Q2 is the presetter’s fantasy and the tweaker's dream.”
— Francis Buckley, Top Independent Dance/Pop Engineer

-

ASTER EFFECTS W/DIGITAL 1/O

World Radio History

Stereo or Independent
Dual-Channel Operation

100 Preset And 200 User-
Editable Programs

Octal Processing™—Up to
Eight Effects At Once, In
Any Order

24-Bit Internal Processing;
18-Bit D/A Converters;
48kHz Sampling Rate

+4dBu Balanced and -10dBV
Unbalanced Operation

ADAT® Optical Digital I/0

Custom LCD Graphic User
interface with Virtual
Patch Cables

NEW! version 2.0 Software
Now Features Up To 5
Seconds Of Sampling,

Plus Overdrive, Surround
Encoding, Triggered Pan
with Doppler and More!

Bsis1.usa.com




than we were on Experimental.”

The trend toward more straightahead
and concise material that marked Sonic
Youth’s previous albums for Geffen hasn’t
exactly been reversed on Washing
Machine, but it’s been subverted; the
album’s epic closer, “The Diamond Sea,”
features a tune as winning as anything
they’ve done in the *90s, but it sprawls on
for nearly 20 mind-expanding minutes.
Extended pieces are nothing new for the
Youth, but between “Diamond Sea,”
“Washing Machine” and the 18-minute

Bird. Trane.

“Elegy For All the Dead Rock Stars” on
Thurston’s Psychic Hearts, 1995 has
proven to be a year without precedent in
the song duration deparument.

LISTENING TO Washing Machine and
Experimental back to back, it’s hard not to
feel that that the songs on the new album
sound more like the product of a real
group. “It’s true,” says Shelley. “Definitely
on Experimental, Thurston presented his
ideas to the band in more finished shape
than usual. He'd say, ‘Play along with me

Jimi. Jaco.

The Great Ones
Always Give Us

Reason To Celebrate

BIRTIEIDAY
C ( N

THE BIRTHDAY CONCERT

Recorded at his 30th birthday concert, December, 1981
featuring the Word Of Mouth Orchestra
with Michael Brecker, Bob Mintzer,
Peter Erskine, Don Alias, et al.

Now in paperback:
Jaco The Extraordinary And Tragic Life Of Jaco Pastorius
By Bull Milkowskl

Warner Bros Jazz on the Intwmnet. JazzSpaceehttp ‘#www jazzonin «om?JAZZ/WBjaze htm
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HURSTON MOORE's favorite guitars are still |
Fender Jaguars and Jazzmasters. “it's
because they’re fong,” he explains. “I'm a
big guy, and | like long necks. But I'll play ‘
anything except a Steinbrenner [sic].” The
intense wind sound toward the end of “Washing

Machine” is courtesy of Thurston’s Mu-Tron

wah/vol pedal. (Thurston rolls the word ‘

“wah/vol” around in his mouth like a piece of
[ caramel.} As for amps: “l absolutely do not
favor one amp over another. | don’t even know
what { use. I've told my guitar tech to black out |
the brand names so | don't know what I'm play-
ing through.”

LEE RANALDY is a bit more gear-conscious.
First among his guitars is a mid-’70s Gibson
Les Paul Custom. “It’s been through a lot; when
we went on tour with Nell Young in ’'81, the
headstock broke three or four times and Neil’s
tech had to glue it back together.” Next are four
mid-'70s Fender Telecaster Deluxes, each with
two humbuckers. Three aluminum-necked
Travis Beans, an earty-’80s Fender Strat bought
just this summer, and a Gibson RD-1 round out
the electric collection, along with several more
Jaguars and Jazzmasters.

Pedals include a Realtube distortion, DOD
two-second sampling delay, Maestro ring modu-
lator {“Turn it on and you’re instantly in outer
space”}, t.c. electronics phase shifter, and
Lee’s personal fave, an old pinkish-purple
Ibanez analog delay. it all goes through a Fend-
er setup Ranaldo acquired just before recording
Experimental, consisting of a 100-watt Tone-
master head, 4x12 and 2x12 cabinets, and a
| separate reverb unit. “The Tonemaster's great,

because it's simple—one volume knob, not five

fucking gain controls.” And it's all-tube. Big
surprise, huh?

KIM GORDON doesn’t believe in carrying
around a lot of guitars. Her main six-string is a
mid-'70s Gibson Special, and her main four-
string is a '66 Fender P-Bass. Both go through

i a bass amp which she chooses not to identify.
| “’m not getting any endorsements,” she says
with a sly grin, “so just call it a no-name
brand.” All three gultarists use Ernie Ball
strings, bought in buik in gauges between .014
and .056.

STEVE SHELLEY’s main Sonic Youth kitisa |
Brady, with 51/2x14 snare; 12x12, 14x14, and
16x16 toms; and a 22" bass drum. But he’s also
got older Gretsch and Ludwig kits. “The Brady is
the biggest, the most involved, the most *80s rock,”
he says, Cymbals are Zikdjian, sticks ProMark 5As.




on this and see what happens,’ instead of
just bringing in some chords and having us
work on them for several weeks. This time,
because Thurston had just done a solo
record, he didn’t come in with a lot of pre-
conceived ideas, so we had to get together
as a group and come up with material.”

Much of that material was designed to
be played by three guitars. For the majori-
ty of the sessions, Kim put down her bass
and played six-string, as she did earlier
with Free Kitten. “It was shocking when
we started mixing,” Lee recalls, “because
when you mix, you always look for the
bottom end, and it just wasn’t there. But
we gotused toit.”

Getting used to the absence of bass isn’t
that hard. Kim’s detuned Gibson still covers
the lows, and the sheer density of the three-
guitar arrangements ensures that the music’s
got plenty of heft. There is something of a
historical precedent to this: Basslines were
more often felt than heard on the Youth’s
old albums anyway. “That’s because we
didn’t know how to make records that well
back then,” Thurston comments. “You
could say the same thing about the drums
on a lot of those earlier albums,” Shelley
pipes up. “The rhythm section as a whole
has suffered through the years on our
records. But we’re doing better.”

Speaking of drums, Steve’s parts are uni-
formly scintillating on Washing Machine.
“Junkie’s Promise” is particularly effective.
The force of the opening guitar riff leads
you to expect a fast beat, but when Shelley
enters, it’s with a creepy, staggering
rhythm that drags behind the rest of the
band. When asked about it, Steve simply
says, “Well, it’s a creepy song.”

The two most striking features on the
new album are prominent guitar solos and
smooth vocal harmonies. Most bands use
both as a matter of course, but for Sonic
Youth to employ them is nothing short of
revolutionary. “Stuff like that has always
happened,” Lee says of his upfront leads on
“No Queen Blues” and “Junkie’s Promise.”
“But I think we’re allowing it to sit in the
mix the way a lead guitar does more now. It
used to be a scary thing to think you had a
lead guitar on a song. We never wanted to
getinto that. I always admired Television
because Richard Lloyd’s and Tom Ver-
laine’s roles were never clearly defined; in
the same way, we liked it that neither
Thurston nor I was the lead or rhythm gui-
tarist. But now we’re just going according

to the song’s dictates.”

Not all the lead parts are Lee’s. The
crazy bends on “Washing Machine” are
Thurston’s. “That’s my big rock solo,” he
says with just a touch of sarcasm.

As with guitar solos, backing vocals
have been heard betore on Sonic Youth
songs; Kim and Thurston sing together on
Sister’s “Cotton Crown” and Lee accom-
panies himself on Goo’s “Mote.” But the
warmth and ease of the group harmonies
on “Unwind” and “Saucer-Like” is
unprecedented. “I like singing with Lee,”

Thurston says. “His sense of pitch is very
defined, whereas mine and Kim’s are not.
So it’s risky for either one of us to sing with
him, because we’re going to be wherever
we are. But when we do ‘Unwind’ and 1
hear him sing along with me, it’s like this
flashlight guiding me. I only wish I had a
beteer ear.”

With its lush guitar backdrop and deli-
cate melody, “Unwind” has got to be the
prettiest song this band’s ever done, and
“Saucer-Like” and the first part of “Dia-
mond Sea” aren’t far behind. “We’ve

Live scomsee

Bifl Frisell's first live album features his long
standing trio recorded at a creative peak during
their 1991 European tour in Seville, Spain. A cap
tivating performance, distinguished by impecca
ble musicianship, sparkling soles and excellent
sound quality

“It was a concert which transmitted an energy
and an emotional and hypaotic capacity that all
music lavers look for in live music, regardless of

genre.” —ABC, Spain

“Frisell is without a doubt the single most impor
tant guitarist in jazz, a genlus who is going te
have the kind of influence on the instrument Jimi
Hendrix and Wes Montgomery had before him.”
—Seatlle Times

| Am An Indian ecomsses

The Clusone Trio -- Michael Moore on saxo
phone and clarinet, cellist Ernst Reijseger, and
drummer Han Bennink -- has for years been
among Europe's most compeliing jazz groups.
Individually, they are three great virtuosos; as
an ensemble, their interplay comes close to
telepathy. Ferocious swing, tender lyricism
and daring sonic excursions mix effortlessly

GRAMAVIS 10 N e o o e s cm

st Marsska, Strve Cateman. 68 Frived. hevs {atants. Rovs futand} GCD 19406

Visit Witk The Great Spirit sco 7500
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always had pretty songs,” Lee says, “but
‘Unwind’ is special. It reminds me of some
Spanish guitar line.” By the way, the
tweaking sound in the middle of that song
is Thurston running a slide up and down
the strings of his Fender. “It’s right over
the pickup, so the sound kind of gets can-
celed out,” he explains.

The guitarists weren’t the only ones
making funny noises. Steve Shelley got into
the act, too. At the end of “No Queen
Blues,” what sounds like the clattering of a
cheap drum machine is actually Steve bang-

ing on a cracked cymbal resting on a pair of
congas. “Sometimes I’m hitting the cymbal,
sometimes the congas. The cymbal’s getting
muted by the congas, so it almost sounds
gated, but in an organic way. ”

Ask any bandmember what accounts for
Washing Machine’s more open sound, and
chances are the relaxed Mempbhis recording
environment will be near the top of the list.
“It’s just different down there,” Steve says.
“The air is different. And we were in a dif-
ferent frame of mind, not trying to over-
achieve or going too long each day.”

For his new album Emo has enlisted Jah Wobbls,

Britain's foremost master of deep dub, to transform his

exotic electronica into mesmerizing new rhythmic shapes.
for mail order infa call: Backroads Music 800-767-4748
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Echodisc 800-321-ECHO

check out the Caroline Records Web Site http://www.caroline.com
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“Making a record in New York is more
difficult,” Ranaldo says, “because people
always know where to find you. In Mem-
phis we were more removed. And the
town’s so steeped in music. We went to this
old juke joint in Mississippi. It’s Sunday
night, you drive down these dark roads for
an hour and out in the middle of this insane
darkness there’s a little jumpin’ shack and
all the cars parked on the side of the road.
You go in there and it’s like stepping into
1945. A group of old black guys playing
the most authentic-sounding lowdown
blues, people doing these suggestive
dances. It’s amazing that something like
that still exists today.”

The scene inspired Sonic Youth to create
its very first stage set, which debuted at
Lollapalooza: a facsimile of—what
else>—the battered plaster of a juke joint
wall. “We’ve never done anything as cheesy
as having a backdrop before, and we were
uncomfortable about it at first,” Lee says,
“but we got used to the theatrical aspect of
it after a while, and it worked great.”

“THE FACT that we were headlining Lol-
lapalooza was perverse,” says Thurston
Moore over a late breakfast at Jerry’s on
Prince Street in SoHo. “We’re not a super-
star band, more like a recognized brand
name. But the way it’s been set up is that
the real headliner isn’t the last band. The
second-to-last band is the heavy celebrity
band that all the kids want to see. Maybe
the people who are seriously into what’s
out there in weirdoville would stay for
Sonic Youth, but the MTV generation for
the most part wants to see Courtney say,
‘Fuck you,’ then go home.”

Kim Gordon, sitting next to Thurston,
adds, “I think most of the people who left
were jock types anyway, so that was kind
of good.”

“Second to last is a good spot on any
package tour,” Steve Shelley agrees, “but I
don’t think that would be true for every
year. If Neil Young had played after Hole,
people wouldn’t have had the same atti-
tude. But that suited us fine. People are
leaving all day; it’s a weird thing, but
you’ve got to psych yourself into it and
say, ‘We’re playing to more people than we
would on our own.” For a lot of people, it
was their first concert ever, and if they
made it all the way from Jesus Lizard to
Sonic Youth, what a first concert they had.
You know, the first concert I ever saw was



ELO and Heart at Pontiac Silverdome.
This was such a cooler experience. ”

ELO and Heart?

“Yeah, ELO had just come out with
Out of the Blue, the one with the spaceship
on the cover. That was a huge record. But
lost interest in them later when they
stopped sounding like the Beatles.”

Back to Lollapalooza. Thurston:
“Ampbhitheatres don’t really foster audi-
ence energy. A lot of kids don’t know
about getting reserved seating, so they’re
stuck all the way up on top of the hill.”

Kim: “Either that or they don’t want to
pay the money.”

Thurston: “Yeah. Beck referred to it as a
‘reverse mosh pit.” All through the day,
you'd see all these empty seats up front
and people sitting reading their programs
... and way up there are the moshers. And
a bunch of kids straining to see the bands.
But they can’t get down there. That was
the most stupid thing about the whole
tour: putting these high-energy club bands
in an environment made for James Taylor.”

Kim: “Halfway through the tour,
though, we worked something out with
the security guards to let people come
down, and that made a huge difference. It
was so much more fun.”

Thurston: “Lollapalooza doesn’t really
cater to people for whom music is a priori-
ty. [t’s more like Spinal Tap playing the
theme park.”

Kim: “Some of the kids are so young.
It’s shocking.”

And, as Steve points out, “They know
very little about us. Maybe they’ve seen one
of our videos on Beavis and Butt-head.”

Considering the makeup of the crowd,
playing several songs each night from an
album that hadn’t been released yet made a
kind of sense. But there was still something
subversive about it. Which, for this band,
was completely appropriate.

Lollapalooza was the occasion for
another band first. For the first time on a
major tour, the band was joined by a real
sonic youth, one Coco Hayley Gordon
Moore, aged 14 months. Thurston and
Kim seem to be adjusting reasonably well
to their new role as parents on the road.
(Having a full-time nanny certainly helps.)
“It can be exhausting sometimes,” Kim
says, “because she changes all the time. But
it’s gone pretty well so far.”

“She’s part of the road crew,” Thurston
says nonchalantly. “And she pulls her

weight. You know, there’s a lot of down-
time on a big tour, so it’s great having a
baby around to keep everybody enter-
tained. And she’s got a good temperament;
she’s not a squawking brat.” He pauses and
smiles. “Not yet. She’s learning, though.”

“I THINK, in a way, Washing Machine is a
preface to Jerry Garcia’s passing.” So reads
a quote attributed to Thurston in Geffen’s
latest Sonic Youth press bio. Confronted
with the statement, Thurston at first denies
saying it, then fesses up: “It was me being
flip. The key words are ‘in a way.””

“But at the same time,” Kim interjects,
“some nights after he died, you couldn’t
help but think about him.”

Thurston pauses. “I never listened to
Jerry Garcia’s music that much,” he says,
“but I've always liked him as a player. And
his whole approach to being a celebrity
was inspirational.”

“Totally non-sensational,” Kim adds.
“Even as a drug user, he was just not in the
media’s eye atall.”

“You know,” Thurston continues, “if
you listen to Sonic Youth next to the
Grateful Dead, they’re completely differ-
ent animals. But there does seem to be
some elemental thing we do that’s relative
to them.”

