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Big System Soled 
...in A Box 

Think of the great things you could do with a 
SoundTech Stereo MetroMiirm 
at your command... 

• Two Power Output channels, each with 
9-Band Graphic EQ and 300 Watts of 
clean SoundTech power. Use the 
power outputs for Left + Right, or 
re-assign them to Main + Monitor 
at the touch of a button. 

• Compression circuit to protect 
your precious speakers from 
harmful distortion. 

• Integrated Reverb circuit to 
breathe life into dry Dooms. 

• Two Effects Sends / Returns to put 
external effects at your command. 

• Three-Band Channel EQ to contour 
your mix to perfection. 

• Input Gain Trims with Peak LEDs to 
maximize dynamic range and minimize 
distortion. 

• Tape Input / Output. Use it for the obvious, or 
to give you a second-zone output and additional mix inputs. 

Only SoundTech packs so much performance into 
an integrated portable system. Take one out on 
your next job and see what a Big System Sound 

can do for you. 

SoundTech 
PROFESSIONAL AUDIO 

e 

Fast: Circle The Bingo Number • Faste": Call 800-LIS-SOUND (800-371-6863, x131 or x132) • Fastest: Check Out http. ,www.wasteburn.com 

Soundlech Protessional Audio • 255 Corporate Woods Parkway • Vernon Mils, It 60061-3109 • Tel: ( 847) 913-5511 • Fax: ( 847) 913-7772 • In Canada ( 9C5) 544-5035 



The Orion Dirdseye Maple Series has been created 

using six plys of cured and aged North Americar maple. 

Orion Dirdseye Maple Drums feature 7.8 min shell 

thckness, precision 45 degree bearing edges with 

counter cut, full length Gladstone style lugs, the exclusive 

ILS. Isolated Toni System providing infinite tom positioning 

capabilities and no shell penetration, the elegance of hand 

stained maple, and coats of protective transparent 

polyurethane se deep the drums appear to be eicased in 

purified water. 

The sound of Orion Diedseye Maple drums? 

Simple...indigenous to itself and second to none. 
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Craig Chaquieo, former songwriter 
• a4 lead guitarist for Jefferson 

".&tarslrip, has earned more than 
,a dozen gold and platinum records, has 

been honored with both Grammy and 

Academy Award nominations, has 
topped the New Age charts with his last 

two solo records, Acoustic Highway  
and the Grammy nominated Acoustic  

Planet, has just released his third solo 
effort, A Thousand Pictures. avid now 

has yet another accomplishment to add 
to his list: The EA26 Craig Chaquico 

ignature Series Model guitar. 

he EA26 Features: 
• Mahogany back, sides and neck, with 

select Spruce top 
• Rosewood Thunderbird bridge with 

wooden: bridge pins 

• Pearl Thunderbird fingerboard 
and peghead inlay 

• Abalone s-oundhole rosette 

• Equis Gold preamp system; with 

Fishman Matrix Transducer 

help preserve our environment, 

;burn will plant a tree for every 

Chaquico Signature Model sold. 

WISHBUIN 
A Great Guitar Should Bc 

tetanturnaterratierel • Pf.t Will Ninny • Veer* Ws, It 60061 3109 L bw 
Tel ( 347. 9115511 • 11177/2 • In Genera ( 915) 544-5035 
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BLUE NO1 E BLOWS HOT! 

The saxophone master reigns supreme on this double 
CD set, capturing two quartets live at the Village 

Vanguard Band one features Mu!grew Miller- piano, 

Christian McBride-bass and Lewis Nash- drums. 
Band two is composed of Tom Harrell-trumpet, 

Anthony Cox-bass and Billy Hart-drums. 

Joe Lovan 
(35739) 

mtilucw maw 

hrIsnan mcbride & klris nJ‘h 

live at the 

village vanguard 

tom himell 

anthom not & hiII hut 

(29125) 

JackyTerrasson 
The second release by the outrageously gifted 
pianist reaches new musical and sonic heights. 
Recorded on Mark Levinson's Cello sound system, 
Reach explodes with power. With Ugonna 
Okegwo-bass and Leon Parker-drums. 

Fresh new compositions by one of 
the brightest pianists in jazz. Renee 
leads a provocative band of musicians: 
Chris Potter-tenor sax, Al Foster-
drums, Nicholas Payton-trumpet. 

Peter Washington-bass 
and Don Alias-percussion. 

Mind-bending highlights from the Cuban 
virtuoso's first U.S. concerts are collected 
on one CD. Solo and with groups featuring 

Charlie Haden, Jack DeJohnette 
and his own quartet. 

(30491) 

(3463 4) 

Renee 
Rosne 

imagine 

Gonzalo Rubalcaba in the USA 
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UPGRADE 
YOUltr,A1 
The Whirlwind PM Story 
Whirlwind's Precision Manufactured 
tubes are designed to exceed original 

type specifications—to perform better 

and last longer without compromising 

the classic tonality of the tubes. How is 

this achieved? 

Several years ago world consumer 

demand for tubes was collapsing and 

western manufacturing facilities were 

shutting down. We believed tubes would 

continue to be important to the music 

community and began a multi-year 

process of developing manufacturing 

capability in China. 

The assembly of tubes has never been 

fully automated. The tiny parts are 

assembled into their glass envelopes by 

hand, like building a model ship in a bot-
tle. As with the Soviet Union, China had 

the workforce available and tube facto-

ries in place—still producing tubes for 

domestic equipment. However, both the 

Chinese and USSR plants used equip-

ment, materials, and procedures that 

were well below the level of technology 

being developed in the West at what was 

thought to be the end of the tube era. 

Compared with the USSR, China's 

strong economic and industrial growth 
made it the obvious choice for our efforts. 

We could have simply bought thousands 

of tubes from the existing factories, 

thrown away most of them, and sold the 

ones that happened to accidentally per-

form well. That system is inherently 

unpredictable, however, and there is no 

• T.,`.;; 

way to guarantee that the tubes which 

do pass will continue to perform after a 

few hundred hours of use. We also had 

new designs we wanted to produce. 

So with the services of some of the top 

engineers from the world's classic tube 

companies, we set out to match and sur-
pass the best of the classic tubes using 

selected Chinese manufacturing plants. 

To achieve this goal we modernized the 

systems of our partner factories and 
imported equipment capable of produc-

ing better mechanical connections and 

higher vacuums—keys to consistent per-

formance and longer tube life. We 

brought in high-tech alloys for a new 

generation of superior tube designs and 

developed rigorous quality control proce-

dures. Finally, we placed our own people 
at these factories to work hand in hand 

with their production staffs. The result 

of these efforts is a tube quality unparal-

leled in the history of tube manufacture. 