“The songs are different every night,” |

Kim suggests. “And we sort of jam.”

“We jam,” Thurston counters with
authority. “It was interesting that Jerry
died two weeks before we ended the tour,
and all that time we were heading toward
San Francisco. No, not interesting. It was
very heavy.”

Similarly heavy is Washing Machine’s
untitled ninth song. A brief instrumental
piece, it was originally the coda to the disc’s
opener, “Becuz.” For purposes of making
an accessible first track, the end of the song
was cut out and reinserted later in the
album sequence. Listen to the shimmering
guitar tones and vast waves of reverb, and
see just how easy it is to think: Fillmore
West 1968.

“WE WON’T work much on new material
for the next year probably,” says Steve
Shelley, “but when we get done touring,
we’ll finally get back to the basement or
wherever and start throwing things around
and rolling tape. Because we’ve got the
eight-track now, we tend to record more.
It’s a big part of our writing process, and it

—
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lets us attack things more experimentally,
like, “What if I don’t turn up this track?
It’s a lot easier than when we just had a lit-
tle cassette player with a built-in mike.
Trying to hear what the bassline is on those
kind of tapes can be tough.”

Lee Ranaldo describes how the Youth’s
division of songwriting labor works.
“Thurston generally brings in more riff-
oriented stuff, I bring in more chord
changes, and Kim brings in more weird
note patterns. But since almost everything
this time came out of tumbling jams, it’s

harder to discern who came up with what.
We don’t do lyrics until the music’s all
written, so nobody comes in with a riff and
two verses. It’s dealt with at first on a pure-
ly musical level.” Lyrics are tackled by
whoever sings the song.

The sounds of instruments other than
guitars are often inspirations in the writing
process. “We give parts names according to
what they sound like,” Lee says. “It might
be a gong or an Albert Ayler sax line. I'm
completely into bell sounds, I've got a big
collection of them on tape.”
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Another major inspiration, of course, is
the tuning of the guitar. It’s generally
believed that Thurston and Lee’s appren-
ticeship with composer/altered tuning
freak Glenn Branca was what set Sonic
Youth on the path of mangled tunage, but
Lee points out that his retuning experi-
ences began much earlier, when he was still
a tecnager in Long Island. “An older
cousin of mine taught me a few. Open E
was immediately great; even if you were a
novice, you could play a couple of trills
and sound amazing. And so many people
in rock use them—the Velvets, Neil
Young, Joni Mitchell, Keith Richards,
the bottleneck blues
playcers—that it never seemed like a foreign
thing. When Thurston and I started play-
ing with Glenn, that just recontextualized

never mind

itina conceptual way.”

Sonic Youth’s 1981 self-titled debut EP
is all in normal tuning; nothing has been
since. “Part of that was because some of
the guitars we had sounded shitty in nor-
mal tuning,” Lee says, “so it was better to
use them just as tone generators rather than
instruments to play C chords on. In retro-
spect, I think the luckiest thing that hap-
pened to us is that all through the *80s,
while the ‘revival of the guitar band’ was
going on and you had all those Long
Ryders-type bands coming out, we were
exempt from standard rock chord changes
because we didn’t play in standard tuning.
In those days, you’d put on a record and
there’d be a couple of cool songs, and all
the rest of the record would sound just like
those two songs.. Whereas we could switch
guitars and completely change the tonality.
We always had this broader palette to
work with.”

Ranaldo says he never thinks up tunings
in advance, but simply arrives at them
through instinct. “I’ll be hanging around
strumming and just turn the pegs until I get
a nice sonority happening. The same thing
happens when we’re rehearsing. If
Thurston’s playing an interesting riff, I'll
pick up a guitar that’s close to the tuning
he’s in and then start modifying it until
something resonates—the two of us hardly
ever play in the same tuning at the same
time anymore. From there, it’s a question
of figuring out fingering positions. Unlike
the way someone like Branca would work,
it’s always ears first, never concept first.”

“I only use four different tunings in
Sonic Youth,” Thurston reveals. “For my




solo stuff, [ use a fifth tuning and just
about everything’s in that. But it isn’t even
my tuning. [ stole it from Pavement.”

One of the longest-lasting of Thurston’s
four classic tunings—heard previously on
Bad Moon Rising’s “Death Valley *69” and
Goo’s “Kool Thing”—appears again on
“Washing Machine.” Two pairs of F#s
make up the bottom, the first pair an octave
below the second. E (a whole step below
the second pair of Fi#s) and B (in normal
tuning the 2nd open string, here the 1st)
round it out. On the same song, Lee’s
uned to A-F#-E-F#-E-B, a more complex
and lower-sounding version of Thurston’s
tuning, without the unisons. (The low A
should be the same pitch as an open A on
bass.) “The new tunings on this record
were mainly variations on earlier ones,”
Lee claims. “I have trouble remembering
them all, because the roadies tune the gui-
tars now and it’s not ingrained in my head
anymore.” Luckily, each guitar’s tuning is
written on the back of the headstock.

“If we're in a rehearsal situation,”
Ranaldo says, “and somebody starts play-
ing first, the others will ask, “Which guitar
are you using?’ Just so we have an idea
whether it’s eentered around Gs or Fs or
whatever. It’s a little less random than it
once was, but it’s still pretty fucking ran-
dom. And now that Kim’s involved on
guitar, it’s created more sound chaos
because she’s in a specific different tuning
t0o, where before she was playing a nor-
mally tuned bass.”

Kim uses one tuning consistently, the
same one she uses with Free Kitten, but
unlike her bandmates, she declines to
divulge it. Even Lee doesn’t know what it
is. “I think it’s got some Cs and Gs in it” is
his only comment. Kim’s one hint: “A lot
of the strings are very loose.”

LEE RANALDO is sitting in his new apart-
ment, within firing range of New York’s
City Hall. The room’s full of boxes; he
moved in just before Lollapalooza started
and didn’t have time to get set up. The
unpacking may still have to wait. Sonic
Youth are going to Europe next wecek for
two concerts, one in Barcelona and one in
Paris, and Lee is preparing to go to Moroc-
co for the first time. The Master Musicians
of Jajouka are on the stereo, and a docu-
mentary featuring writer Paul Bowles
commenting on Moroccan culture is
rolling on the VCR.

I

H
}nrru

! ) y !
‘ m‘.,‘.‘,)i‘i‘.w ,

N CAREFULLY...

You're about to hear what two users are

saying about the Stedman N90
studio microphong e

mething
happenmg in the high end that | actually prefer
over my expensive tube miecs.”
Danny Wiide, The Rembrandts

“l used to use 57's to mike my AC 30, but the N90
~ brings out so many more nuances, it's incredible.”
Phil Solem, The Rembrandts

0 gﬁ*%ﬁ. z’

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

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

1-800-873-0544

STEDMA 4167 Stedman Dr
Richland MI 49083
CORPORATION

Phone 616-629-5930 « Fax 616-629-4149

N DECEMBER 1995 57




Of all the members of Sonic Youth,
Ranaldo seems the most pleased with
Washing Machine. “It’s probably my
favorite album since Daydream Nation.
It’s sprawling in the way Daydream was.
After that record, we got more tight-fisted
about recording. It was good experience,
but it’s great now to say, ‘We won’t retake
cach guitar part ten times until every note
is fixed.” There’s bum notes all over this
record, stuff that’s out of tune. But it’s use-
less to worry about that. We’re going for
something more immediate.

“I'don’t know what was going on when
we made the last record, but there are more
songs on it where we came up with one riff
and made a song out of it than we’ve ever
done. Some of them work, some don’t.”

(Thurston, on the contrary, stands defi-
antly behind the Sonics’ last album. “I
think Experimental’s got a great feel to it.
The problem people had with it was that it
wasn’t noisy. They said, “This isn’t experi-
mental.” But what’s experimental? Anyone
can make a fucking racket.”)

Had the band felt a need to make their
songs more accessible once they’d signed

with Geffen? “Certainly with Goo and
Dirty, we were trying to make records that
were more produced, more rock-sound-
ing,” Lee answers, “but it wasn’t complete-
ly conscious. Some of that came from
hanging out with Nirvana and Mudhoney.
Those bands would come out and rock
from first song to last. It was inspiring, and
it made us want to play that way. But look-
ing back on that period, there was another
side to us that was more delicate, less balls
to the wall, that was getting lost in the
attempt to keep up with these full-on
garage-rock bands. With this record, we've
come back to that side.”

Lee reveals that the names of Neu!, Can
and other ’70s German progressive bands
kept coming up during the Easley sessions.
“I also started telling people what we were
doing now sounded like Pink Floyd. It was
a joke at first.” The very “Interstellar
Overdrive”-like middle sections of
“Washing Machine” and “The Diamond
Sca” suggest that the joke was based in fact,
as does the Syd Barrett boxed set promi-
nently displayed next to Ranaldo’s sterco.

Another drug-tormented ’60s icon soon

makes his way into the conversation. “I'm
sorry I didn’t get to Haight Street to see the
memorials,” says Lee. “That last week of
the tour, though, it was definitely hanging
over. We dedicated ‘Diamond Sea’ to Gar-
cia just about every night. [ wrote a piece
about it in my tour journal, because the
Dead definitely meant something to me. I
guess what I liked about them has some
kind of confluence with what we do. It’s
not in the way we play, but in the fact that
both bands had a lot of open playing sec-
tions where you knew you were going to
start here and eventually get there, and the
way that you got there was left up to the
musicians. With the Dead, there were long
stretches where you weren’t listening to
pop songs. You were listening to people
playing music. And that’s what we’ve tried
to be about too.”

The talk turns to how Sonic Youth had
been asked to do Lollapalooza before, but
not as headliners. “We wouldn’t have
agreed to do it this time either if we weren’t
on top of the bill,” Lee says. “That’s not
because we feel we’re the best. It’s just hard
for this music to exist in the daylight hours.
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A lot of bands get sold short because of
that. And because the light show was
expanded this year, we really needed the
darkness. We had backdrops and weird
constructed lights, and that made a differ-
ence. I've got a video of the last show that I
haven’t seen yet. Want to check it out?”

A couple minutes later, we’re in the
midst of the Shoreline concert. Three big
spheres hanging from the ceiling contain
banks of strobe lights. One chain of lights
is against the back wall (the one that
looks like it belongs in a juke joint);
another string of lights is out front, plus
moving lights on the sides. Occasionally
Lee comments on the proceedings:
“Here’s the part where I change guitars,”
“Wish I could remember what the tuning
on that Les Paul was.” Gradually, the
comments become more fanlike as for
the first time, the performer sees the
show from the vantage point of the audi-
ence. “We never saw any of this onstage,”
he remarks with a smile. As the lights
flash wildly back and forth during “Dia-
mond Sea,” Ranaldo goes quiet. “Wow,”
he says. “Psychedelic.”

“IT’S LIKE getting married,” says Lee
Ranaldo about Sonic Youth. “There’s
something about what we can do together
that’s further confirmed by the solo things
we do. We’ve built a language up over a
long period, and it’s great to step on stage
with 10 or 15 years of dialogue behind you.
Everybody knows the point we’re starting
from and where we could go. Sometimes
that’s a hindrance, but most times it’s free-
dom.” Sounds almost like something Jerry
Garcia might say, doesn’t it?

All right, all right, so you’re getting tired
of these crazy references to the Dead and
how you’re supposed to think they’ve got
something in common with Sonic Youth.
Obviously, it’s unfair to both the Youth
and the Dead to draw too close a parallel.
Sonic Youth’s music rarely sounds as
happy or laid-back as the Dead’s can. They
don’t have an extended family following
them around the country. They don’t often
wear tie-dyed clothes. And the under-
ground scene in which they toiled
throughout the *80s has little to do with the
counterculture that embraced Garcia; it’s
so much less optimistic, so much more
fragmented, so hard to easily understand.

Yet the temptation to connect still
lingers. For different as the details may be,

the aesthetic core of these two great Amer-
ican bands lies in the same uncharted
region, the same Zone, if you will. Could it
be that a child of Lower Manhattan in the
dark Reagan/Bush days is the true inheri-
tor of the Haight-Ashbury spirit?

In at least one sense, the answer is yes.
Remember that Lee said the Dead were
never about pop songs, they were about
people playing music. Likewise, Sonic
Youth have never been about pop songs.
They’ve never been about No Wave or
punk or rock ’n’ roll, either, even though

all of these have been important in their
development. Like the Dead, they are
about people playing music.

Thurston Moore puts it this way: “I like
playingin a rock band, but I don’t have a
purist ideal about rock ’n’ roll. I would
never want to feel that I or Sonic Youth
would have to prove ourselves as an
authentic rock *n’ roll band. That’s silly. We
started out wanting to play rock ’n’ roll,
that’s our basis. But we’re getting away
from that. And the more we get away from
it, the better.” M
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icons from that rapidly recedig era gather in
a New York rehearsal studio. [ts quiet here at
S.LR. The walls are black, the air conditioning,
a subliminal whisper. The guys look like
throwbacks to a gentler time, a time even pre-
dating jazz, when clecrricity was a rumor and
music a chamber delicacy. On the far left,
Jean-Luc Ponty, a pioneer on the clectric vio-
lin, cradles a beautiful instrument erafted 200

years ago in lalv; its sound is sweet and full,

unfettered by amplification. Next to

Ponty, Stanley Clarke plays a century-old
German flatback bass; the gleam of its auburn

BY ROBERT L.
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finish reflects in the glasses balanced at the tip of Clarke’s nose.

And to the right, Al Di Meola sits with his Ovation behind a
couple of stompboxes and MIDI pedals; these, and the rack
behind him, are the only reminders of the position he shares
with his colleagues as a master of high-energy electric jazz. His
guitar parts, except when enhanced by a bit of the Blopipe
sound on his Roland module, are as fully acoustic as Django’s.

For the time being, this trio has pulled the plug and gone back
to its pre-technological roots. Their eponymous album, The Rite
of Strings (Gai Suber, dist. by IRS), celebrates the texture and
nuance of acoustic music. Through original compositions, rang-
ing from the riff-oriented “Morocco” to Di Meola’s intricate
“Chilean Pipe Song,” they revive the Hot Club’s seductive tim-
bres but enhance them with a bracing virtu-
osity, imagination, and a fine-tuned sense of
interplay.

It’s as far as you can get from the distort-
ed, echo-drenched lines Ponty wove with
Frank Zappa, the Mahavishnu Orchestra,
and his own bands. Yet his acoustic work
draws from the same postbop well that’s
nourished him since the ’60s. Di Meola’s
playing is more reflective than the hyper-
ventilated bursts of his prodigy period
with Return To Forever; the chops surface
now and again, but one recognizes Di
Meola’s personality now more through
ideas than sheer speed. And Clarke’s
astonishing command of the upright bass
mixes the free-ranging electric style he
helped invent in RTF with traces of his
totems on acoustic, Charles Mingus and
Ron Carter.

Now they’re wrapping up a read-
through of one of their tunes. With eyes
glued to their scores, they build to a big fin-
ish. Clarke breaks up, his long arms
stretched toward imaginary footlights: “We
can’t play it that way. It sounds like . . . the
Fifth Dimension.”

Di Meola and Ponty back up and work through an interactive
passage. [t feels a little ragged, and all three begin talking about
how to fix it.

Clarke, holding up his hands to stop the music: “Guys, right
hereis where youneed to...”

Di Meola cuts in: “Remember that up-tempo thing we did
here?”

“Lemme hear what you’re doing,” Clarke says. He listens to
Ponty and Di Meola again, shaking his head. “Those chords are
not right. Shouldn’t Al have played a G chord?”

Squinting at the music, Di Meola asks, “Isn’t that an E there?”
Silence ensues as Clarke and Di Meola decipher the text. Then Ponty,
to no one in particular, sighs: “How did we do it on the album?”

That’s precisely what we were wondering too. During a break,
we sat down for drinks (Canadian Club for Ponty, Snapple for Di
Meola, fruit juice for Clarke) and an hour or so of talk about what
Rite Of Strings means to survivors of the fusion experiment.

AT T AT P N T T

MUSICIAN: So how did the idea of doing Rite Of Strings come up?
CLARKE: Al called me. But we’d been fooling around with the idea
for the past five or six years, mainly because Al and [ had all these
bills. We were broke!

Di MEOLA: Actually, we did it for Lenny. (laughter] We thought,
“Let’s go do some gigs for [ex-RTF drummer] Lenny White.”
And we got some money for him. ... We didn’t give it to him, but
we gotit.

CLARKE: We spent a lot of time trying to figure out how we were
going to play together.

Di MEOLA: It had to be the right concept. Stanley was always open-
minded to doing something, especially acoustically. It was too
obvious to do electric, too close to RTF. This way, going acous-
tic, would be more
interesting.

MUSICIAN: Obviously
you overdub yourself a
lot on the album, so
that you can play over
your own guitar comp.
Di MEOLA: But some-
times [ like to just play
a solo against the bass.
MUSICIAN: How do
you handle overdub-
bed passages onstage?
Di MEOLA: t’s not easy.
I just kind of make it
work.

MUSICIAN: Al’s acoustic
guitar is MIDled. Did
you ever consider going
a step or two further
toward the electric
realm on this gig?

Di MEOLA: Not really. So
much of what we’ve

DiMeola: “Doing what we do is very courageous.”

done over the years has been electric. Especially Jean-Luc. I
haven’t heard him that much in the acoustic format, so I thought
it would be great for him to do something in this context.
MUSICIAN: How much shedding did you have to do to get back
the technique you needed to make the switch from electric to
acoustic violin?

PONTY: Technically, there is no difference between the two. The
electric violin is exactly the same size as the acoustic, as far as the
fingerboard is concerned. The only difference is that on the elec-
tric you don’t control 100 percent of the dynamics, because it’s
going through amplification. An electric violin is really just a
normal violin that’s being amplified. In fact, I've always prac-
ticed at home on the acoustic violin and played electric with my
groups, and ’ve never had problems switching from one to the
other. Transferring my playing was only a mental question,
because I grew up studying classical music, so as soon as I would
pick up a classical instrument and hear that sound, it was difficult




Why We Put More Care Into Our Strings
Than Many Companies
Put Into Their Guitars.

No matter how innovative its design or how
meticulously it is crafted, a guitar is only as good
as the strings that power it.

. Strings are critical to a guitar’s tone.
gnﬁ,x‘::,:ll;o: 2 They Iitcral.l v “d rivc_" the sou ndboa'r.d, working
o together with the bridge and the delicately

' shaved braces. They also greatly affect

playability. A carefully gauged and balanced set

of strings greatly enhances the player’s style

and technique. Because they are so
important, we make all Martin® and

Martin Marquis' strings ourselves, in
the very same facility where we build
Martin guitars. And like our guilars,
cach string is made slowly, carefully,

using only premium malerials.

Great guitars deserve groat
strings. Don’t settle for less.

We don't.

™ Martin Strings

A Necessity. Not An Accessory.

For More Information Call Us Toll Tree: 4 0800) 633 X6,
Ty b Mt & Co, b Ncceneth, PA




for me to play bebop, jazz/rock, or another form of music on it.
That’s why, when Al called me to do this trio, at first  wasn’t all
that sure that [ wanted to play purely acoustic. Indeed, I had
never really played the way I do, with my own style, on the
acoustic.

CLARKE: [¢’s different on the bass. The physics of playing electric
and acoustic is completely different in terms of finger position.
On the electric bass, the whole step is this. [/ndicates first and
third fingers] On the acoustic bass, it’s this. [/ndicates first and
fourth fingers)

Di MEOLA: But you can play almost everything on
the acoustic bass.

CLARKE: [ can play more on the acoustic bass,
believe it or not, than I can on the clectric bass. With
the electric bass, you can get away with more the-
atrics, o, let’s be honest, more bullshit. I’ve spent a
lot of time on the acoustic bass, and I wish I could
play some of the lines that I play on the acoustic
when I'm playing clectric.

MUSICIAN: There’s just one section of one tune on
the album where we hear a traditional walking
bassline. Why didn’t that sort of thing work else-
where with these tunes?

CLARKE: When it comes to walking basslines, the
one ingredient that makes it great is the ride cym-

bal. If you don’t have that, you can’t do it for too
long. The amount of time we did it on the record
was just about right. Now, I can get away with
that when I’'m playing with Jean-Luc, because he’s
a throwback to the ’50s; he’s really got that bebop
thing down. If we play a duet on some old bebop

for a percussionist or a drummer to define it. When you play off
the clave, the clave never moves. You just sense that the time never
moves, and you play against that.

MUSICIAN: There are songs throughout the album where the bass
establishes the pulse. “Renaissance,” for instance, has a pretty tight
bassline. But on other tunes Stanley lays down the rhythm more
loosely. What dictates when you hang onto a riff and when you
can stretch a bit?

CLARKE: It’s instinct.

Di MEOLA: And
maturity.

CLARKE: But it’s also
the
For
“Renaissance,”
once you finish the
intro, the flow of
the piece is for the
most part linear.
But then you take
Al’s piece, “Chilean
Pipes,” which isn’t

composition.
instance, in

linear. It’s almost

like classical music:
It has three move-
ments, and even
within those move-
ments it’s not linear,
so some of my bass
playing is broken
up In pieces.

stuff, [ can get into playing that way a long time,

PONTY: We're basi-

Clarke: “My problem [with the Wynton Marsalis movement]—there’s no integrity.”

because he’s got that

thing.
MUSICIAN: How do
you arrange  for

rhythm in a group
that has no drums?

Di MEOLA: A lot of that
comes from absorbing
what’s been around in
the Latin world. 1
grew up listening to a
lot of Latin music.
Then my collabora-
tion with Paco [de
Lucia] got me into fla-
and South

American

menco
music.
There are so many
varieties of rhythm
there, and it’s all about
the ability to play off
the clave, which is the
time. There’s no need

cally playing in three different meters. We can’t
rely on what we hear. We have to know the parts.
MUSICIAN: You all came up from the fusion era.
How has the public perception of what you can do
changed since then?

Di MEOLA: The public is really different because of
radio. The Wave format came in and softened
things up. They play music that’s a lot more
smooth. The ratings have gone up, and I see more
musicians who come from a tradition of really
playing get mixed out of that format. A lot of
what they’re programming would still work well
with some of the stuff we’re doing, but it boils
down to business. That’s too bad, because many
of the people who work at these stations love
what we do. They’re fans, but they’re not
allowed to program us. That’s how it’s changed,
and it’s drastic. People aren’t getting to hear what
we’re doing, so what we have is our die-hard fans.
PONTY: There was a gap in time, before the Wave,
when a kind of music stopped being played on
the radio. In the ’70s, there were many open-
minded program directors, and all of us got
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played on what they called progressive
rock stations. I remember that there were
at least two or three rock stations in L.A.
that played Miles Davis, Mahavishnu, or
Billy Cobham between Pink Floyd and
the Rolling Stones. Then big corporations
started buying radio stations, and pro-
gram consultants started to be hired.
That’s when it got narrowed down to a
very strict list. It was in 1979 that this
happened to me.

MUSICIAN: [sn’t there another side to this
picture? Jan Hammer’s latest album opens

LOUDRCLEAR

with a major seventh chord on a Rhodes
piano. Obviously he was trying to make a
more radio-friendly product than he had
done in the past. But once he got his more
mellow stuff on the air, maybe be’d be able
to start slipping more aggressive material
on as well.

Di MEOLA: I have a different view of it.
Doing what we do is very courageous.
When we started off with RTF, and when
Jean-Luc was beginning with his own
music, that was going against the grain.
Man, there was no way we were going to
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or the Rite of Strings album and tour, AL Di
MEOLA’s main guitar is an Ovation Custom
Legend with a standard Ovation pickup. A
Hermanos classical and Taylor 12-string
also made it onto the record; the latter was “bor-
rowed from Rod Stewart’s guitar player, who just
happened to be in the next room at the time.”
ds, it’s the Roland GR-1 module,
fed by a GK-2 pickup attached to the Ovation.

For synth

Al's rack includes a Lexicon 200 digital reverb,
t.c. electronics 1210 spatial expander and
stereo chorus/flanger, a Mackie Micro Series
1202 12-channel mike/line mixer to keep things
in order, and an ETA PD10 conditicner/power dis-
tribustor for current stabitity. Also in the chain are
VTMP 2A p p, Roland DD-3 digjtal
delay and an Aguilar on/off pedal. His steel

a Demet

strings are .012-gauge Guilds,

STANLEY CLARKE plays a “flatback bass by
an anonymous dead German.” Bought on the
street for S200, it was Clarke’s first upright, and
it's still his first choice for gigs. “V've also got a
300-year-old Halian bass,” he says, “but | had it
restored and it’s just too nice to take on the road.
You could buy a smatl house with that bass.” A
Fishman transducer is Clarke’s ticket to ampfifi-
cation; for rehearsals, it ran into a 350-watt
Hartke MOS FET 3500 and Hartke XL Series 410
cabinet. Thomastik Spirocores are Stanley’s
favorite wire.

JEAN-LUC PONTY’s customary Zeta electric
five-string comes out only for a brief solo spot
during Rite of Strings performances. For most of
the show, Ponty uses an acoustic violin made in
France in 1870, picked up by an L.R. Baggs. On
the album, Ponty went with a 1790 Cheruti. “An
unbelievabie instrument. P've had it for 12 years.
1 used it mostly to practice at home, but this was
my chance to use it for one entire album, com-
pletely acoustically.” In Jean-Luc's rack you’ll
find a Lexicon LXP-1 and LXP-5, complete with
ARC MIDI remote controller, a Furman PL-8
power conditioner and another Mackie Micro
Series 1202. Ponty has a large colfection of
19th-century French bows, but the bow he's
favoring these days is new, a Spiccato made of
carbon fiber. “It’s made by an excelient young
bowmaker in France named Roland. The
advantage is that it's not affected by changes in
temperature or humidity. Also, you can regulate
the tension with a little key, which is unique.” We
wanted to ask Jean-Luc what strings he uses, but
Clarke came up with the answer first: “Dead
cat.” To which Di Meola added, “But not his
dead cat.”
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get on the radio. We just did the most
exciting stuff we could possibly do. But
then people started to find out that there
was this new, exciting thing happening. So
my feeling is that if Jan, with his tremen-
dous talent, went against the grain, he’d
probably sell more records, because peo-
ple would be talking.

MUSICIAN: Even today?

Di MEOLA: Today.

CLARKE: Well, I don’t know about that.

Di MEOLA: Jan’s record didn’t sell.

CLARKE: But listen to this. Al is correct
when he says that when we first came out,
we got literally no airplay. But we had a
couple of things that a lot of groups don’t
have right now. First of all, our band was
unique. We did something that no one
else did. Number two, we had a mission.
We went out and played a shitload of gigs,
as long as we could play. Man, we were
crazed. Nowadays, because radio has got-
ten so commercialized, the idea of being a
musician has become commercialized.
MUSICIAN: Because who becomes musi-
cans now?

CLARKE: Exactly. I guarantee that if a
group came along, a young group that was
doing some new shit — excuse my French
—and they had a mission behind them. ..
PONTY: Leave the French out of this.
(langhs]

CLARKE: I don’t care what the Wave says. If
they say, “We’re not gonna play it,” who
gives a shit?

Di MEOLA: On the other hand, if Weather
Report got back together, if Joe got back
with Wayne, and the compositions are
strong, it don’t matter about radio. Look
at a guy like Yanni. He gets no radio, and
he sells millions of records. I'm not say-
ing that you think, “I’m gonna go against
radio,” but you should think about the
music.

MUSICIAN: [sn’t it an act of faith to say that
the times are right for young bands to
shake things up as RTF once did? What
we’re hearing is still the Wave, on ever-
shrinking playlists.

Di MEOLA: There’s only the hope.

PONTY: It’s true that this is not the best time
to want to be original, if you want to get a
record contract. Butit’s also a question of
generations. You see these young musi-
cians playing bebop like classical inter-
preters. They’re learning to play the music
of the past.

CLARKE: You’re absolutely right. Wynton

Marsalis spearheaded this new wave of
young musicians. My problem with these
guys is that the press comes onto them like
they’re doing something new. Forget it!
There’s no integrity there. It’s just copying
something.

MUSICIAN: Maybe these younger musicians
Just need some time to become less derivative.
Di MEOLA: They need more time to adjust
their attitudes.

CLARKE: I also think it’s a question of
character. Maybe I'm being stuck-up
about it, but I believe it takes more effort
and a little more courage to be an origi-
nal. Jean-Luc is an original. Al’s an origi-
nal. Jeff Beck is an original. Carlos San-
tana is an original. B. B. King is an
original. That’s what I look for. I love
those kinds of musicians.

Di MEOLA:A lot of these guys like Wynton
are very good players, but when they first
emerged it was as part of a movement
against fusion. Then a very interesting
thing happened: All the labels began
weeding out a lot of the guys who had
been selling hundreds of thousands of
records, and they moved the new faction
in to take their place, largely due to the
fact that you could sign these young hard
bop lions for next to no money. It was like
when rap started: You could make a rap
record for almost no money, sell 50,000
copies, and make a fortune.

MUSICIAN:The young players talk about
having to go back to the roots of jazz to
pick up on what players of your genera-
tion neglected. The idea is that you guys
somehow missed what came before Miles
Davis.

CLARKE: How do they know that? How
the fuck do they know? Excuse my Ger-
man. How can someone say Jean-Luc
missed bebop? Forget it. I have a lot of
passion on this subject, because it’s bull-
shit. I would come back to those musi-
cians and say, “How do I know you’re
not unoriginal? How do I know that
maybe you woke up one day and realized
you had nothing to say? Is that why you
just go get these records and copy them?”
MUSICIAN: So what are you going to do
about it?

CLARKE: I’l] tell you what. I’'m putting a
new record label together, and I’m getting
ready to change distributors because I
want to sign some of these younger acts I
hate and make money off of them.

(langhs] M
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NADY EO3

Since this month’s gear spread
already included flying plugs and
a big box on wheels, we thought
we’d add a few antennae to
round everything off. Nady
obliged us with the EO3 person-
al in-ear monitor wireless sys-
tem ($329.95), which consists
of a 300-foot-range transmitter
and bodypack receivers equip-
ped with earbuds. The EO3 pro-
vides a customized listening
environment anywhere in a
venue, with more focused
sound than floor monitors.
& Nady, 6701 Bay St., Emery-
ville, CA 94608; voice (510)
652-2411, fax (510) 652-5075.
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PEAVEY Q431F
The Constant Q fiiters of
Peavey's Q431F 31-band mono
graphic equatlizer ensure that
slider adjustments don't affect
adjacent frequency band levels.
Another nifty feature of the unit
is an automatic feedback locat-
ing system. When feedback
occurs, an LED is automatically
lit over the slider controlling the
offending frequency. Not bad for
$299. e Peavey, 711 A St.,
Meridian, MS 39301; voice
1601) 483-5365, fax (601) 486-
1278.



SWITCHCRAFT
PLUGS

If you're in the market for heavy-
duty phono plugs, look no fur-
ther than Switchcraft’s 3502
series, which was designed with
instruments and home record-
ing equally in mind. The 35024
' features a nickel handle and
nickel plug; the 3502AAU’s
got a nickel handle and
gotd plug; our fave, 8
the 3502ABAU,
| has a cool black
handle/goid plug com-
bination. Prices are $2-
$3, depending on quantity. Buy
a bunch. ¢ Switchcraft. 5555 N.
Elston Ave., Chicago, IL 60630;
voice (312) 792-2700, fax
) (312) 792-2129.