These superior tubes are then final-test-

ed and grouped in the U.K. using a com-

puterized multi-parameter matching sys-

tem. This system allows us to compare a 

range of key parameters and organize 
our power tubes by group number. The 

process is so precise that once your amp 

has been properly biased for a set of PM 

tubes, new PM tubes as much as 10 

group numbers away from your originals 

will generally not even require rebiasing. 

Our designs have restored and upgraded 

thousands of classic and current amps. 

Yours could be next. Ask your dealer or 

contact us directly for more information. 

99 LING RD • ROCHESTER • NY • 14612 • PHONE + 1 716 663 8820 • FAX +1 716-



T
here's been talk for years about your 
doing a solo project, yet here you are 

with Wild Mood Swings, a new 

Cure album. What was it that made 

you decide on another band record? 

I think I enjoy the social side of it as 
much as anything. It would be much more 

lonely if I was making a solo record. I'd 

have to draft people to play instruments I 

couldn't play, and if I'm making a record 

with a bunch of people, I may as well make 
it with a bunch of people that I like. 

With recent changes in the band's lineup, 

does this feel like a new Cure? 
The group is actually like a very different 

group to the one that made the Wish album, 

Roger [O'Donnell i has made a difference. 

rellirrilif911111 

play." Boris [Williams] is a phenomenally 

good drummer, and replacing him was the 

most difficult thing, because once you've 

had someone that's that good you can't 

take a backwards step. The audience 

expects us now to have a certain standard 

of playing. I like the idea of being able to 
play; I think it's to be applauded. I despise 

people who revel in the ignorance of not 
being able to play their instrument. There's 

a kind of pathetic side to it really. 
But the problem is that I have limita-

tions. Pon l [Thompson] is a far more fluent 

guitarist than me, much faster, much more 

able to kind of change shape quicker and 

have a range of styles. But ultimately, peo-

ple equate my guitar playing with the 

Cure, so in some ways he was kind of iso-

lated. A lot of what he played didn't really 
fit—which was proved when he walked 

into Page and Plant. He was given free rein 

to express himself in that set-up, whereas 
with the Cure he was always being reined 

in: " Please don't do this, please don't do 

this." 
Any reflections on Oasis vs. Blur vs. 

Pulp vs. the British press? 
I don't think very much changes. That is 

one part I remain very cynical about. It's a 

media-driven movement, really. I don't 

think it's aimed at me, and I certainly don't 

get a lot of it. I think there's a couple of 

them will transcend the movement—when 

the movement dies they won't go down 

with it. 

Robert Smith 
He's really been the only person in the his-
tory of the Cure who's been able to play 

keyboards competently. So that's allowed us 

to experiment more with keyboard sounds, 

in particular just playing very simple piano, 

but playing it well. 

Competence doesn't seem to be in vogue 

in Britain at the moment. 
Well, I've never held that disingenuous 

punk ethic that "we can't play, we won't 

The English media has the incredibly stu-
pid attitude that this is the center of the 

musical universe. It's patently untrue. The 

stories that they run—'The Groups That 
Conquered America'—because Oasis has 

managed to get into the charts...you think, 

"Hang on, this opens the door for the new 

wave of Britpop," and it doesn't work like 

that. They'll find out, I suppose. 

--J.D. Donald!» 

MUSICIAN JU LY 1996 



1.1191711M 111111 

y
ou and your two partners—alto and 
baritone saxophonist Simon Clarke 

and trumpeter Roddy Lorimer— 

comprise the hottest horn section in 

British rock. How do you prepare for your 

diverse studio and concert dates? 
Tim Sanders, tenor & soprano saxo-

phonist: The main thing is to keep our 
ears open and arrange as close as we can 

to the brief that we get from the producer 
or the band. We've gotten called in just to 

do a couple of stabs on dance tracks. And 

when we did Connected with Stereo 
MC's, the singer sang us his ideas for horn 

parts at the session; we learned them on 

the spot and recorded them. Then they 

took these little riffs and things away and 
assembled it like a jigsaw puzzle in the 

final mix. On the other hand, when we 
did African Woman for 

Baaba Maal, Simon did this 
stupendous arrangement 

with a huge African cum 

salsa vibe. So there's a wide 
spectrum. 

You've gone on the road 

with bands like the Who and Eric 

Clapton. Is it hard to find parts in songs by 

artists who normally aren't associated with 
horns? 

There was criticism in the American 

music press when we went out with the 
Who in '89. It was a 17- or 18-piece band, 

and we were accused of toffing it up. But 
when you listen to records like 

Quadrophenia there's a lot of orchestral 

stuff, and there were plenty of places even 

We would rather 

not play 

than play something 

inappropriate. 

on Tommy where John Entwistle would 

play French horn. We just tried to provide 

excitement in the context of the Who's 

music-which wasn't very hard to do. 

If you're playing on a song where there 

was originally no horn part, do you try to 

create a more subliminal than overt 
impression? 

There's very little point in playing 

something that's going to be subliminal. If 

a song seems to be working well enough 

without us, we'd rather not play than 

play something inappropriate. So we try 

to add, whether it's dynamic information, 

like coming in on a chorus to create extra 

excitement, or an intro where there was-
n't one before. As an example, for his 

recent shows at the Royal Albert Hall, 

Eric Clapton specifically requested horns 

The Kick Horns 

résumé 
Rolling Stones 

Rod Stewart 

Supergr 

Blur 

David Gilmour 

The Beautiful South 

1 L to R: for an unplugged ver-

Simon Clarke, sion of " Layla." He 

Roddy Lorimer, sang the sort of thing 

Tim Sanders he was looking for, 

and we came back with an arrangement 

he liked. He also wanted horns on 

"White Room" and "Badge." We wound 

up putting unison licks behind the solos 

on "White Room" and doing something 

similar behind the verse, so that the horns 

were still in the spirit of the track. 

How do British and American horn 
sections differ? 

It probably depends on the material 

more than the geography. The kind of 

thing that Jerry Hey did with Michael 

Jackson-that very thin, bright, hard 

sound-is more the result of working in a 

rock context because the sound needs to 

cut through. If Jerry was asked to arrange 

for a rootsy soul, I'm sure he would take 
a different approach and write more in 

the low to mid range area. And we cer-
tainly would as well. 

—Robert L. Doerschuk 

JULY 1 9 9 6 MUSICIAN 



It's 1:00 A.N1' 
Do you know 
where your , 
feedback is? 
The MAQ-300 and MAQ- 800 monitor amps do? 

The record company A & R man you've been 

bugging for over a year picks tonight to 

visit your house band gig. The club owner 
has gone home, you are well into the last 

set and really starting to cook. As you 

turn up your monitors trying to keep up 

with several hundred watts of guitar amps 
cranked to 11, it happens... "brain darts." 