~

WHISPERROOM
BIG BOX

No. that’s not what the company
calls it. put that’s what it is.
There’s more to this particular
box than first glance may reveal,
though; we’ve actually got a
portable sound-proofed practice
space here, complete with vent
system. If your neighbors are
less than tolerant, this may be
the way ta go. Two sizes are
available, and prices start at
$1395. & WhisperRoom, 116
S. Sugar Hollow Rd., Morris-
town, TN 37813, voice (615)
585-5827, fax (615} 585-5831.

FENDER DG- |
22CE NAT |

Fender's new DG line of acous- ‘
tic guitars includes over 30 mod-
els ranging in price from $149
to $989. The DG-22CE NAT pic-
tured here ($649) is a cutaway
acoustic-electric with flame
maple top, back and sides, nat-
ural finish, rosewood finger-
board, and Fishman Matrix elec-
tronics. It’s also the only truly
normal-looking piece of gear we
could find this month.  Fender,
7975 N. Hayden Rd., Ste. C- |
100, Scottsdale, AZ 85258; |
voice (602) 596-9690, fax
(602) 596-1386.

/




[T AFORWARD
NEW TOYS & NEW TOOLS

GUITARS & BASSES

Alvarez expands its 5220CL(Q Artist Series of
cutaway acoustic/clectrics with two new mod-
els in vintage sunburst and cherry finishes. Both
models have a spruce top, mahogany back and
sides, Venetian cutaway, rosewood fingerboard,
and Alvarez 500 pickup and EQ. Also from
Alvarez is the 4075 five-string acoustic bass gui-
tar. The additional low B string’s tension is
accommodated by heavier bracing, and theneck
is narrower than most five-strings for better
playability. The 4075’ pickup svstem doubles
the amount of piczo crystals in the bridge for
better tracking of that pesky low string.
@ The Ulera Tone is the latest guitar model co-
designed by George Lynch and ESP. It features
an offset double cutaway body design and
three-per-side ESP Eclipse headstock shape.
The maple body is finished in black with a black
pearl pickguard. stop tailpiece and tune-o-matic
bridge. Electronics include three Seymour
Duncan Mini-Humbuckers, a five-way pickup
selector switch and push-pull pots to split the
pickups to single coil mode. ® Gitron’s CS| fea-
tures a quilted maple top, bolt-on mahogany
neck and cbony fingerboard. Hardware
includes Steinberger locking gearless tuners and
Wilkinson Convertible tremolo. All three pick-
ups use Alnico V magnets; the neck pickup is
wound with one gauge of wire, the middle one
with two gauges, and the bridge pickup with
another combination of two gauges. ¢ Alvarez,
1400 Ferguson Ave., St. Louis, MO 63133; voice
314)727-4512, fax (3141 727-8929. ® EST 7561
Sunset Blvd., Hollywood, CA 90046; voice 213)
969-0877, fax (213) 969-9335. & Citron, 282
Chestnut 1ill Rd., Woodstock, NY 12498; voice
(914) 679-7138, fax (914) 679-3221.

IKEYBOARDS & MIDI

Ensoniq’s ASR 88 is an 88-key, weighted-action
version of their ASR-10 sampling keyboard
otfering complete sampling workstation capa-
bilities to the musician who desires a true piano
touch. 16 MB RAM, a SCSI interface, damper-
stvle foot switch and double-speed CD-ROM
drive, and two CD-ROM sound disks are
included with the ASR-88. Features include
stereo sampling, 62 effects algorithms, 16-track
sequencing, 2 tracks of audio recording, up to
cight outputs, and an extensive library of sounds

on floppy disk and CD-ROM. @ Housed ina
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sturdy, cast aluminum box, and measuring in at
31/2" x 41/2" Tech 21’s MIDI Mouse is a com-
pact, portable and user-friendly MiDI footcon-
troller. It’s also the only MIDI footcontroller
available that is operable with a 9V battery. 128
patches are accessible on any of the 15 selectable
MIDI channcls. ® Ensonig, 155 Great Valley
Pkwy., Malvern, PA 19355; voice (610) 647-
3930, fax (610) 647-8908. ® Tech 21, 1600
Broadway, New York, NY 10019; voice (212)
315-1116, fax (212) 315-0825.

AMPS & SPEAKERS

Bedrock’s 22-watt Royale Deluxe combo (pic-
tured) houses a single 100-watt speaker ina !/2°
cabinet. The two-tone vinyl coverings are
trimmed with gold string piping, nickel-plated
corners and a white gloss enamel faceplate. Each
Rovale is powered by a pair of premium 6Vés
with a 5Y3 rectifier tube and two 12AX7s,
yielding sustain at even moderate levels. ® The
new 60-watt JTM60 all-tube range from Mar-
shall is available in four different models—the
1x12 JTM612, the 3x10 JTM610, the 1x15
JTM615 and the JTM622 2x12. The JTM60’s
circuit relies on three 12AX7s in its preamp
stage, plus one 12AX7 and two EL34s in 115
power section. Two channels, normal and
boost, have independent controls for volume,
bass, middle, treble and reverb. The back panel
houses a master presence control, two effect
loops (series and parallel) and a DI output,
which is switchable between speaker emulated
(pre-power amp) and non-emulated (post-
power amp) signals. ® Bedrock, 1600 Concord
St., Framningham, MA 01701; voice | 508) 877-
4053, fax (508) 877-4125. ® Mayshall, 89 Frost
St., Westbury, NY 11590; voice (516)333-9100,
fax (516) 333-9108.

MIKES & MIXERS

Electro-Voice introduces its new R-Series
wircless microphone and instrument systems.
Eight contigurations are available: handheld,
lavalier, headset and tnstrument cable transmit-
ters, matched up with either diversity or non-
diversity receivers. The handheld transmitter
contains a high-performance N/D157B micro-
phone element and ergonomically contoured
ABS handle. It also offers separate on/off and
mute switches to reduce the chance of uninten-

tional interruption during use. The headset sys-

tem includes a high-output, unidirectional con-
denser microphone, while the lavalier svstem
features an omnidirectional condenser micro-
phone. All three bodypack transmitters pro-
vide a two-color LED readout and oversize
on/mute/off switch.® GeneralMusic’s Pick Pad
compact mixer is an ideal choice for desktop
music applications and multimedia presenta-
tions. Weighing only 3.3 Ibs with a convenient
transport handle, the PickPad has six mono and
two sterco channels. Each mono channel fea-
tures a double input (line and mike) with phone
jack and XLR connectors, gain control, equal-
izer (high and low), aux send, pan control, peak
LED and rotary fader. Its stereo input channels
and master section allow easy interfacing with
any audio/video or multimedia device.
® Electro-Voice, 600 Cecil St., Buchanan, M1
49107; voice (616) 695-6831, fax (616) 695-
1304. ® GeneralMusic, 1164 Tower lane,
Bensenwville, I L 60106, voice (708) 766-8230,
fax (708) 766-828 1.

SOFTWARE & HARDWARE
WS Designs’ Presto! The Solo Solution makes it
easy for Windows users with CD-ROM drives
to learn songs and solos from any audio CD.
With Presto!, musicians can click an on-screen
button at the beginning of each phrase or mea-
sure that they’d like to learn. This creates “loop
points” for the CD. Presto! then plays back
cach phrase or measure repeatedly, until the
musician can play along with it. Convenient
sliders allow the user to subdivide each loop 1n
order to isolate portions as short as a single note
or chord. ® Mark of the Unicorn has rcleased a
version of its IreeStvle program tor Windows.
FreeStyle combines composition-based track-
less sequencing with instant music notation.
@ Voyetra Technologies’ Digital Orchestrator
Plus is an inexpensive but powerful MIDI/digi-
tal audio sequencer for Windows. The software
allows digital audio to be seamlessly edited and
synchronized with MIDI tracks. Capacity for
digital tracks is limited only by a user’s hard-
ware. Full drag and drop digital audio editing
features such as cut, copy, paste and merge are
also provided, permitting the layering of tracks
to make space for additional recording. ® W$
Designs, P.O. Box 75, Jacksonuille, OR 97530;
voice (503) 770-0310, fax (503) 899-1857.
® Mark of the Unicorn, 1280 Massachusetts
PHOTOGRAIH C
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Ave., Cambridge, MA 02138; voice (617) 576-
2760, fax (617) 576-3609. ® Voyetra Technolo-
gies, 5 Odell Plaza, Yonkers, NY 10701; voice
(914) 966-0600, fax (914) 966-1102.

SIGNAL PROCESSORS

DigiTech’s New Studio Quad digital signal pro-
cessor features four completely independent
inputs and outputs for paramount flexibility.
Driven by DigiTech’s S-DISC technology, the
Studio Quad’s extensive input/output routing
abilities allow it to perform duties previously
requiring four separate signal processing

devices. With 128 presets and room for 128
more user-defined settings, the Studio Quad
also features automatic input leveling, real-time
dynamic parameter modifiers, full MIDI imple-
mentation and multi-function effect modules.
Also new from DigiTech is the RPM-1 vacu-
um-tube rotary speaker emulator and the TSR-
6 true stereo effects processor, which provides
99 factory programs such as stereo reverbs,
multi-tap delays, chorus, flange, tremolo,
detune and parametric EQ. ® DigiTech, 8760 S.
Sandy Parkway, Sandy, UT 84070; voice (801)
566-8919, fax (801) 566-7005.

Take Music.
Seriously

If you want to attend the college where
careers in contemporary music begin, learn your
craft one-on-one from a faculty of outstanding
music professionals, study where some of the finest
musicians you know have studied; if you want to
play with some of the world’s best players, gain
invaluable experience and contacts, and if you are
ready to take music as seriously as we do, apply to

Berklee

Call Berklee College of Music: 1-800-421-0084,
ext. 8748 or return this coupon for admissions
information about our Bachelor’s Degree and
Professional Diploma Programs.

e e e e ——————————-——

Berklee College of Music

| i
: Office of ons, Dept. 8748 :
0 1140 Boylston Street, Boston, MA 02215 I
I I
I I
| Name I
I |
| Street |
: City State Zip Country :
: Telephone Instrument :
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RECORDING & PLAYBACK

Yamaha's latest four-track cassette recorders are
the MT4X and MT52. Each channel of the
MT4X includes three-band EQ), two aux sends,
mike or line capability. Three-point auto-locate
dbx noise reduction, pitch control and auto-
punch with rehearse are among the other fea-
tures, while a sync switch allows for synchro-
nization with external MIDI drum machines
and sequencers. The MT50 includes four
mike/line inputs, a four-channel mixing section,
two-band EQ, aux send, LED level meter, pan
control and level fader, and dbx noise
reduction.® Yamaha, 6600 Orangethorpe Ave.,
Buena Park, CA 90620; voice (714) 522-9011,
fax (714) 522-9832.

DRUMS & PERCUSSION

Zildjian’s Zil-Bel special effects bells, cast from
the same bronze alloy as Zildjian's cymbals, are
ideal for special accents. Primus’ Tim “Herb”
Alexander was involved in the design process.
Zil-Bells are available in two sizes, 6" and 71/2".

@ UFIP’s new Class Series of cymbals includes
rides (18" to0 22"), available in light, medium and
heavy weights; hi-hats (13" to 15") in a choice of
regular, heavy, wave or fusion types; splashes
(10"to 13") and Fast Chinas (14" t0 20"); and
high, medium or low (8" t0 20"), general-purpose
cymbals which can be used on the drumset or in
numerous concert and ethnic percussion situa-
tions. ® Zildjian, 22 Longwater Dr., Norwell,
MA 02061; voice (617) 871-2200, fax (617) 871-
3984. ® UFIP, 101 Bernaulli Cir., Oxnard, CA
93030; voice (805) 485-6999, fax (805) 485-1334.

SOUNDWARE

Tran Tracks’ MULTIMIDI collections of
MIDI-sequence backing tracks are reproduc-
tions of original recordings, capturing the
performance and feel of work by artists such
as Gloria Estefan and Frank Sinatra. MULTI-
MIDI sequences come as MIDIFilesona 3.5”
disk and work under DOS, Windows, any
MIDIFile playback unit or keyboard
sequencer that reads MIDIFiles. (Mac is
available upon request.) ® Steve Gadd
DrumScores, produced by Jason Miles in
association with § Up Arts and Enseniq, is a
CD-audio and CD-ROM library of loops,
performances and selected drum hits by
Gadd. Performances include “Perfectly Laid-
Back Beat,” “Blazing Brush Samba,” and “In
the Pocket.” ® Tran Tracks, 350 Fifth Ave.,
New York, NY 10118; vaice (201) 383-6691,
fax (201) 383-0797. ® Q Up Arts, P.O. Box
686, Sandy, UT 84091; voice (800) 454-4563,
fax (801) 944-9677.
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Making cool sounds. |hat's pretty
much the purpose of all multi-effects
processors, and a task that the Sony
HR-MP5 executes extremely well. It all
starts with our dual-effects block arch-
itecture. Each block boasts both an
effect and an equalizer. These can be
used at the same time to create the

exact sound you want, with your

GET GREAT RECORDING

quality that's better than expected
for the price ... smooth reverbs, digital
clarity but with a warmth that sounds
distinctly undigital””*

Yes, the Sony HR-MP5. It's versa-
tile, convenient, affordable, and great
sounding. In conclusion, allow us to
leave you with some quotes from

Keyboard Magazine, who wrote, “...clean

EFFECTS WITHOUT

BANGING YOUR HEAD AGAINST THE WALL.
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MULTI PROCESSOR HR-MPS

THAT SOUND PRETTY COOL AS WELL.

choice of a serial, parallel. or dual
mono configuration. Throw in the fact
that each preset can be programmed
with a different configuration, and it
all spells one magical word: versatility.

With the HR-MP5, you get an
abundant variety of effects, 51 in ail.

These include Delay, Chorus, Flange,

Pitch Shift, Reverb, and Dynamic Filtering.
Add to the menu |00 presprogrammed
and 100 user-definable presets, and it's
easy to see that the HR-MP5 has a fully
stocked effects buffet.

But don't just take our word for
it, listen to 'what the experts are

saying. Suchi as EQ Magazine, “Sound

and smooth presets...the display is
big, bright and packed with information
..friendly, easy-to-understand icons at
every turn. .. this user interface is one of
the best we've seen,...At for Sony.”"*
What more can we say? For more
information, call 1-800-635-SONY,

SONY

ext. MP5.

©1995 Sony Electronics Inc. All rights reserved. Reproducuon in whole or in part without written permissiomis prohibited. Sony is a trademark of Sony.

“EQ. August 1994

"Greg Rule, Keyboard Magazine, April 1995.
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K EYBOARD AMPLIFICATION is potentially about as interesting a
subject as air and gas filtering. Sure, someone has to do it, butdo we
really have to talk about it? Hot air and gas filtering is just what we nced
to do when it comes to keyboard amplification, though, because this par-
ticular M1 realm is a bluffer’s paradise, a Grade A service station on the
erroneous information superhighway.

For the record: Amplification does not take place in hermetically
sealed environments but in rooms of different shapes and sizes. Due to
the instrument’s nature, keyboard amplification has to account for the
highest highs, lowest lows, and everything in between. Add in a cus-
tomer base that includes both classically trained pianists and headcase
rockers, and no one answer is going to be obvious, never mind right.

Often it pays to go simple, and things don’t come much simpler
than the Barberta Sona 32C Pro ($899). Barbetta is a small California
company whose keyboard combos have been the favored weapon for
top professionals for several years.
Plain on the outside, the Sona 32C Pro
houses a bi-amped active speaker
design (two separate amplifiers for its
15" woofer and 3x7" tweeter), and
delivers as crisp and punchy a sound as
is decently possible from a combo.

To call this amp “minimalist” is
putting it mildly; there are no controls
whatsoever in front. At the back are just
four line-level input jacks plus a single
From top:

Yorkville’s 300K,
Crate’s KX-160, and

Barbetta’s Sona 32

low-impedance mike input, global EQ
comprising bass, mid, and treble, an effects
loop, and a mono line out jack. Hookup
can either be from individual instruments

to individual inputs, each of which has its
own gain control, or via a sub- e
mixer whose output can .
be fed into a single
input. The effects loop
allows you to physically
patch in your trusty
Quadraverb, but levels
will have to be set on the
effects unit itself. Simple
it may be, but the Barbet-
ta reeks of design by
someone with ears. The
power rating is 160W,
which, because of the qual-
ity, is sufficient for all but
the noisiest of stages.
Yorkville’s 300K ($1149)
is an unusual design in that
it provides stereo amplifica-
tion within a single cabinet.

Two 10" Eminence speakers
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sona 32

Keyboard

amps may
not be that
exciting, but

the best

and RCEF high-definition tweeters
are driven by 150-180W per channel

ones can
sure punch
up your
sound.

amplification. There are five input
channels, and lots of plug-in options
such as mike input on two channels,
two effects loops, a CD input, and
tape out phonos that send a com-
bined line-level signal to a DAT or
cassette machine, very uscful for pre-
production or rchearsals. The 300K

is both powerful and flexible, even if BY JULIAN GOLBECK

it doesn’t take in the whole shooting
match with internal effects. Each input channel has its own volume pot,
though, plus bass and treble EQ, and a single knob that sends that chan-
nel’s signal progressively onto one of the effects loops (left to EFX 1,
right to EFX 2). Getting a lively stereo keyboard sound on stage is
tricky; if you place cabinets too far apart, the impact is lost. Providing
a stereo system in one enclosure, as Yorkville does, goes a long way
towards solving the problem.
Crate, part of the giant St. Louis Music conglomerate, has long
championed  the
cause of keyboard
....... amplification, and
its KX range spans
from the practice
amp-sized KX-15
($150) to the beefy
160-watt KX-160
($800). The latter
offers a solution to
another thorny per-
formance dilemma:
amp positioning,
which is critical,
especially on a tight
stage. By means of a
rod you can screw into the back, the KX-
160 can be tilted, thus throwing the sound
upwards. Other extras include built-in
spring reverb (not the greatest but useful),
and the rarely seen but very sensible built-in
limiting, from which almost all keyboards
benefit in a live setting. {Either by themselves
or en masse, keyboards cover such a wide
frequency range that it’s easy for sounds to
get lost; limiting tightens a sound up, makes
it more defined.) The combo also offers a
global seven-band graphic EQ. In addition,
two of its four input channels have individual
treble and bass tone controls. The KX-160
may not have the pure sound quality of the
Barbetta, but it’s a sturdily built all-in-one unit.




Why o top performeps
demand Audix” OM-Series Mics?

Brure Springsreen

The Red Hot Chili Peppers

Tke Breeders

Banne Raint

The performance.

PEI‘IIII’IIIHIII:E IS EVEI'WJIIIIU And our Audix OM-3",

OM-5" and OM-7" are the best performing mics...

Blﬂ I‘lll"l ]llSl lﬂkﬂ our Wlll‘ﬂ Go ahead. Shop around.
b Look for a mic as good as the OM-3", OM-5" or

at any price. OM-7 . You'll be comparing them to mics costing
WM much more. And frankly, no matter how much you

¥ spend, you won' find a better mic... just ask the pros!

lﬁaﬂlﬂl ll!l:hllﬂ‘ﬂ!lv Our exclusive VILM (Very Low

Massy diaphragm is made of a remarkably strong, yet
thin and lightweight composite Mylar®. Its lightness
allows phenomenal response and quick reaction to
acoustic impulses. The results are unmatched levels of

Ask your dealer to demo the Audix OM-3™, OM-3™
and OM-7 . You won’t be disappointed.

resoluton, rejection and gain before feedback. Y61 can write to us at:

AUDIX, 29103 SW Kinsman Road,
Wilsonville, OR 97070; fax us at (714) 588-8172;
or just call 1-800-966-8261

Tllﬂl lllﬂﬂmv Audix makes the highest quality mics in the
industry. From our rugged, clectronically applied
“e-coat” finish, to our durable, gold XIL.R connector, and
high-tech, precision tooling—every element of every
OM-Series mic meets the most demanding performance
standards. It’s why we can offer a liferime warranty

Don't buy & mic without trying an Audix.

AUDIX.

© Audix Corparation, 1995. All rights reserved. Audix, the Audix
logo, OM3, OMS and M7 are trademarks of Audix Corporation,
Orther trademarks are the property of their respective owners.

on OM-Series parts.

The OM-5



Two units in this spotlight have been
around for ten years or more. Peavey’s four-
input KB-300 ($599) offers built-in automat-
ic limiting and built-in reverb for each chan-
nel. It comes in a large cabinet, with a single
15" Scorpion Plus woofer and one CDH
high-frequency horn. (If your application
inclines towards the bass end, you might
want the Black Widow speaker option,
which adds $50 onto the price of the unit.)
Add in decent EQ controls, plus separate and
useful RCA record outputs in addition to a
line-level output jack, and you've got a well-

tooled unit that offers a lot for the money.
But like the Crate, the KB-300 doesn’t com-
pare with the Barbetta or Yorkville for raw
sound quality. It’s also monstrously heavy,
weighing in at 80 Ibs.

The second oldie is Roland’s classic JC-120
($1095). The JC wasn’t designed for key-
boards, but keyboard players have long
tapped into its smooth and sexy chorus-
injectable system. Both input channels fea-
ture three-band EQ and separate gain. Global
effects are reverb, vibrato (speed and depth
variable), and the all-conquering Roland cho-

We realize
that not
everyone
can afford
. their own
- radio
station...

...and that's why CMCI
designed the Oracle Jr. to
be the affordable alternative
lo purchasing your own
private radio station.

The monitor mix feeds
directly to the performer’s
earpieces in crisp, clean
STEREO. Choose from 100
transmit channels! Then
listen as high quality

audio takes the place of
damagingly loud

stage volumes and
annoying feedback.

THE RESULT?

DACTE Jr
(7)}\'1( Ll

c nCE'} Manufactured exclusively by Circuits Maximus Co. Inc.

g ““j-, Circuts Maximus Company, inc. 90178 Mendenhall Ct. Columbia MD 21045
For sales or dealer information call: 800-381-7972 / fax 410-381-5025
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Barbetta, 5301 N. Commerce Ave.,

Moorpark, CA 93021; voic

¢ (805) 529
Crate, St

rguson Ave., St

S05) 529-0659,
1400 Fe
Louts, MO 63133; voice (314) 727
Fender, 7975 N.

A7 Q o
. A7 85258:; voice

Louts Music,
1512,
tax (314) 727-8929,
Havden Rd., Scoresdal
02) 596-9690, tax

6 596-9948.

Peavey, 711 A St., Meridian, MS 39301,
186-1278

ir., Los Angc

3

voice (601) 483-5355, fax (601

le 3696: voice (213) 685-5141,
Yorkville, 4625 Witmer
, Niagara Falls, NY

297-2920, tax (716) 297

rus. Rated at a healthy 120 watts, the JC-120
is immensely powerful, delivering sound of
rare punch if unashamedly colored quality.
Retro hounds who have just sleuthed down a
bargain Fender Rhodes need look no further.

That said, for marquee consistency, Fender
itself also has a range of keyboard combos.
The KXR 200($80C) is another heavyweight
at 88 Ibs., though the cabinet glides about on
casters and has side®arrying handles. Four
individual input channels come complete
with three-band EQ, gain, effects send, and
reverb send controls. The cabinet houses one
15" Fender Special Design woofer plus a
Dual piezo horn. Fender, which also pro-
duces the somewhat underspecified KXR 100
(same size but less punch), is taking a good
middle ground here between sound quality
and features. This is a flexible unit, with chan-
nel inserts as well as a global effects loop,
built-in reverb, and one channel (number 4)
that customizes input impedance and EQ cal-
ibration for vocals. Rated at 200 watts, the
KXR 200is no shrinking violet. M

BEAU HUNKS

[cont’d frompage 19]  Besides  Shield,
they’ve also recorded music by cult favorite
Raymond Scott. Next Beau Hunks will
investigate cartoon scores and the jazz-tinged

orchestral pieces of Ferde Grofé.

This work is fun but serious. “The most
recent sessions were very emotional,”
Schreuders says, “because we keep compar-
ing to the original tracks. The string section
had a very long discussion over just two bars
in a particular piece. They couldn’t agree how
many violins were there, and they had to play
it over and over. It’s very motivated.”

—Scott Isler
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19 FULLLENETHTRACKS FOR $3.1

Musician Magazine's
New Music Sampler

19 is the lucky number! Volume %9 of A Little On The 0D Side contains 19 brand new ')
songs from 19 diverse and exciting artists, complete with extensive liner notes— all for
just $3.99 (even less if yoa subscribe). Order now and hear tomorrow’s releases today! ®

o e e e e e e

Please send me ______ copies of A Litt e On the CD Side Vslume 16.

~

Enclosed is §3.99 per disc ($5.99 foreign-US funds only).

Or Please enter my 5-CD subscriptior to CD Side (a new volume every 3 months).
Enclosed is S18 per subscription (S30 foreign-US funds only).
Start subscription with Vol 17 Vol 18 ___ Vol 19.

Please include appropriate sales tax in CA, DG, IL, MA, NJ, TN, PA YA, OH, CAN. Thanks.

Note: all prices include shipping. If the volume you requested is sold eut. your subscription will begin
with next available volume. Please allow 4 weeks delivery.

Send check/money order to: MUSICIAN CD' SIDE, PO Box 99100, CoHingswood, NJ 08108

Name J

Address _

City _ State Zip

ALSO AVAILABLE . . .

Volume 17

FeaTurING: PJ Harvey, Pat
Metheny Group, Wilco, Joan
Osborne, Steve Morse Band,
Del Amitri, Sonia Dada, Jann
Arden and 5 more!

Veluma 18

FeaTuriNg: Catherine Wheel,
Paul Weller, Never The Bride,
A.J. Croce, Memphis Horns,
Eleven, Charlie Sexton

and 11 more!
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GETTINGITTIGHT

D OCTOR NERVE is a seven-piece band that plays devilishly diffi-
cult music with searing rock n” roll confidence. As the band’s
composer, [ used to have a problem. The music I write is pretty psy-
chotic stuff. But it's supposed to rock hard, not sound hard. Somehow
we had to come up with a system that would put us in technical con-
trol of our material. After some experimenting, I came up with some-
thing that works. Call it CAR—computer assisted rehearsal.

The computer and MIDI setup I’ve got at home helps both me and
the band as a whole overcome any technical hurdles. First I'll record
computer-performed versions of new picces onto tape and give band-
members the tape along with printed scores. Then we get the new
tunes into our blood by using the computer to play difficult parts over
and over. Here’s how it all works.

In my personal studio, I've got an Amiga 3000 computer with a
MIDI interface, a Kawai KIm MIDI sound module, an Alesis HR 16
drum machine, and an Alesis Quadraverb GT for my guitar, all patched
into a Tascam 8-channel mixing board. The stereo system this hooks
into is loud enough to keep up with the Doctor Nerve horns when they
come over for a sectional rehearsal, and can get up

One of down-
town Man-
hattan’s top
composers
polishes his

chops

you to do such rudimentary opera-
tions as cycling a section of a compo-
sition continuously, muting tracks,

through
Computer

Assisted
Rehearsal.

and representing music in common
music notation.

First, some background on how I
compose for Doctor Nerve. My
compositions are arranged in music
software called Deluxe Music 2.0.
The software displays a screen that
looks like normal sheet music. I typi-
cally compose in a combination of

BY NICK DIDKOVSKY

three ways. I can punch notes and

rhythms directly into Deluxe Music
with a mouse. Alternatively, I can play a MIDI guitar live into my own
program RiffGrabber, which properly notates my performance and
sends it to Deluxe Music’s staves. Finally, some of my compositions are
generated by software I write in a language called HMSL (Hierarchical
Music Specification Language). Whether new

to neighbor-threatening volumes when wedo a
rhythm sectional. My equipment list is modest by
modern production standards, but remember, I'm
not using it to produce final recordings—it’s a
setup geared toward composition and rehearsal.
The techniques I’ll be describing can be used on
any computer with a MIDI sequencer that allows

material is punched in note by note, played in live,
or algorithmically generated, I tend to favor techni-
cally challenging music. So it’s helpful to have it
appear on the screen in common music notation,
pertormable by a virtual MIDI band that performs
it flawlessly and uniformly every time. This allows
me to make compositional decisions that are
removed from the difficulties of performance.
Asatool for practicing alone, I find the comput-
er invaluable as a kind of tireless expert instructor.
The computer is happy to play parts repeatedly
until I get them into my ears, my brain, and finally
my fingers. Deluxe Music can cycle any range of
measures, and as a little graphic bonus, it’ll flash
the notes as they go by. Looks pretty silly when

you’re watching simple music, but it sure 1s

enlightening when complexity starts to go off the deep end. Some
of my pieces are software-generated compositions that don’t care
much about how hard they are for human beings to play. I spend
long practice hours in front of the computer with my guitar
strapped on, playing along with tough licks until I master them.
Woodshedding this way brings my performance up to par very
cffectively. By listening and watching the music, really weird
material can get into your cytoplasm and stop feeling weird. A
very healthy musical experience!

The added advantage of working out with a computer is that it
acts like a “smart metronome.” It can be slowed down to help you
work out hard parts just like a normal metronome, but unlike a
metronome, it can change time signatures. The example on the next
page shows a passage that changes meters from 6/8 to 5/16, then to
3/4. These are the opening measures of “Little Jonny Stinkypants,”
recorded by Doctor Nerve on our new CD Skin. Practicing this
passage with a traditional metronome would require you to set the




At Soundcheck Studios,
Rehearsal is

' 1 14
- Left to right. Bgh *
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Katy Jenny, . hempson awner ang . &
and vice pr st and Trey Folis, sgyng engingars Rresident of Soundgheck Ine
‘ | president and Tani Thompson £ontrolier

Before performing for thousands of screaming fans,
many top touring musicians fine-tune their acts at
Soundcheck, Inc. in Nashville, the world’s largest
rehearsal facility under one roof. To the people

at Soundcheck, simulating a realistic concert
environment, including state-of-the-art sound
support, is a top priority.

That's why they use Audio-Technica microphones.

“The A-T mics are truly incredible,” says owner
Bob "Norton” Thompson. “Everyone loves
their sound. Plus, they take all the abuse

we dish out and keep right on

performing, rehearsal

after rehearsal.”

\’/(' :

Audio-Technica

is serious about

making reliable,

high-performance microphones

for stage and studio use. So if

your sound is serious business to you,
call, write or fax.

Audio-Technica U.S., Inc.,
1221 Commerce Drive, Stow, Ohio 44224
(216) 686-2600 Fax: (216) 686-0719

'audio-technica.




metronome to click all the 16th notes, since the
odd 5/16 bar would throw off an eighth-note
or quarter-note pulse. At the indicated tempo,
that would mean setting your metronome for
352 clicks per minute! Even if your metro-
nome went that high, you’d probably have a
nervous breakdown playing along with some-
thing that fast.

Maybe my favorite musical thing to do
with the computer is setting up grooves from
Nerve tunes and practicing my guitar solos. I
played along with the groove in “Little
Jonny” for countless hours and my “rhythm
section” never got tired. After recording
numerous solos on cassette, it was helpful to
listen back critically. I discovered completely
different ways of approaching this solo, set-
tling finally on the one I found most alluring.