Before everyone can cover their ears and 
dive for the door, you casually reach over 

to your MAQ 300 and pull. down th, slider 

with the red LED glowing above it. The 
feedback is gone so quickly, you don r- miss 

a beat. You get a record deal, marry à 

Baywatch hard-body and live happil 

ever after. 
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We can't guarantee the 
record deal and fringe 
benefits, but we can make 
feedback problems a thing 
of the past. The MAO' 
Series of dual monitor amps 
have two 15-band graphic 
equalizers with our 
Feedback Locating System 
(patent pending) built in. An 
LED above each EQ slider 
illuminates when that 
frequency band has the most 
energy present. Under 
feedback conditions there is 
no more guesswork, just pull 
down the offending band. 
Save time, save speakers, 
save your ears... ah for less 
than the cost of buying 
separate equalizers and 
power amps. In addition to 
15 bands of graphic EQ, 
each channel has an 
adjustable low cut filter to 
pull rumble and power-
robbing kw bass out of the 
monitors. The MAO 300 
delivers 2x150 W @ 4 ohms 
while the MAO 600 puts out 
2x300 W @ 4 ohms. 

• FLS Feedback Locating 
System ( pat. pending) 

• Bass ll-off filter, adjustable 
fro:m 25 Hz to 300 Hz 

• Dual 15-band graphics 
with 45 MM sliders 
500Hz to 4 kHz 1/3 
octame bandwidth 
160; 250, 400, 6.3 k and 
10 kHz 2/3 octave 

• Balanced XLR input, 
bal/unbal 1/4" TRS input 

• 1/4" IRS thru out jack 
(only on one channel) 

• 1/4" EQ Out and Power 
Amp In insert points 

• Stereo/Mono link switch 

• MAO 300 - 2x150 W @ 4 

ohms in an XR type 

top box 

• MAQ 600-2x300 W @ 4 

ohms in a Su x 19" 

steel chassis 

PEAVEY 



13196 Nonesuch Records a Warner Aiwa.: Group Company tWr credit card orders call 800,190-5465 

"Quartet may be Frisell's masterpiece... 

the album is an achievement, a profound 

mix of old and new." The New York Times 

"One of the most dramatic and insinuating 

new albums in memory, and a major new 

chapter in his work." Boston Globe 

"A wholly American masterpiece." 

Philadelphia Inquirer 

T 
Eyvind Kang 
Ron Miles 
Curtis Fowlkes 
Bill Frisell 

on Nonesuch Records 

ri"r1"1".11 
ghosts, 

girls, 

airplanes 

ehei 
trampa 

the new album featuring 
"trampoline" and 

"ohio air show plane crash" 
produced by patrick mccarthy & joe henry 

for fell and swade productions 

http //www.mammoth.com 

ittri«.ffleit a the atlantic group 

01996 atlantic recording core a time warner company 
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he G&L factory in Fullerton, California seems like a throwback to a simpler and romantic past. 
The people at G&L — his people — still do things the way he taught them. These Californians with love, dedication and 

great skill slowly and painstakingly give shape, form and voice to the G&L instruments. There are no computer-driven 

robots popping out guitars with uniformity but no soul. At G&L, people make instruments just like the founder wanted 

them made. Guitars made this way have a life — a vitality in them that responds to the player like no other. 

714-897-6766 Men Fax 714-896-0736 



tori amos 
No argument here about Tori Amos' command of 

her voice and playing (May ' 96), but please, Tori, 

lose that marketing strategy. If any male artist 

released an album called, say, Girls for Thor and 

posed with a gun and mud-as-blood, he'd be 

laughed off the planet. I'm so tired of subtle and 

not-so-subtle sexism aimed at men but packaged 

as female empowerment. Until she explores the 

depth of all humanity, Tori will remain nothing 

more than the K-mart Kate Bush. 

Robert Capra 

Everett, MA 

Yo, Tori, the "c" word isn't "cunt"—it's 

"confused." Who really cares about "the 

girl in the bathroom"? Get a real job for a 

month! Typical male, right Ms. Amos? 

PhiIly Frank 

Philadelphia, PA 

You accomplished two great things in your 

Tori Amos article: You got a picture of her 

with her legs crossed, and you got her to 

talk about the actual mechanics of her 

music. Considering her usual habit of 

pointing her vagina at us and having "tea 

with the devil," I found this a refreshing 

change. 

David Barr 

Plymouth, MA 

gin blossoms 
I've been surprised by a few of your choic-

es for recent cover features. The Gin 

Blossoms (Apr. '96), for instance. How 

many other bands have a silly sitcom sin-

gle, music videos, previous nationwide 

exposure in all media, and still can't get 

the ball rolling in sales for their most 

recent release? They needed help because 

their music is sellout weak, not "fun." 

Lesser-known bands who don't have this 

kind of exposure might not get the kind of 

assistance you've given the Gin Blossoms. 

Bill Reese 

New Yolk, NY 

bandmates, he should give them more credit and 

worry less about who gets the rights for the 

songs. 

M'Ilsa 

Pittsburgh, PA 

¡ch bin em n berliner 
I was surprised to learn that my grandfather, 

Emile Berliner, "had become wealthy improving 

the transmission quality of Alexander Graham 

Bell's telephone" ("The Cheatin' Art," Feb. '96). 

For him to have become wealthy, instead of tak-

Berliner magnetic recording device is on exhibit at 

the Smithsonian. In any event, it is now acknowl-

edged that the true inventor of magnetic record-

ing was an American, Oberlin Smith, who devel-

oped it at about the same time Ernie Berliner 

introduced his disk. 

Oliver Berliner 

Beverly Hills, CA 

the tangled web 
I just read your article, "Welcome, You've Got 

Gear!" (Apr. ' 96). Then I spent the better part of 

an hour looking for all the neat stuff I read 

about. The Alesis URL came up with a 

page with the Alesis logo and no text or 

links. Oh well, I thought, maybe I can find 

out what year my Fender Mustang is. After 

searching all over Fender's site I was 

referred to a book store on their FAQ page. 

I did, however, find out what year my ES-

335 was made at Gibson's site. Thanks 

for contributing to all the hype about the 

Internet and wasting my time. 

Robby Groover 

groovereacenen.com 

From The Editor 
Seems like only yesterday—actually, it was in June '94— 

that Musician asked its readers: Has America had it with 

English rock? We thought the question was rhetorical: Of 

course America was fed up with Cockney accents, ditzy 

raves at Stonehenge. and those squishy egg sandwiches in 

Quadrophenia. Right? 

Not quite. Yet another musical wave has crossed the 

Atlantic and crashed into our shores. Many of the bands 

who ride this tide share traits with the original British 

invaders, including a fondness for catchy melodies, tight 

arrangements, crisp and clean harmonies. The chasm of 

years that separates Merseybeat from Britpop is spanned 

by similarities in sound and even appearance. 