The computer can also be used to enhance
the personal practice time of Nerve’s other
members. In addition to cassettes and scores
of new tunes, we can share the music files
themselves. Two members of Nerve have
Amigas and Deluxe Music, so I can just send
them disks with the new pieces. Others have
IBM-compatible PCs and their own MIDI
gear. For them, I convert my pieces to stan-
dard MIDI files with my program Deluxe
MIDI Converter, and zap these files over to
their machines either via modem or disk.
Then they can use and abuse the tunes all
they want at home.

As a tool for ensemble rehearsals, the com-
puter offers a lot of benefits. When the Nerve
horns come over to my studio, it’s great to
have the “full band” represented with the
MIDI/computer marriage. If a new tune is

especially tough, the live horns might play
along with the full virtual ensemble for a while.
After that I can mute the MIDI horns, and let
the live musicians fly on their own. Since
they’re all hot players to begin with, this locks
them into the tune quickly. Trouble spots are
easily isolated, cycled, and nailed down.

Just for fun, we might mute other MIDI
instruments as well, changing the “onstage
mix” to unpredictable combinations. This
not only breaks listening habits (like relying
too much on another musician’s line for your
cue), but prepares us for the “sound system
from hell” that is encountered at least once
every tour: the one where the monitor mix
changes unpredictably between soundcheck
and the show.

Of course, the computer is not the solution
to every rehearsal problem. The virtual
rhythm section I solo over will never get
excited by anything I play, and so will never
lead me to new places like live musicians do.
And no MIDI synthesizer or drum machine
can hope to duplicate what Nerve’s lunatic
musicians do with their instruments. Non-
portability is another limitation; the comput-
er’s helpful as long as musicians can come
over to my place, but we don’t work with it
when the full band goes to a professional
rehearsal studio. Conceivably, I could bring
MIDI files anywhere that had a MIDI setup,
but I'd expect that to be more trouble than it’s
worth. Spending valuable rehearsal time
selecting synthesizer voices, setting monitor
levels, etc. wouldn’t be wise. And frankly, by
the time we’re in the studio for a full
rehearsal, I don’t want the computer around

anymore —it’s time to crank up and play, not
stare at a screen!

So who besides Doctor Nerve would ben-
efit from adding a computer to their rehearsal
environment? First, any composer who
wants to explore treacherous musical ground
and make it as easy as possible to embrace dif-
ficult material. Also, improvisers who want
to delve into new realms of soloing will find
the computer to be helpful as a tireless, highly
indulgent backup band. Finally, any musician
who wants to add unspeakably strange new
chops to his or her personal arsenal will find
that a computer helps lock in superhuman
rhythms and intervallic leaps like nothing
else. The faster you can leap over technical
hurdles, the faster you can get to the creative

substance of music-making. M

¢ Doctor Nerve’s Skin is distributed by
Cunciform Records, P.O. Box 8427, Sil-
ver Spring, MD 20907,

way@aol.com. ¢

E-mail: cunei-
Hierarchical Music
Specification Language (for the Mac
and Amiga) is distributed by Frog Peak
Music, P.O. Box 1052, Lebanon, NH
03766. ¢ RitfGrabber

MIDI Converter for the Amiga are dis-

and Deluxe

tributed by Nerveware, 118 East 93rd
Street, Suite 9C, New York, NY 10128,

E-mail:72250.3313@compuserve.com.

¢ Deluxe Music 2.0 is a registered trade-

mark of Electronic Arts. Amiga is a reg-
istered trademark of J\lni;.} Technolo-
gies, a division of ESCOM, GmbH.
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HEOR ...MIISIEIA
dea! UNSIGNED sanD COMPEDN

Get ready for MUSICIAN'’s 1996 BEST UNSIGNED BAND Competltlon. Here's the chance to get your music heard
and compete for the title of Best Unsigned Band in the country!

[d 2 8.0+ '3

STEVE WINWOOD STONE GOSSARD JULIANA HATFIELD JIMMY JAM PAT METHENY

- f—=

Tapes will be reviewed by our panel of editors and music writers. Winners will be chosen by -our panel of all-star
judges, including Steve Winwood, Pearl Jam's Stone Gossard, Juliana Hatfield, Jimmy Jam, Pat Metheny and more
to be announced soon.

Semi-finalists will be announced in future lissues of Musician. Winners will appear on Musician's “Best of the B.U.B.s"
CD (serviced to all indie and major label A&R departments and major media outlets) and be featured in Musician
Magazine. They will also receive copies of the CD for their own promotional efforts. Top placing artists will receive a
selection of equipment from JBL Professional and the all new EON Series of portable PA products. Read the rules, fill
out your entry form, and send the tunes you want the world to hear.

No purchase necessary: All entries must be received by December 31, 1995. Entrants must not be signed to a recording
contract. Artists retain allirights to their material, however tapes cannot be returned. Hichosen. artist is responsible for final
mix to appear on CD. All.decisions are final. Employees of Musician Magazine, JBL Professional and Disc Makers are not

eligible. Void where prohibited.
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YOU MIGHT think that Matt Fink, after a dozen years as Prince’s
first-call keyboard player, would have stepped off the purple rainbow
into a pot of gold, if not platinum. As the last surviving member of the
Revalution, the artist formerly known as Dir. Fink had persevered
through the departures of drummer Bobby Z, Wendy & Lisa, and other

would-be splinter acts—and watched as their subsequent careers failed

to reach critical velocity. “It was scary,” he
confides. “The Prince connection didn’t
seem to help much.”

Undaunted, Fink left the band in 1990
to try his hand at producing. Unfortunate-
ly, as he quickly learned, labels expect to
see more on a producer’s résumé thana

stint as sideman to music’s most notorious

PHOTOGRAPH BY JAY BLAKESBERG

HOME STUDIO
PRESENTED BY
THE MUSICIANS

INSTITUTE

MUSICIANS INSTITUTE

control freak. “They didn’t trust me,” he recalls. “They said, ‘You've got
to get some experience.”” It looked like a classic record-biz Carch-22
unul Fink ran into an old friend who had recently taken a job with none
other than K-TEL Records—you know, the people who single-handed-
ly funded late-night TV throughout the '70s by hawking cheesy compi-

lavon atbums: “The original hits! By the original artists!”

BY TED GREENWALD

A dozen albums later, Fink is still busy
cranking out K-TEL klassics. “Fhey say,
‘Oh, boy, vampires are in, let’s do a vampire
album!’ That kind of thing,” he explains.
Some. like The Wedding Album, are letzer-
perfect remakes of Top Forty hits. Others,
such as Horror Movie Madness, feature his

own compositions, which tread a line




between film score and new age. And, with
the recent remodelling of his home studio, he
records them soup-to-nuts in the basement
of his suburban Minnesota house.

“I’'m only 16-track Tascam DA-88 @,” he
says sheepishly. A bank of ProCoe patch bays
O route signals to a D&R Dayner 35-channel
mixer ©, which he insists is too small. “It’s
not an in-line console,” he points out, “so
you can only put one instrument through
one channel at a time. The DA-88s alone take

up 16.” Monitoring through Yamaha NS-10s
© and Westlake BBSM 8s © powered by
custom Dan Kennedy amps © with a BGW
150 © for the headphone cue, he mixes to
Sony PCM 2700A DAT ©, Panasonic
$V3700 DAT ©, and Yamaha G-300 cassette
decks @ with an Onkyo Integra DX-320 CD
player @ on hand for reference.

Fink’s arsenal of synths and samplers is suf-
ficient to have produced the entire Music of the

Vampires via “virtual tracks”: MIDI tracks
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sequenced, rather than recorded, on a Macin-
tosh llci computer @ and MOTU Performer
4.2 software with a MOTU MIDI Time Piece
® for MIDI routing and sync. Controlled by
a Yamaha KX88 master keyboard @), it’s a
diverse rig: an E-mu Proformance piano
module @, Akai $1000 HD sampler B, E-mu
Proteus 2 for orchestral sounds ®, Korg
Wavestation SR @, Roland JD-990 @,
Kurzweil K2000R @, Yamaha T677 @ vintage
Minimoog @ (modernized via a Roland MPU-
101 MIDI-to-voltage converter), E-mu Emax
sampler @, and Ensoniq VFX SD synth @,

Although he can fit a full thythm section in
the live room (visible through the window
behind the mixer), he only recently pur-
chased enough mikes to record live drums.
Usually he drives an Alesis D4 drum module
@® and a Roland R5 by pounding on a Roland
SPD-11 pad. Tribute to the Beatles, the Fab
Four soundalike that launched Fink’s pro-
ducing career, boasts production that is virtu-
ally indistinguishable from George Martin’s.
Take the guitar behind “Lucy in the Sky with
Diamonds.” “That’s a real guitar through an
Alesis Quadraverb @ Leslie simulator pro-
gram. I've found high-end effects necessary
for a number of applications. My two API
5502 stereo EQs D have such a sweet sound,
much better than the EQ in my board. [ use
Audio Logic MT-44 @ and 440 @ gates for
noisy keyboards and guitars. The Lexicon
300 reverb @ is my best one, and the Sony D7
delay @ is really clean.

“As long as you have a really good reverb
for vocals and a high-quality delay, you don’t
need any more,” Fink advises. But, of course,
he does have more: a gaggle of preamps
including a Summit TPA-200 @, Dan
Kennedy custom @, and APl 3124 ©; a Tube
Tech PE 1B equalizer @ ; two Urei LA-4 com-
pressors @ plus a dbx 160X @ and two dbx
160XTs €; two Drawmer M500 dynamics
processors ®; a bunch of multieffects, includ-
ing a Lexicon PCM-70 @ and Yamaha
SPX1000 @, SPX900 @, and SPX 90 ®; and
Eventide H3000 SE® and AMS DMX 15-80-S
@ harmonizers.

“And you should have at least one high-
end mike, like a Neumann U87 or an AKG
414,” he adds. “I know how hard it is to
afford stuff like that, but it’ll make anyone’s

project studio sound that much better.” &



"
3! %rom mporchargcd summer
Wﬂ, to the most exciting degree

: programs anywhere,
‘Musitians Institute is @ place where you can
live your dreams!

You’ll study your style of music
with a collection of the world’s best teachers
and meet with
top name recording artists.

Funk, Biues, Jlazz, Rock, Alternative, Folk,
Fusion, Country, Latin, R&B,
Classical & more...
it's ALL here for you!

We also focus on songwriting
and music business,
to get your carcer off and flying.

Our graduates and visiting faculty
are performing in some of the most
successtul bands on the planet...

Want to learn more?
Write or call fora
FREE CATALOG

on the world’s most innovative
music school!

-900-295-PLAY
MUSicmNs INSTITUTE

NS

Musicians Institute 1655 McCadden Place, Box MUO2 Hollywood, CA 90028 Tel: (213) 462-1384 Fax: (213) 462-6978




BACK FOR THE HOLIDAYS

i (JHIEFTAINY
mEBELLSOFDUBLIN

dan
- Jacksml Browne e Marianne Faithfull
Kickie I.ee Jones » Nanci Griffith

e Elvis Costello
and many others

CHIEFTAINS o
BELLSOrDUBLIN

JACKSON BROWNE- ELVIS COE%IELLO * MARIANNE FAITHFULL
NANCI GRIFFITH RICKIE LEE JONES - KATE & ANNA MCGARRlGlI.' :
aw BURGESS MEREDITH

09026-60824-24

BES
Available now at [

VISIT THE CHIEFTAINS ON http://www.irish.com

2} () Jegistered Marca(s) Regetradars] Gen %selgaR

%d ”\;SL%W exoapt BMG logo (R 8MG Music (o) 1992 IMG Musc




nere v srenson lugteious milestones in the
T(..ll’(‘cl'()' country thrush Enmy lou | Larrise 19775
rustic Luxury Liner; her dowo home hoedown Bl
Nentuecky Gid in 1980; The Baflad of Sally Rose, a sm-
ning autobiographical picee from 1985 that rayed homage to her earliest
mentor, the late Gram Parsons. But nothing, repeat, nothing in 1 Laris” catalogs
prepares a listener for the leap she takes withiethe real soundseapist Daniel
Lanois on her bold and briliant new Wreckmg Bale. Vhe U2 of Nashville

songbirds meets the U2 of produ like 3 Reese’s Pernut Buner Cup, it's

one of those great coneeptuatideas that makes you wender why it didn’t hap

pen sooner. With snare hushed brushsirokes (fuingly, U2 Lavry Mullen, Jr.

Ue Kentlsg@iiginan

EMMYLOU HARR
Wicckmg Ball

(ABYIT A1)

47 A

provides mestof the drum 1acks), 1 anom owps ow

the sobter handers to sonnets from Neil Yourr, Steve

e, Lacmada Williams and Tus own testural tour de
loree, "Where Will 4 Be,™ while Fars nudges lie
vouls gingerly into placeas it completing asoniples jigsaw puzzle, The nns is
|)Ix ‘dhl '|\n1 10 IN‘IIHIA'

Know that certam summery smell of noonday s beating dows on urhan
conerete, know thatall's cight il the world asoma vou smght gen lona few
minutes on the righe dav, aued then u's gone? T here are monients on Weeckmg
Ball that approsimare such feeting epiphanys On Lanois® working: ¢lass

parable * Blackhawk,” acoustic guinns, plaved nuted and gentle by 1ams



STERLING MORRISON
1942-1995

STERLING MORRISON WAS one of the prime architects

of modern rock 'n’ roll, and very few people know it.

As guitarist—with Lou Reed—in the Velvet Under-

ground, he helped shape entire genres of music and
influence countless musicians long after that band
dissolved. But working with Reed, John Cale and
Moe Tucker, Sterling usually stayed in the shadows.

Musically, at least. Philosophically, Morrison’s avid

intellect lay at the heart of the Velvet Underground
and what they accomplished. He could defend the
band against any and all detractors—as he often
recalled, there were
more than enough of
those—and he helped
formulate the VU'’s form-
idable take-no-prisoners
stance. In a time of

peace, love and misun-
derstanding, the Velvets
were alone in viewing life
from the opposite angle.
More importantly, they
never backed down—
not once. Much of that
can be credited to the
mental muscle of Sterling Morrison.

After the hand’s breakup, Morrison moved to
Austin in 1971, pursuing a Ph.D. in the University of

Texas’ English department. | met him there in 1975

quite accidentally, and convinced him to join our bar

band, the Bizarros. It took about one song to realize

what a powerful presence Sterling cut on guitar. His

p|aying1¢/as at once adventurous and precise. In

some ways, Sterling was as much a student of the

guitar as he was of English lit (Chaucer, to be exact).

He practiced constantly, never tiring of running

through chord changes and pinpointed lead runs,
almrost absentm ndedly strumming away while the
Bizarros would try to figure out what we were doing.

It was also during the later '70s that Morrison
began working on tugboats in the Houston Ship
Chennel. Arounc the same time he received his
doc:orate in medieval studies, he earned his cap-
tain’s license.

When the Velvet Underground reunited in Paris
in 1990 for an Andy Warhol art retrospective,
watching Morriscn play “Heroin” with his former
bandmates was like
seeing a circle complet-
ed. Twenty years of dis-
tance and
recriminations were for-
gotten, washed away by
the simple force of that
one song. A full Euro-
pean tour and live
album three years later
gave the group the last
laugh, proving that they
were much more than a
figment of the media’s

various

GERARD MALANGA

imagimation.