Perhaps we're seeing a return to musical values pio-

neered long ago by the Beatles. Even in their most adven 

turous work they celebrated coherence—a good tune, built 

on foundations Gerswhin could relate to. Their craftsman-

ship as writers and players made it possible for psychedel-

ic rockers to experiment without lapsing into chaos—and. 

ironically, for today's Brit bands to rebel against all that by 

excavating their pop roots. 

So, in addition to this month's interviews and essays 

on England's music scene, we offer a rare encounter with 

George Harrison, undeniably one of the godfathers of the 

Britpop revival. His dialogue with Billboard editor Timothy 

White gives the historical and musical context we need to 

appreciate Oasis. Pulp, Blur. and the other trendsetters of 

English pop. 

What's it all mean? That we were wrong two years 

ago—and glad to admit it today. 

—Robert L Doerschuk, editor 

In your article on the Gin Blossoms, singer Robin 

Wilson comes off as a dictator in the way he says 

he rewards drummer Phillip Rhodes with a piece 

of the publishing on a couple of songs, just to 

encourage him to be more enthusiastic. As a 

drummer, I'm just as important in my band's 

songwriting process as the other three members. 

In fact, several of our songs started with the 

drum part. If Wilson really wants to encourage his 

ing cash from Bell for the microphone—which my 

grandfather invented—he should have taken the 

AT&T stock he was offered, which as of the Bell 

system's 1984 breakup, would have grown in 

value to one billion, eighty-six million dollars. 

Now, that's wealthy. 

Also, contrary to author Colin Escott's con-

tention, Vlademar Poulsen did not discover mag-

netic recording. My grandfather experimented 

with it years before Poulsen's "discovery"; the 

er-ah-tah 
Apologies for the Lyle Lovett flashback 

that kicked off J. D. Considine's March 

'96 Short Takes long after the review had 

originally run; for mention of the Gin 

Blossoms song " Until I Walk Away" (actu-

ally titled " Until I Fall Away") in our Apr. '96 

issue; for mislabelling Fishman's Acoustic 

Performer Pro in our May '96 review of 

acoustic guitar amps; and for erroneous 

product titles in our references to Vic Firth 

5B drumsticks and the Gibson Chet Atkins 

Tennessean in our June '96 gear list for 

Hootie and the Blowfish. 

Apologies also to the Nields, who were 

featured in last month's New Signings. Or, 

should we say, not featured: Due to a pro-

duction error, most of the article didn't 

make it into print. You'll fnd the entire 

Nields piece, along with a story on anoth-

er up-and-coming band, in next month's 

New Signing double feature. 

Finally, we note with regret the passing of 

Monika Dannemann, whose role in the last days 

of Jimi Hendrix was examined in our Feb. '96 

cover story. She was found dead in her exhaust-

filled Mercedes on April 5. 

Send letters to: Musician, 1515 Broadway, New 

York, NY 10036. Email us at musicii3nmag@earth-

link.net. 

By. JULY 1996 MUSICIAN 
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1111'•411110 matter where you are in your music and songwriting career, you can use a 

PortastudioTM. Whether you're an experienced engineer or just getting started. TASCAM 

Portastudios let you easily record, overdub and mixdown high quality demos or live 

recordings. In fact. TASCAM Portastudios are the highest qua'ity, most reliable, greatest 

sounding, and best value in cassette multitrack recording. After all, what else would you 

expect from the company that invented cassette multitracks? And there are plenty to 

choose from — check them out and choose the Portastudio that's right for you. dle The PO / Ili 4C:103 ,..---u-_ I I Ministudie 

You'll want this one if you're looking for an economical musical 

notepad. This is the perfect 4-track for those lust getting into multitrack recording 

— players, students, teachers or anyone looking to improve their playing and song-

writing. Weighing less than three pounds and costing less than an average cassette 

deck, the Porta03tarll is easy to use— right out of the box. You'll have a blast overdubbing, 

mixing down and organizing all your musical ideas on tape. Even better. the Porta 03mx11 

is compatible with most standard cassette decks, too. Choose the Porta03midl and 

capture your music. Call FaxBack document # 1700' Imsrp $3191 

The rOrri 0C:› 

Ministudie 

The Porta07 is virtually a laptop portable recording studio. 

Four tracks with a 4-input mixer, you'll get better sounding 

tapes because the Porta07 records at high speed. has dbx 

noise reduction and features individual EC) controls on 

each channel. Also incredibly lightweight, the Porta07 is 

great for taking on the road, yet it's packed with enough 

features to make it an ideal home studio. You can add 

effects units. get more than 4-tracks by bouncing tracks. 

plus MIDI musicians can even add live stereo "virtual" tracks 

from the synth to the final mix using the Porta07's stereo 

"sub-mix" input. As a musical sketch pad, the Porta07 offers 

much more without breaking the bank. 

Call FaxBack document # 1710' Imsrp S529.1 

Check out the next generation of the hottest sell.ng 

Portastudio of all time. It has all the essential features needed to get more into ¡ and 

out of) your recordings — XLR inputs for using the best microphones, 3-band EG with 

sweepable mids for fine-tuning your sound and a full-featured 8-input mixer. You get 

dedicated stereo inputs for drum machines, keyboards or effects. And you can easily 

make 4-track dubs or transfers or use the 4244011 with external mixers because it has 

dedicated tape outs for each track. No matter your instrumen:, you'll like the feel of the 

424r4x1I's soh-touch solenoid controls and its automated features. It's also great for live 

gigs because it records on all 4 tracks at once. So if you're serious about writing, record-

ing songs or making demos. the 424r4011 is an incredible value. Get a 424raidl and let 

your creativity run wild. Call FaxBack document # 1730' Imsrp S739 .I 

The 'eleel- rOriSIO MO " 

This top-of-the-line 4-track 

PortastudioTM is for players and engineers looking 

to take their recording and songwriting skills to the next 

level. If you've got high quality microphones, several guitars/basses, or have tons of 

MIDI gear, you'll appreciate the 464's I 2-input mixer. Complete with XLR connectors. 

insert points, two stereo inputs. two effects sends, and a 3-band equalizer with mid-range 

sweep. the 464 has the features you'd find in a professional recording console. If you're 

aiming for that recording contract or need to make a killer demo for your next gig. the 

464 delivers the best. Its two-speed transport and dbx noise reduction gives you supe-

rior quality recordings and mixdowns. The 464 can record on all 4 tracks simultaneously 

and features advanced transport control, like auto punch-in/out. memory locations and 

repeat capability. This speeds up the recording and mixdown process — important if 

you have a lot of songs to do in a short period of time. Call 

FaxBack Document # 1750' I msrp $1049.1 

IT'S EASY TO 

CHOOSE THE 

THAT'S RIGHT 

FOR YOU 

4111. • Complete information. specifications. feature lets arkl diagrams of all these 
FAX•BAC« Portastudios are available via fax using TABUN FaxBack. Cal 800.827-2268, 
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The -483E3,..,.<11 QIAST ûIQ 