Sterling once told me the two things to remem-
ber about him were that he was “no aging hippie,
because | never was a hippie. And nobody can ever
say | sold out, because | never did.” True enough.
Sterling had an amazing mind and a fearless heart.
When he died August 30th in Poughkeepsie, New
York of non-Hodgkin's lymphoma, the day after he
turned 53, he did so knowing that his early rock 'n’
roll endeavors had changed the music he loved so
much forever. —Bill Bentley

BILLY NAME

Lanois, amble into Malcolm Burn’s shuffling

piano/bass/tambourine rhythm and—after a
quiet electric bridge—the piece ascends to a vel-
vety crescendo. Harmis” voice, tinkling like a chan-
delier and cracking with emotion, suggests the
resonance of two lovers trying desperately to |
make sense of their factory environments. Neil
Young's title track (10 which Young himself con-
tributes fluttery vocal harmonies) conveys the
aura of a smalltown romance. In Harris’ hands,
Lucinda Williams’ suicide-is-pointless elegy
“Sweet Old World” slows to a pace that lets the
heartache of loss sink in (with Williams strum-
ming along in the background). And when Harris
moans, “But [ recall all those nights down in Mex-
ico/One place I may never go in my life again” in
Steve Earle’s fragile “Goodbye,” the breakup hid-
den between the lines bobs to the surface. Earle
adds his acoustic to that ballad as well, but Lanois’
clectric reverb dominates, with passages that prac-
tically howl in empathic pain. Traditional instru-
ments are put to good use as well, especially on
Gillian Welch’s lilting “Orphan Girl,” where a
mandolin/dulcimer interplay from Lanois sets
Harris back into a simple country frame she
knows by heart. “Waltz Across Texas Tonight,” a
track she co-wrote with old bandmate Rodney
Crowell, creates a similarly twangy scenario.

But Wrecking Ball isn’t “country music,” not
by along shot. It’s Emmylou Harris testing her-
self, pushing her voice to new interpretive limits,
getting decper inside her material than she's previ-
ously dared. From the roots-conscious sounds of
her past, you may have thought you had her
pegged. After Wrecking Ball, you can toss al!
those notions straight into the hickory wind.

—Tom Lanham

RED HOT CHILI
PEPPERS
One Iot Minute
(WARNER BROS.)
TOUT-HEARTED
Sriors that they are, the
Red Hot Chili Peppers

have not grown compla-

WAR-

cent with success, judging
from the existential rest-
Hot
Minute. This dense, ambi-

lessness of One

tious album has flaws, but
a lack of commitment
isn’t one of them: Antho-
ny Kiedis and company
stalk Truth and Beauty
with an obsessive yearn-
ing Iggy Pop would
admire. Indeed, Kiedis’
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RED HOT CHILI

Green, Who 1t Is You Are
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1. Max Roach Double 1. Scott Walker, Tilt
Quartet, Easy Winners 2. Buffy St. Marie,

2. Alice In Chains, Dirt Eliminations

3. Keith Jarrett, My Song 3. Paul Weller,

4. Ali Farka Toure w/ Ry Stanley Road
Cooder, Talking Tim- 4. Miles Davis, Bitches
buktu rew

5. Frank Sinatra, Songs 5. The Beatles,
for Swingin’ Lovers Revolver

son’s Guide t
4. McCoy Tyner, Big Band
5. Ralph Moore w/ Benny

he Qrchestr

invocation of the ig on “Coffee Shop” is fit-
ting, since the old man pioneered the Pep-
pers’ strategy of sceking spiritual fulfillment
through corporeal excess.

Eager to prove themselves enlightened
party animals, the dudes celebrate the inner
self, strolling in quest of meaning on the drol-
ly laid-back “Walkabout,”
youthful indiscretions in the furious “Deep

and recalling

Kick,” concluding philosophically that it’s
betzcr to sin than to not live at all. Tilting at

PEPPERS

NIELS VAN IPEREN

intolerance, Kiedis blasts organized religion
or “Shallow Be Thy Game,” coolly baits a
“homophobic redneck dick” in “Pea,” and
advocates nothing less than the Golden Rule
with *One Big Mob.” Righteous!

However charismatic their portrayal of
idealistic renegades, the lads are less persua-
sive in strictly musical terms. While Jane’s
Addiction refugee Dave Navarro (the Pep-
pers’ 37th guitarist) has momens of flashy
brilliance, his playing often lacks warmtk.
Meanwhile, Rick Rubin’s derail-oriented pro-
duction emphasizes individuals rather than
the group; the sizzling atle track is one of the
few times the quartet hits a collective groove.

Stronger material would reader other
complaints moot. Hard tunes tend 1o be
eruptions of noise rachcr than genuine songs,
although they’ve wisely given up trying to
play genuine funk, at least. Taking a cue from
the breakthrough hit “*Under the Bridge,”
appealing sweet ’n” sour ballads such as
“Tearjerker” and “Transcending” suggest a
mellower brand of profundity may be the
wisest course.

From superior taste in influences to savvy
videos to general intangibles of image, the
Chili Peppers’ renown may owe more to
peripherals than to the music itself. On the
positive side, Kiedis and erew obviously feel a
responsibility to do right by their audience,
given the inspirational bent of One Hot

e cut and serves up his bes

au
[h

ever. Funky, slinky and full o
wrtEScuﬂeld takes jazz into a wild
new direction on GROOVE ELATION.

With LARRY GOLDING
Sono
DENNIS IRWIN on bassrgan
IDRIS M'UH AMMAD on drums

To order
Blue Note ¢af
call 1 8gg » 2177

Praduct from g

alog please
7732

@

DECEMBER



ALL NEW 1996 COLOR GUIDE

WE WROTE THE BOOK

CUSTOM CD'S & CASSETTES

*Hassle Free Money Back Guarantee
*No Charge Reference CD's & Cassettes
*At Your Service Priority Delivery

Call for our

Color Catalog Toll Free

1-800-463-9493
24 hours
WORLD

WORLD RECORDS GROUP

Phone 1-800-463-9493
€ Mail 75323, 2172 @ compuserve.com

908 Niagara Falls Bivd.
INC.
oom

North Tonawanda, N.Y. 14120.0260
Practice Rooms

PRACTICE MAKES PERFECT

Includes: stationary floor, fan-
powered ventilation system, and
cable passage plug.
Available in two sizes.

Tel: 615-585-5827 Fax: 615-585-5831

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

90 NOVEMBER 1994

Minute and relative absence of star arro-
gance. Such good intentions make every-

thing else easier to take. —Jon Young

WAYNE SHORTER
High Life
(VERVE)

ORNETTE COLEMAN &
PRIME TIME
Tone Dialing
(VERVE)

1HOUGH THEY'VE TRAVELED IN DIFFERENT CIR-
Tcles, Wayne Shorter and Ornette Coleman
have more in common than we might think.
Around the turn of the ’60s, Coleman was
defining a new shape of jazz to come, while, a
few years later, Shorter was busy working his
own redefinitions on the sidelines, injecting a
juicy enigma into Miles Davis’ group and
Weather Report. Both have had syncopated
discographies, with long gaps.

Now, after a seven-year absence from the
shelves, and having settled into their sixties,
each has assembled a new album to rank among
their finest work to date. Coleman’s Tone Dial-
ing, from his electric Prime Time group (with a
recording of his acoustic group in the hopper),
is the first showing of his music since he was
lavished with a MacArthur Grant last year.
Shorter's High Life, a remarkably supple and
secretly grandiose project which wears its com-
plexities with grace, fulfills the lingering
promise left by his last great solo album, Native
Dancer, of twenty years ago.

Shorter’s solo projects of the last decade have
been unfailingly ambitious in conception, with
mixed results in execution. Here, producer
Marcus Miller brings a clear, open mind to the

MEDICINE

task of coaxing the beauty that lurks in Shorter’s
pretzel logic. These tunes don’t so much serve as
pretty song form vessels—Shorter is the sole
soloist, on both soprano and tenor—as they are
immaculately stylized, atmospheric essays
which evolve and mutate before our ears, with
strings and horn parts tastefully lining the way.
A sly infectiousness imbues tunes such as “Chil-
dren of the Night” and “On the Milky Way
Express,” pushing pop-funk-jazz to a lofty
plane, while the title cut and “Pandora Awak-
ened” cxamine new ways of organizing ideas
and defining structural development.

With Coleman’s album, too, process and
organizational reinvention are the keys. Like
Shorter, Ornette happily embraces electric
tools of the trade, with two electric guitars,
bass, and very plugged keyboards. But Cole-
man resists the temptation of single-vantage-
point grooves and that old spinal wallop of a
fixed backbeat. His harmolodic theory mash-
es together serialist notions with proto-jazz
ideas about collective improv, resulting in a
deceptive anarchy of layered harmony and
rhythm. On Tone Dialing, Coleman rings up
other genres from rambling mumble funk
(*O.A.C.”) and island music jubilation
(“Guadalupe™) to a rap-flecked pop tune
(“Search for Life”) and even a harmolodicized
Bach prelude. But no one could mistake this
for anything but Ornette Coleman music.
Call it avant-garde, call it a folk funk thing, or
both: It’s good, soothing news from the cut-
ting edge.

And bless their probing hearts and minds.
The services of these gentle subversives have
never been more welcome now than in the mid-
dling, transitional jazz simmer of the mid-"90s.

—Josef Woodard




MEDICINE
Her Highness
(AMERICAN)

N THE LATE '80S, SUCH BANDS AS MY BLOODY

Valentine, Slowdive and Ride created droning
palettes that suggested ancient ruins tumbling
over slow-motion waterfalls. Guitars showered
reams of feedback like fireworks while disem-
bodied voices rose heavenward and drums con-
torted rhythm in dub-infected loops. Like the
bombed-out Gothic architecture that adorns
the CD jacket of Her Highness, Medicine make
resounding music that dredges this sonic past.
The results are often beautiful.

Principal songwriter Brad Laner masks
shivering melodies in covers of white noise and
textured guitars, injecting just enough surprise
10 keep it from all bogging down in layers of
mire. “All Good Things,” a textbook drone
piece, hovers methodically until a Beach Boys-
styled choir illuminates its mix. Drummer Jim
Goodall plays an unusual second line groove
under the undulating strings of “Candy
Candy,” turning its cool trance shower upside
down. On “Farther Dub” Medicine do Can,
adding Frippish guitar jabs to a percolating
snare drum rhythm. There’s even a dash of
unplugged: The prettiest track here, “Seen the
Light Alone,” blends acoustic guitar with criss-
crossing violas and Laner’s sweet vocals, to rap-
turous effect.

With MBV in exile and Mercury Rev busily
repeating themselves, Medicine has the oceanic
bliss field all to itself. But if Her Highness is any
indication of the band’s future, they might con-
sider framing their dreamy songs in more mini-
mal settings. — Ken Micallef

THE MAVERICKS

Music For All Occasions
(MCA)

THERE'S SOMETHING VAGUELY RUSTIC AND
reassuring about the Mavericks’ retro

approach to contemporary country music, like
looking at a perfectly maintained ’57 Chevy or
some old black ard white kinescope. The
Mavericks seem to hail from another era, a
time of honkytonks and one-night stands.
church picrics and county fairs, when the
modern country juggernaut was just agleam in
Chet Atkins’ eye.

The classic verities of their sound are some-
how more western than country, blossoming
like desert flowers in the bordertowns and
dives that stretch from Waco to Bakersfield.
The mournful shuffles of “Foolish Heart”
(with its close-voiced female chorus) and
“One Step Away” (with 1ts keening pedal steel
breaks) manage to suggest something of con-
temporary playlists while hearkening back to
country music’s raats. However, “Here
Comes the Rain,” with its grand Frankie
Laine gestures and bell-like 12-string accom-
paniment, begins te hint at the Mavericks
classic instrumental touch and the power in
Raul Malo’s archetypal vocal stylings. On
“Missing You” his voice takes on some of the
fragile yearning of early Roy Orbisan over a
dreamy Latin backdrop, while the Tex-Mex
celebration ef “All You Ever Do Is Bring Me
Down” (featuring Flaco Jiminez’s dancing
accordion and seme tasty instrumental
breaks) brings out a twangy, boyish quality to
his tale of a flighty lover.

But then, with everv song Malo reveals an
aspect of his range. The jazzy *50s stylings of
“My Secret Flame” offer a perfect setting for
his low-key, bluesy crooning, while “The
Writing On the Wall” moves from pinched
confessionals to throaty exhortations. The
soulful sentiment and jumpin’ jive of “Loving
You” and “If Only You Knew” seem like
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nods to vintage Elvis, while Malo’s trembling
vibrato and broken yodels on “I’'m Not
Gonna Cry For You” signify what is most
special about his muse. A lovely cover of
“Something Stupid” with Trisha Yearwood
seems both a canny nod to radio programmers
and an evocation of his band’s south-of-the-
border élan. Allin all, Music For All Occasions
refines the Mavericks’ sound while reaching
out to casual listeners, and I can’t think of a
country band more deserving of having their

cake and eating it, too. — Chip Stern

LUTHER ALLISON
Blue Streak
(ALLIGATOR)

FEVER A BLUESMAN HAS IMPROVED WITH AGE,
Iit is Luther Allison. A protégé of such guitar
slingers as Freddie King and Magic Sam on
Chicago’s West Side, Allison showed much
promise when he came up in the late '60s. But,
after a bright but half-finished Delmark
debut, Love Me Mama, he gravitated towards
the showboating messiness of Buddy Guy at
his worst, and exhibited a sometimes excruci-

"Refrexhinq and 0riqina|" - Music Connection
"Cutting and Nqgressive” - BAM Magazine

"They're Dramatic, Passionate Rock

DMrernative. Different!" - RIP Magazine

Look for their first h||-|ength album in September!
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ating fondness for Hendrix-style extrover-
sion. A godawful album incongruously
released by Motown in the early *70s pretty
much buried Allison for all except the ball-
room-rock faithful.

Following a familiar route, Allison emi-
grated to Europe, and it’s apparent that the
change in musical climate and the passage of
time has been good for his muse. His 1994
Alligator debut Sox! Fixin’ Man unveiled a
more dedicated practitioner of the blues; on
Blue Streak, Allison leaves rock stylings fur-
ther behind and displays an emotional and
instrumental weight largely lacking in his ear-
lier work. Backed by a brawny, dense band,
he’s admirably direct on vocals, and his guitar
work, in the classic West Side manner, displays
plenty of sizzle and snap. On a couple of
tracks here, he evokes his little-remembered
debt to Hound Dog Taylor with slide perfor-
mances that are highly individualistic in tone
and structure.

If Allison exhibits a great weakness, it’s as a
writer. Some of his attempts at “socially con-
scious” blues, like “Big City” and “Move
From the ‘Hood’” (both co-written with gui-
tarist James Solberg), make one wince. He’s at
his best with no-nonsense, tradition-based
material; singing, playing and writing all come
together on his sketch of a troublesome wine-
drinking woman, “Cherry Red Wine,” which
has its roots in blues themes as old as time.

If Allison can hone his pen to a finer point,
Buddy Guy-style veneration may arrive for
him in short order. For now, Blue Streak is a
flawed but compelling chapter in the story of a
musician still reaching his mature flowering.

— Chris Morris

KEITH JARRETT
At the Blue Note
(ECM)

HERE WERE LINES AROUND THE BLOCK LAST
Tyear when Keith Jarrett, Gary Peacock and
Jack DeJohnette played at the Blue Note in New
York. This was no surprise: Catching Jarrett's
trio at any venue smaller than Carnegie Hall is a
rare opportunity. Those who made it were treat-
ed to an hour or so of transcendent performance
by three musicians whose group sets the stan-
dard for standards. Multiply that by six and
you’ve got this six-CD document of three nights
at the Blue Note. It’s a gourmet feast—which,
when you think about it, is almost an oxymoron.
Listen in small doses; it goes down better.