Sometimes 4-tracks 

are not enough. This 

is the kingpin of all 

Portastudios. It's 

the only 8-track 

Portastudidm and it features the latest generation transport 

and head technology yielding the best sounding 8-track 

recordings. A great portastudio for the MIDI musician or any-

one with lots of gear looking to create more complex songs 

or soundtracks. The sound is amazing. That's because the 488 

bull actually outperforms the original 8-track reel-to-reel decks. It has all the features of 

the other Portastudios, plus it adds pro-studio stuff. Like phantom-powered XLR inputs 

for using high quality microphones, sweepable mid-range E0s and two effects sends 

on each channel, and a sophisticated monitoring matrix giving you complete control 

of what you hear during recording and mixdown. You won't find any limitations with 

this Portastudio. So, if you've outgrown your 4-track or want to jump right in to serious 

multitracking. the 488 bull is an incredible buy! Call FaxBack Document # 1770' Imsrp $ 1899.1 

Now that you've narrowed it down to one or two Portastudios, if you still want more 

information. call TASCAM FaxBack for complete details and specifications. Then get 

to your dealer and pick up your new Portastudio. And start recording all those songs 

you've been meaning to get to! 

TASCAM 
Take advantage of our experience. 

0 1996 TRAC Arnenca, Inc. 7733 Telegraph Road, Montebello, CA 90640 (2'3) 726-0303 TEAC CANADA LTD . 340 Brunel Road. Mississauga. Ontario L4Z 2C2 Canada (905) 890-8008 



prised. It was one of those things where 
you record something and can't even 

remember doing it. We had to relearn it 
all. 

O'Brien: We never did another recording 
of it. The version on the album is the 

original demo version, just remixed by 
Sean [Slade] and Paul [Kolderie]. It's 
interesting, because at the time we 

recorded it, it didn't fit in with what we 
were doing, so we forgot it. But two 

years on, when we were putting the next 
album [The Bends] together, it made 
sense. 
Yorke: We're still working on it live. The 

nicest arrangement we've had is the one 
we just did on Jay Leno, where it just 
ends on "it's the best thing that you've 

ever had." I always hated playing that last 
chorus over again. Actually, it would still 
be better with that Soul II Soul rhythm. 

Greenwood: That's why we buried the 
song. 

Yorke: Yeah, 'cause we couldn't do a 

convincing Soul II Soul rhythm. Well, we 

didn't really want to, so we did a dodgy 
Rod Stewart version and then ditched it. 
Greenwood: So we're proud of it. 

Yorke: Yeah, it's all right. 

: CUM Greenwood, Ed O'Brien, Thom Yorks, Jon Greenwood, Phil Solway 

How We Wrote That Hit Song 
Radiohead's "High and Dry" 

T
nom Yorke: That song was pretty 
much mine. Originally, I wrote and 

four-tracked it with a Soul II Soul 

rhythm underneath, taken off a 12-
inch. I honestly don't know now where 
the lyrics came from. It was something we 

didn't know what to do with. We did a 
version in the studio one day, didn't like 
it, left it. We didn't even listen back to it; 
we finished it and just said, "This is fuck-
ing dreadful." 

Ed O'Brien: It was over two years ago, 
wasn't it? We recorded it with our sound 
engineer. 

Yorke: They'd just put a new skin on the 
bass drum, and that was the inspiration 

for the sound. I played the opening bit on 

acoustic, which we thought was hilarious. 
Colin Greenwood [bassist] and Phil 
Se'way [drummer] laughed, 'cause they 
thought it sounded like Rod Stewart. 

Joa Greenwood: I played the solo, but 
that was the same guitar line that Thom 

had come up with on his four-track. 
O'Brien: "High and Dry" was one of the 

few tracks we've done where we haven't 
actually been in the studio at the same 
time. We weren't really into doing the 

song, so we all came in, did our separate 
parts, and buggered off, and our sound-

man put it all together. 

Yorke: Anyway, two years later, someone 
dug it up and said, " Hey, how 'bout this? 
It's pretty good." We were quite sur-
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Chuck D: Take Rap Back to the Edge! 
By Chuck D 

T
here's a severe lack of 
development for rap artists 
on major labels. When a 
rap group gets signed to a 

label, suddenly they have a 
$140,000 video budget and the 
promotional expenses might 
exceed $600,000. But at the end 
of the day, the artist is left with 
no money and unlikely chances 
for a career. 

One thing these companies 
can do is stop pushing rap into 
black music departments. Rap is 
at its best when it's edgy and close to 
alternative marketing. It's basic and down 
to the roots, as opposed to R&B, which 
is champagne and caviar and promoted 
with money to R&B stations. Rap can't 
play by those pop or R&B rules, because 
we don't have the radio outlets. 

To get rap music back on the air, we 

need to go back to the idea of singles and 
EPs. Less is more, especially when retail 
is so carefully making its decisions about 
what to sell. I also believe in doing videos 
for $25,000 and less. 'Video directors are 
probably making more than the artists. 
Everybody is making more than the 
artists! You see these record company 

Sonny Landreth: Squeezing Out Notes 
By Dan Forte 

G
rowing up in Lafayette, Louisiana 
(which explains everything), gui-
tarist Sonny Landreth didn't fan-
tasize about being the next 

Slowhand, Beck, or Page; his air-guitar 
dreams cast him as the six-string answer 
to zydeco accordion king Clifton 
Chenier or creole fiddler Canray 

Fontenot. Landreth's innovative tech-
nique of combining fretted notes with 
slide has been chronicled many times. 
Less attention is paid to the striking 
way Sonny can imitate the sound of 
Chenier's and Fontenot's chosen instru-
ments. 

Affecting not only the voicings but 
the percussive nature of the accordion 

presidents making four million dollars a 
year while their artists are scraping. 
You've got lawyers working as record 
company presidents. That is blasphemy. 

The biggest single thing hampering 
rap now is the lack of taking chances. 