Jarrett’s sensibility—and producer Manfred
Eicher’s understanding of it—defines the trio’s
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RANDY WESTON
Tanjah
{VERVE}

CONSIDERING HIS STATURE as a composer
and a player, pianist Randy Weston has
recorded precious few albums. An impor-
tant chapter in Weston's long-running col-
laboration with the brilliant arranger/trom-
bonist Melba Liston, this classic but long
out-of-print 1973 recording features a
large ensemble with such luminaries as
Ernie Royal, Budd Johnson, Al Grey and
Ron Carter. Like his mentor Thelonious
Monk, Weston continually revisits his own
compositions, bringing years of studying
African music to bear on his signature
tunes “Hi-Fly,” “In Memory Of” and “Little
Niles.” The two unreleased takes of
“Sweat Meat,” which feature some pun-
gent blowing by the underrated alto saxo-
phonist Norris Turney, are an added treat.

—Andrew Gilbert

BEN WEBSTER
Music for Loving:
Ben Webster with Strings
(VERVE)
ONE OF TENOR saxophonist Ben Webster's
nicknames was the Brute, due to his size
and occasionally fearsome temperament.
His sound, however, was uniguely lush and
sensuous, especially on ballads. With music
from three entire albums (originally released
in the mid-'50s on impresario Norman
Granz's Norgran and Clef labels) plus alter-
nate takes and unreleased tracks, this two-
CD set contains a generous helping of Web-
ster's long unavailable sessions with
strings, as well as a strings album by Duke
Ellington’s great baritone saxophonist Harry
Carney. Most of the arrangements are by
Ralph Burns and Biily Strayhorn, whose
chart for “Chelsea Bridge” is so unspeak-
ably beautiful it alone justifies purchasing
the set. Not that the other tracks decline
much from this standard; these are some of
the finest horn-backed-by-strings sessions

jazz's most lyrical players. —Andrew Gilbert

MASTER MUSIGIANS
OF JAJOUKA
Brian Jones Presents the
Pipes of Pan at Jajouka
(POINT MUSIC}

THE ECSTATIC PIPING of Morocco's Jajouka
musicians was little known to Westerners
when Brian Jones entered the Rif Moun-
tains in 1968 and heard Pan's true song
for the first time. Since Jones' documen-
tary album was released in 1971, many
have made the trek: Ornette Coleman uti-
lized the Jajoukans on his seminal Danc-
ing in Your Head, the post-Jones Rolling
Stones wove the musicians into their
“Continental Drift,” and the peripatetic Bill
Laswell made his own field recordings with
Bachir Attar's musical tribe. Jones’ origi-
nal album, despite some minimal studio
chicanery, maintains its unearthly power;
the Master Musicians’ screeling, unearth-
ly sound makes the presence of the goat-
god Bou Jeloud hypnotically palpable.

—Chris Morris

OTIS RUSH

So Many Roads—Live in Concert
{DELMARK)

BLUES SINGER-GUITARIST Rush has always
tended to be an enigmatic, erratic and
frustrating live performer, so this 1975
Tokyo concert performance, originally
released by Trio in Japan and later issued
inthe U.S. by Delmark, was an unexpected
delight, and remains so two decades later.
Heard in a lean quartet format, backed by
a strong band that included Jimmy John-
son on rhythm guitar, Rush is at his jazzi-
est. twirling out clotted, unpredictable
licks hither and yon. His straining, impas-
sioned singing is in near-top form as well. |
heard Rush play the standard set here,
comprising favorite covers like “Gambler's
Blues” and such distinctive originals as
“All Your Love,” many times in the early
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‘70s. He seldom performed them with the
lush instrumental fervor and vocal authori-
ty he exudes here. —Chris Morris
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method. First, they interpret by conventional
rules: Play the head, play solos, toss a few fours
back and forth, recap the head. More impor-
tantly, they let the melody guide them: Where
most bands build their solos on a rhythm
groove, Jarrett constructs a melodic groove,
from which the rhythm grows. DeJohnette
plays circles in the Elvin Jones tradition, light
cymbal brushwork and snare taps all around the
beat. He stands back even when Peacock walks
on bass, consenting at times to play dotted
eighths on the ride cymbal but avoiding pat-

terns that would fall neatly into groups of four.
With all these cymbal whispers and free bass
parts swirling around, most pianists would be
tempted to compensate by playing aggressively,
filling in the holes. Not Jarrett: He prefers to
join his band in floating above, rather than dig-
ging into, a groove.

In fact, Jarrett goes to extremes to preserve
the trio’s ephemeral feel. On “Lover Man,”
taken at exquisitely slow tempo, he spells out
the theme, arranging each note like curios on a
shelf, with the bridge played an octave up. Pea-
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cock’s spare but steady bass and DeJohnette’s
vaporous brushing enhance the weightlessness
of his line. At other times, Jarrett pushes his
agenda to extremes. If the point of playing
standards is to celebrate the tune, he can be
accused of following his ideas far from the
changes and to the edge of affectation.
Halfway through a twenty-minute rendition
of “You Don’t Know What Love Is,”
DeJohnette’s overlong hand-drum exercise
transports the pianist into a filigree-ridden
imitation of Arabic modes and wind instru-
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ment conventions. Its derivative motivation is
especially odd for Jarrett, a conspicuous critic
of world music. The crowd likes it, though,
and responds with a two-minute ovation, all of
it faithfully preserved on disc.

More often, Jarrett’s distensions of written
material spellbind. He begins “Autumn
Leaves” with a wondrous improvisation,
built on sturdy harmonic movement that
peaks in a gorgeous ascent of triadic voicings.
Later, in the same tune, with DeJohnette
taking control of the beat, Jarrett fixates on a
droning fifth. As on “You Don’t Know What
Love Is,” the effect seems contrived—until he
brings the opening theme in over the fifth,

J.D.

GLORIA ESTEFAN
Abriendo Puertas
(EPIC)

AFTER PAYING tribute to her Cuban her-
itage with Mi Tierra, Estefan has expand-
ed her musical world view to include near-
ly the whole of Latin America. That means
everything from Dominican merengues to
Peruvian marineras, and though it may be
tempting to sneer at the gimmick, it's
hard to ignore the strength of the perfor-
mances. Though the ballads remain an
obvious focus, Estefan’s rhythmic sense
is stronger than ever. Simply put, this is
some of the best music she's ever made.

AC/DC
Balibreaker
{EASTWEST)
BRIAN JOHNSON has been singing throat-
searing boasts like “Let’s Get It Up” and
“Sink the Pink” for so long it's tempting
to wonder which will give out first, his
vocal cords or his prostate. Both are in
reasonable shape here (just check “Hard
As a Rock”"), but it's Angus Young who
comes off as the album’s true hero. It
helps that Rick Rubin’s lean, mean pro-
duction makes the most of the centrat
riffs in “Cover You in 0il” and “Caught
with Your Pants Down,” but it’s the sly,
inventive playing Angus provides for “Hail
Caesar” and “Whiskey on the Rocks"” that
keeps AC/DC current.

which is transformed into the tonic note. This
is classic Jarrett: He demands time to create a
context in which even a trivial device can
assume greater meaning.

And when working solo, Jarrett can astonish.
No one can turn a simple ballad reading into the
kind of masterpiece he creates here on “In the
Wee Small Hours.” With its Coplandesque har-
monies, quietly restless second-inversion
chords, avoidance of blue notes, and the finest
rubato in jazz piano, this is Jarrett at the peak of
his poetic strength. One could call this perfor-
mance affected too, but only after the hush of a
crowd that knows a miracle when they hear it.

—Robert L. Doerschuk

CONSIDINE

BROOKLYN FUNK ESSENTIALS
Cool and Steady and Easy
(GROOVETOWN/RCA}

REMEMBER THE jazz-funk experiments of
the '70s, when Norman Connors had hit
singles and Lonnie Liston Smith got
played in discos? These guys do. Even
better, they understand what that aes-
thetic was about. Rather than just flesh
out a few retro grooves with bop-inflected
horn solos, the BFE crew goes for true
fusion, spiking “The Creator Has a Mas-
ter Plan” with dancehall riddims and
bringing a real sense of swing to the sam-
ples and loops that fuel “Bop Hop."

PIZZICATO FIVE
The Sound Of Music By Pizzicato Five
(MATADOR)

WITH MUSIC this soulful and infectious,
the only thing standing between the P-5
and stardom is that they sing in
Japanese. Fortunately, this album goes a
long way toward overcoming that obsta-
cle, adding more English to the mix with-
out watering down the music's flavor.
That makes the maddeningly catchy
“Happy/Sad” much easier to sing along
with, while the intra-verse chatter in “If |
Were a Groupie” is infinitely easier to fol-
low. Still, the heart of the P-5’s sound is
its giddy, grab-bag blend of '60s pop,
'70s soul, and '90s alterna-chic. That
needs no translation.

SOME BLUES RECORDS ARE
FOR EVERYBODY... 3

hello everybody

wloui

blues of the month claby
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Produced by Steve Cropper and
Joe Louis Walker
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TAPES
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TOK PRD SA BULK
CUSTOM LOADED HIGH BIAS (TYPE i) CASSETTES
UENGTHE

L 3
[Eangeh 010 [C20 [Cw0 [C«& | C45 | C-50 [0 ' C-70 | Ca0 [ o

[Pros T303" 9037 30 30 | 3050 | $05 [s0.61 _woes |07 | soee |
MAXELL XLII BULK

CUSTOM LOADED CHROME HIGH BIAS (TYPE H) CASSETTES
wwm'mm5mv!m'mmmm .
[longn T [c0 S Tcam ceo [cm [ Tow |
[Price | 8022 |5097 (W02 & 18054 | $0.58 [$0.81 | %0T) [$078 | 8083

PREMIUM FOUNDED-EDOE ALL CLEAR NORELCO BOXES > $0.13 each

e Pfurores

por

NOW! RECORDING SYSTEMS, INC.
32 WEST 30TH STREET, 9TH FLOOR, NEW YORK, NY 10018 >
Telephone: 212-708-7800-+ 800-859-3679 * Fax 212-768-9740

e Acoept VILA o LPs. by

SONGWRITERS

SONGWRITER PRODUCTS IDEAS NECESSITIES!
Contracts, Copyrights, Books, Business Forms, Record Co/Radio
Directories, 8x10s, Labels, J-Cards, Musical Gifts, Jewelry, Clothing,
Accessories, “Catalag $1.00.” SPIN 345 Sprucewood, #MU, Lake
Mary, FL 32746-5917 (407 321-3702.

Order the
1996
MUSICIANS GUIDE
TO TOURING
AND
PROMOTION

for details see page 77
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HAPPY ANNIVERSARY

1992 marked the 25th anniversary of the Beatles’ Sgt. Pepper album. 1994 marked the 25th anniversary of
Woodstock. This year, we're told, it's the 10th anniversary of Live Aid. Seems like nary a month goes by without
tribute being paid to some illustrious date in rock history. But in the process, other profound but less, uh, presti-
gious anniversaries seem to get overlooked. So, in the spirit of '95, let us now genufiect before the altar of a few

cherished memories...

1990 - 5th anniversary of the Elton John concert inaugurating the
Trump Taj Mahal casino resort in Atlantic City.

1984 - 11th anniversary of Grace Jones co-starring with Arnold
Schwarzenegger in Conan the Barbarian.

1980 - 15th anniversary of the breakup between Adam and the
original Ants.

1977 - 18th anniversary of the formation of the Village People.
1990 - 5th anniversary of the first U.S. tour by Wilson Phillips.
19886 - 9th anniversary of the premiere of the Prince movie Under
the Cherry Moon.
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[ [} A N ILLUNTRATION

1965 - 30th anniversary of Paul Revere and the Raiders appearing
as the house band on Dick Clark’s Where The Action Is.

1981 - 14th anniversary of MTV's first ever live stereo broadcast,
featuring REO Speedwagon.

1974 - 21st anniversary of the marriage between Gregg Allman and
Cher.

1978 - 17th anniversary of Sgt. Pepper’s Lonely Hearts Club
Band—the movie.

—Mark Rowland

BY RoB CLAYTON



- TWO PROS
WHO KNOW
GREAT SOUND.

TWO MICS THAT
AKE THEM
RY HAPPY.

Let’s face it. While
Robert Scowill, live Neumann mics have a

sound stalwart and winner of | stellar reputation for
three TEC awards for Live rich, opulent sound,
ike Frondelli, Sound Excellence. knows a great they are not the lowest
i \ / i Director of microphone when he hears one, priced mies around.
Capitol Records He has toured as the front-of- Why? Because we
Studios, has a connoisseur’s house mixer with bands like have 10 ensure that
mic locker, including Rush. Def Leppard our microphones
mare than 30 and most recently satisfy even the
Neumann mics dating Tom Petv. most demanding
back to the 1940%. “I am using the engineers in hyper-
Newest in the eollec- new KNI 184 critical recording
tion? The mic Mike both out on environments. Bur,
calls “the working tour and at we have found a
man’s Neumnann] the MusiCanvas.” way to take a few
TLM 193. Because it (Rabert’s studio in of the bells and
sounds so good in so Scottsdale.) whistles off a
many applications, “The KM 184 | couple of our mics and
Frondelli recommends carries all of the still give you that big
the TLM 193 as “the Neumann signa- (HUGE) studio
one mic to have” for tures, and 1 have sound on a project
Capitol aets setting had great success | studio budget.
up projec: studios. on a wide variety The bottom line
The TLM 193 of sources, from is this: before you
is a stripped dawn, the subtletics of go dropping big
cardioid-enly violin 1a the cash on outboard
version of our famous extreics of | gear trying to make '
TLAM 170. It provides distorred guitar.” your studio sound I
oodles of headioom, The KM 184 good, consider the
has virtually no is perfect for most important part
self-noise, and can instruments of all of the signal path, l
immediately give your kinds, and excels your microphones.
project studio that at overhead The only way to ’ Neuma““ "s A
professional sound drum miking and get great sourd out ‘
(particularly on vocals) capturing the elusive of your swudio is 6 Vista Drive, PO Box 987
thar you've been missing. acoustic guitar. For 10 capture great Old Lyme, CT 06371
(By the way, the TLM 193 professional qualiry at | sound. And ne S 128 Tel: 203-434-5220 Fax: 203-434-3148
has become our l)igges't less than $700 each, a other microphone captures In Canada: 221 LaBrosse Ave,
seller.) It carries a retail price stereo pair of KM §84s can sound as well as Neumann . . . Pte-Claire, PQ HOR 1A3
of less than $1500. casily be a part of ANY studio. not even closc. Tel:514-426-3013  Fax: 514-426-3953
I orid Radio' Hstor | -
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A FINE HANDCRAFTED
GUITAR YOU FEEL
A R CH AP?PRECIATION

o —

ORITS AGED WOOD.

e 3

,f\ P' OF UND RESPECT

DON'T DESPAIR. YAMAHA LW HANDCRAFTEDS WON'T BREAK YOUR HEART OR
YOUR BUDGET. STARTING AT $599. THEY OFFER CRAFTSMANSHIP YOU'D EXPECT
FROM GUITARS COSTING TWICE AS MUCH. LIKE SOLID SPRUCE TOPS. FINE GRAINED
WOOD. SCALLOPED BRACING. AND PRECISION FRETWORK.

BUT THE MOST IMPORTANT THING IS HOW BEAUTIFULLY THEY PLAY. AND THAT, YOU
NEED TO HEAR FOR YOURSELF. STOP BY A YAMAHA HANDCRAFTED DEALER AND TEST
PLAY AN LW. AS FAR AS WE KNOW, THAT DOESN'T COST A CENT. Y AM AH
FOR THE DEALER NEAREST YOU, CALL 800-879-1131,EXT.430. A

*MSRP ©1995 Yamaha Corp. «f Amenca. Guitar Products, P.O. Box 6600, Buena Park. CA 906226600, (714)522 9013