Basically, rap is the vocal, some-
where between singing and talk-
ing, over music. When rappers 
tend to have one type of music 
underneath, it gets predictable. 
The best part of rap is when it's 
unpredictable, when it can be put 

over any type of music at any 
given time and keep it on the 
edge. That's why we have to take 
rap back to the future, where rap 
artists will work harder, sweat 
harder, perform where need be, 
and be accessible instead of treat 
ing themselves like stars. We 

need to be anti-stars again. 
Chuck D is a co-founder of the revo-

lutionary rap group Public Enemy. 
Recently he launched Slam Jamz, a 
Columbia subsidiary dedicated to fur-
thering the cause of rap music. The label's 
first EP featuring Hyenas In The Desert, 
will be released in early June. 
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involves more than just note choice. 
"It's the whole thing," Landreth 
explains, "the fact that it's push-pull 
and you've got that gasping quality. 
One thing is you bounce between open 
strings and notes at, say, the 12th fret, 
using your [left-hand] palm to damp 
strings behind the slide. [Note: Sonny 
wears the slide on his pinky.] Even 
slight pressure there can drastically 
change the sound. You can get a tremo-
lo effect, and literally control its speed, 
by the pressure you use on the 
strings—muting and letting off, tension 
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Tuning: Open A ( E AEAO 
NM, - -•••-

tç_  

A 

# # 

wislide and slight 
P.M. throughout 

17 17 17 17 17 
10 12 12 10 12 10 
12 12 12 12 12 12 

Tr 

12 12 12 10 
12 12 12 12 12 

14 

Slide relnaln.,tationary at 14th fret while fingering iii -i Ii 

positions in traditional manner ( i.e. "behind-slide-trot 

NO" 

17 17 17 
10 12 12 10 12 12 
12 12 12 12 12 

•bh   

17 17 
10 12 12 10 12 10 
12 12 12 12 

14 

and release. Higher tunings, like open G 
and A, are really good for accordion-
type things because you've got that 

midrange honk, but the ear perceives 
the upper frequencies." 

Open A tuning (E-A-E-A-C#-E) 

and left-hand muting 
are also useful for 
app-roxirnating fid-
dle, as in Ex. 1. "A 
lot of times," 

Landreth says, "they 
[fiddlers] are playing 

off an open string 
against fingered 
notes. The muted 

quality really changes the effect—rather 

than if you were just playing it open on 
the guitar." 

Judging by the sound of their debut, Workshy 

(Big Pop), Animals That Swim are per-

fectly content to be sat in a pub safely across 

the street from where the current Britpop cele-

bration is taking place. Lyricist and frontman 

Hank Starrs is a classic storyteller in the darkly 

humorous tradition of Pulp's Jarvis Cocker, the 

Tindersticks, Jazz Butcher, even Leonard 

Cohen. His songs tell of life on the dole, an 

actual encounter with an embittered Roy 

Orbison, and going to see Vic Chesnutt per-

form. His melancholic verses are set to thick, 

Pastels-like strumming that gives way to bright, 

-40efiachel Z 

uplifting choruses and spark-

ling trumpet bursts. 

Despite their penchant 

for beer (they even have a 

song called " King Beer"), one 

thing AIS take seriously is 

band practice. " We don't 

drink during rehearsals," 

says Hank. "Which is funny, because when we 

play live we're frequently drunk. It's just that the 

atmosphere of rehearsals tends to be quite dry 

and focused." 

"Plus, we don't practice very often," adds 

guitarist/brother Hugh Starrs. 

"So when we do, we tend to 

work quite hard at it." 

—Dev Sherlock 

In a quiet cold preceding the 

record-breaking January bliz-

zard, pianist Rachel Z 

was at the Power Station, 

New York City, cutting rhythm 

tracks for A Room of One's 

Own, her new CD on Mike 

Mainieri's NYC Records, with 

bassist Tracy Wormworth and 

drummers Terri Lyne Carring-

ton and Cindy Blackman. Her 

decision to use a trio of 

women emphasized the 

theme of the project: the dif-

ficulty female musicians have 

faced being accepted as men's equals. 

"Throughout history, biases have affected 

women in the arts," she says. " Yet, we have a 

strong lineage of women—from day one there 

were women in the jazz scene." 

Each of the ten tunes on the CD was written 

in tribute to a woman, from the Virginia Woolf-

inspired title track to " Talking to Electronics," 

written for Joni Mitchell. Rachel's music bears 

the influence of the jazz tradition of Flerbie and 

Miles. She herself cites her profound regard for 

Hancock's Speak Like A Child as a major con-

tributor to the harmonic intricacy of her writing. 

The experience of working with women 

musicians is less about " trying to establish 

dominance over each other," Rachel says. " Not 

so with men—they try to muscle the music 

more. I'm hoping this record will make for a 

solid explanation to young women and men that 

women are serious artists, that they always 

have been, and that men need to take a look at 

their own prejudices and why they may feel 

funny about having me in the band." 

—Roberta Lawrence 
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How do you improve on the most 

successful professional multitrack tape 

recorder of all time? Listen to your 
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Make the transport four times faster 

and put it under constant software control. 

Incorporate advanced onboard digital editing 
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improved ADAT-XT 8 Track Digital 
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ight after night, set after set, the Shure SM58 suffers the ravages of rock and roll 

and keeps coming back for more. o what else is new? he SM58 has been the world's number one mic for decades. 

o this day, it remains the standard against which all other microphones are judged. isit your Shure dealer. 

ee why the world's most abused microphone is still its most popular. 

smugE 
Shure Brothers Inc. Evanston, IL 1-800-25-SHURE. 
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y January this year, the 
dream was over. The 
much- trumpeted 

Third British Invasion 
of America was clearly 

never going to happen. Then sud-
denly, from out of nowhere, the 
five-headed Mancunian beast that is 

Oasis began selling records, flogging 
hundreds of thousands of copies of 
"Wonderwall" and (What's the 

Story) Morning Glory? to Alanis 
Morissette fans all over the country. 
The pillaging miracle had come to 

pass. 
The irony was this: After all the 

jingoistic brouhaha about Britpop, 
which had only succeeded in irritat-
ing the hell out of most Americans, 

here was a band who transcended 
the very issue of "British" pop 
music, a band whose timeless rock 
riffs and Angry Young Man lyrics 
connected with America in a way 

that their Britpop rivals definitel\ 

did not. 
Back in England, "Britpop" has 

paradoxically become a dirty word. 
Too many bands have jumped on 

the Blur bandwagon, packaging 
themselves as the spiritual grand-
Sons of the Beatles and the Kinks 

only to find that the cheeky, know-
ing Britishness of Blur's The Great 
Escape is proving, in the long run, to 

be a bit of a handicap. Some of them 

WHY DOES IT KEEP COMING BACK? BY BARNEY HOSKYNS 
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"Oasis must die. Do not buy Oasis records. 

hey will come to rape and pillage our women 
nd invade America." 

—Courtney Love, on the ' Net, early February 

are even beginning to envy the unsung 

American success of Brit grungesters 
Bush, who've sat pretty much in the 

upper reaches of the U.S. charts with 
their American-sounding Sixteen 
Stone for the better part of a year. 

All of which rather begs the ques-
tion of just why is it so important for 
British acts to make it in America. At 

the root of the obsession, of course, 
are those indelible images of the 

Beatles arriving at New York in 1964: 
images of mass adulation, fueling a 

thousand fantasies of megastardom. 
And it hasn't exactly hindered 
Britpop's U.S. prospects that the first 

two Anthology albums have done so 
well in the States. 

And yet, ever since Beatlemania, a 
lurking suspicion has persisted among 
limeys. "They loved the Beatles," 

remembers Ray Davies, "but there 
was this undercurrent in middle 
America of `these limeys coming over 

when we invented rock `n' roll.'" The 
same resentment could be detected in 
the American press shortly before 

"Wonderwall" and Morning Glory? 
began their chart ascensions: A head-
line in the L.A. Weekly jeered "Bliah 
[sic]—Britain can fooking well keep 

it," while Rolling Stone reported that 
the "giving spirit" at KR0Q-L.A.'s 

Acoustic Christmas show "faded fast 
when Oasis emerged with angular 

cool, casting a Scrooge-like shadow 
on an otherwise splendid set." 

As it happens, "Britishness" in pop 
has always enjoyed a chequered histo-
ry. Ever since our first national "hit 

parade" was instigated by the New 
Musical Express in 1952, America has 

%-ontributors: Barney Hoskyns is 

associate editor of Mojo. 

directly and indirectly determined Itch of the pop music made in 
ritain. Yet Britishness has always 

been present in our music. Even skif- . 

fle king Lonnie Donegan, who cele- , 
brated America in songs like' 
Leadbelly's "Rock Island Line," 
wound up singing English pop-folk 1 
novelties like "My Old Man's a 

Dustman" and "Does Your Chewing - 
Gum Lose Its Flavour on the Bedpost : 
Overnight?" 

Still, for all the acts who've su 

ceeded in America by stirring British 
flavors into the American stew, there 

have been just as many whose ultra- - 
Englishness has made it harder to 

secure a foothold in the States. 

America loves it when we camp it up 

(Queen, Boy George) or become hon-

orary Americans (the Stones, George 

Michael) but is less sure about songs 
that reflect British culture or tradition 
in any very meaningful way. In fact, 
the British rock that has succeeded in 
America over the past 30 years has 
tended to be the more accessible, mid-

Atlantic variety: the Stones and Led 
Zeppelin, Elton John and Rod 
Stewart. Small wonder that Blur and 
Pulp are having problems appealing to 
Middle America's lowest common 

denominators. Only the Irish—most 
obviously U2 and the Cranberries— 

have consistently grasped what it is 
that Americans want in a band: big 
anthematic songs, amorphous senti-

ments, huge self-belief, the willingness 

to 'ask, "How ya doin', Cleveland?!!" 
The pronounced failure in 

America of the "Madchester" bands 
(Stone Roses, Happy Mondays) and 
of contemporaries like Primal Scream 
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left a yawning gap filled only fleeting-
ly by the American successes of EMF 

and Jesus Jones in 1991. No song-
writer the stature of Kurt Cobain 
mounted any kind of resistance to 
grunge; Britain's blissed-out, techno-
entranced youth was in any case 
oblivious to the old values of melody 
and craftsmanship. 

Then out of the blue came Suede, 

whose superb 1992 debut single "The 
Drowners" announced a defiant 
return to the swooning, sexually 
ambiguous panache of '70s glam, of 
David Bowie's "Starman" and Mott 
The Hoople's "All the Young Dudes. 

By the summer of '93, the trend was a 
living, breathing reality. Rejecting the 
droning angst of Seattle's survivors, 

British bands were singing bright, sar-

donic, solid songs about Blighty that 
took their cue from the Anglocentric 

portraiture of the Kinks' "Waterloo 
Sunset" and the Small Faces' "Lazy 
Sunday." With its artful sketches of 

cockney life in London, Blur's 
Parklife (1994) was by almost univer-

sal acclaim a masterpiece. 
But, where the Beatles and Boy 

George had embraced America, the 

new Britpop bands behaved as though 
American success was their birthright, 

even as they were slagging the place 
off in interviews. It was significant 
that when Suede flounced back to 
England in a huff after falling foul of 
an American backlash, their Irish sup-
port band the Cranberries carried on 
touring and cleaned up, with five mil-
lion sales of No Need to Argue. 

The problem of excessive British-
ness is one that besets bands as differ-

ent as Black Grape, the loutishly 
funky group led by ex-Happy 
Monday Shaun Ryder, and the sub-
Smiths quartet Gene. A certain 

Anglo-runtishness may even prove to 
be a fatal flaw for Radiohead, whose 
"Creep" was a big college radio hit in 
America and whose rapturously 

received second album The Bends 
would reproduce well onstage in an 

American stadium. If 
Yorke looked a little more like 

Bono—or, dare we say it, Liarrk 
Gallagher—Radiohead's frenziedl 
grandeur would make them world-
beaters. 
A better bet to succeed Stateside is 

the three-piece Supergrass, whose 

singer-guitarist Gaz Coombes not 
only has the talent and charisma of a 
young Prince but writes punk-pop 
songs that break through the: 
parochial self-consciousness of Brit-
pop with the same bravado as Noel 
Gallagher's songs for Oasis. With, 

album d 

"When you go, 

will you send hack 

a letter from 

America?" 
—The Proclaimers 

September, Supergrass are a lot more 

fun than the lumpen late-'60s rock— 
all sub-Steve Winwood vocals, 
Gibson SGs, and wah-wah pedals— 
being rehashed by Britpop godfather 
Paul Weller and his protégés Ocean 
Colour Scene. And what, pray, hap-
pened to the Stone Roses, the 

warmed-over Led Zeppelin whose 
unwisely titled Second Coming album 
has yet to reap dividends for Geffen 
Records? [They broke up.—Ed.] 

Will Britannia rule the airwaves 
again? Will Oasis prove to be a Beatles 
for the '90s, bursting open the flood-
gates so that today's Hollies and 
Herman's Hermits can rape and pil-
lage in their wake? Will Northern 
Uproar take North America? On. 

thing seems sure: In the current rock 

climate, the loudest will go furthest. In 
the words of an MTV vice-president, 

"We need rock stars who think they 
are rock stars." 

Hope you're listening, Mr. Vedder. 
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L_By Dev Sherlock 

Ur
e're called Oasis. 
We're from Eng-
land. And we're 

shit-hot." Swag-
gering up to his 

microphone, Noel Gallagher greets a 

screaming, sold-out crowd of more 
than 10,000 at San Francisco's Bill 

Graham Civic Auditorium. It's the 
third gig on the West Coast leg of 

Oasis' current world tour. They've just 
finished three weeks of European dates 
and a month of Midwest/East Coast 
shows in America. And, truth be told, 

Noel's right—Oasis is shit-hot right 
now. Onstage, their playing is instinc-
tively tight; Noel's harmonizing with 
brother and frontman Liam is stellar, 

and a tangible spirit of confidence 
emanates from the whole band. 

Noel, of course, knows he's right. 
He knows it when he stops and restarts 

his solo acoustic version of "Wonder-
wall" in the middle of the first verse 
because some joker is shining a flash-
light into his eyes. He knows it when 
his acoustic version of "Whatever" 

morphs into a bright-eyed "Octopus's 
Garden" (at soundcheclç, it turned into 
"All The Young Dudes"). He knew it 
the night before when a sold-out 
crowd in the jaded music town 
of Seattle held lighters 
aloft and sang 
every word. 
And he knew it 
the night before 
that in Vancou-
ver when, after 

someone threw coins, 
the band left the stage only 
four songs into the set—end of show. 

In the summer of 1994, when Oasis 
sat down with Musician for their first 
American interview, just before releas-

ing their debut Defznitely Maybe, they 
were feeling most self-assured, and 

songs like "Live Forever" and "Slide 
Away" backed up those feelings. But, 
we asked, what if America just doesn't 

get it? "If they don't get it, then we 
come back, and we come back, and we 
come back again until they do fookin' 
get it," shrugged Noel. "Our music 

doesn't belong to England or to any 
particular time or place. I know that if 

Definitely Maybe doesn't get them, 
then the next one will. And if not, then 

the third one. Oasis will be where it's 
meant to be." 

Two years later, Noel Gallagher is 
sitting in rainy Seattle. " It's too bad 

'Live Forever' and `Slide Away' di ° 
, get the exposure they deserve 

reflects, his face widening into a big 
cheeky grin. "But we came back with 
Wonderwall' and `Champagne Super-

nova' and, lo and behold, yet again, I 
was right! It's a pisser being right all the 
time—it bores the tits off me!" 

It's been a big year for Oasis—dis-
rupting England's Brit Awards 

ceremony (where they 

also won Best 
Album, Best Vi-
deo and Best 
Group); seeing 
the very band 

who inspired them 
to form, the Stone 

Roses, break up; and, not least, 

becoming certifiable rock stars in 
America. With (What's The Story) 
Morning Glory? sitting in the Bill-
board Top 10, a sold-out tour in pro-
gress, and a promising gang of new 

English bands arriving in their wake, 

Noel Gallagher, Oasis' songwriter and 
driving force, sat down with Musician 

to take stock. 
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MUSICIAN: First of all, the Stone Roses. 
GALLAGHER: Yeah, we're all shocked. I 
feel sorry for the fans because so many 

people believed in that band—I know 

we did. Actually, a lot of our road crew 
used to work for them—we're all from 

Manchester so we heard about it before 
it came out in the papers. It's too bad. 
MUSICIAN: How about Pulp's Jarvis 
Cocker invading the stage during 

Michael Jackson's performance at the 
Brits—is he guilty or innocent? 
IIALLABHER: Totally innocent, man! 
Jarvis is a star! I mean, all he did was get 
up onstage and get his belly out, but in 

England people thought it was so 
shocking. It's not as if he cracked 

[Jackson] on the head with a baseball 
bat—which is what I woulda fookin' 

done if I'd gone up there. 
MUSICIAN: You were quite misbehaved 

yourselves at the Brits—swearing, 

mock-shoving awards up your ass, call-
ing Michael Hutchence a "has-been." 
Have you taken heat for this? 
GALLASHER: Oh yeah. The music press 

I hought we were great, but the nation-
.11 newspapers said we were a disgrace 

R) our country. Which is fine by me, 
because our country is a disgrace to us. 

MUSICIAN: You're still doing your solo 
icoustic sets live. Any friction from the 
est of the band? 
GALLAGHER Plenty of it, but who cares? 
I. verybody knows it's all about me 

[laughs]. It's just a nice break in the set, 
it gives people's ears a rest. 
MUSICIAN: You've been touring con-

s, anti), and that can take its toll on a 

band. How does Oasis keep it together 
n the road? 
GALLAGHER: We've never known any-
( hing else. We were always on the road, 

even before we got signed. Having time 

()ff is what would probably destroy 
this band. We had a month off recently 

.ind it was like [sighs], "What are we 
gonna do?" 
MUSICIAN: Spend some of your money, 

perhaps? 
GALLAGHER:Yeah, but what on? I've got 
everything I want. I could only go and 

buy two of everything now—that jail! 

:The first time we spoke, you. 
seemed pretty intent upon becoming-

1 
the biggest band in the world. 
GALLAGHER: Well, we're certainly not 
the biggest yet—we're in the top five. . 
But to be the biggest, you've got to b 
big in America. So it's good to see peo-L 
ple outside of England digging the; 

music. The best thing about it is whe 
we go back home and all these shitt 
little indic bands who hate us back ill 

England actually have the audacity t 
come up to you when you're out in 
club. They say, "How's it goin'?" and 

say, "Great." And then they go [affecti 
empathetic voice], "Tch, you know 
what, man? I'd really hate to be in your 

position, man. You must have no pri-

vacy at all, man. I mean, your life mus 
be really hard." And I'm thinkin 

what? You sell two fookin' records i 
Gloucester, and you're telling m 
you'd hate to be in my position? l'y 
got a fookin' Rolls-Royce and a fook' 

in' bastard mansion and an airplan 

ifrd you'd hate to be me? Ha, not much as I'd fookin' hate to be you, yo 
daft cunt—living in a fookin' squ 

_ with your bird and a fookin' dog lekah, being a multi-millionaire is a bi 
bad pain in the ass, man—you would 

't want to wish that on anybody. 
:There was a lot of talk in, 

both the American and the English 
press about whether Oasis would be th lte British band that finally break 

rough in America. Do you feel 
(nigh you've won a race of sorts? 
LLAGHER: No. The English pres 

ually put a lot of pressure on us 
nd if it didn't happen, we'd have bee 

onsidered a failure. We never said 
"We're gonna go out there and co 

uer America." All we said we'd do lJ 
st go there and play and if it happe 

happens. And now all these bands a 
aying, " It'll be easy for us to go 

merica now because you've open 
e door." I'm saying, "No, you've go 

all wrong, mate." It doesn't fookin 

work like that, man—you've got to be 

good. Americans aren't interested in 

fashion—they're interested in music. If 
you've not got good songs, forget it. 

MUSICIAN: You've mentioned guitar 
lessons recently? 
GALLAGHER: I've been learning a bit oft 

my mate Paul [Weller]. I'm getting bet-
ter, I feel. I'm really a rhythm gui-

tarist—I never wanted to be a Slash. I 
wanted to be [Oasis rhythm guitarist] 

Bonehead, but he can't play lead guitar 
to save his fookin' life. So it was like, 
"You can't play lead guitar? Well, I 

suppose I better do it then." 

MUSICIAN: Alan White replaced Ton) 
McCarroll on drums last year. How did 

you find him? 
MILLAIS= I was up at the Manor 
when Paul Weller was recording Stan-
ley Road and got to talking with his 
drummer Steve White who, it turns 
out, had a younger brother who also 
played drums. I asked Steve if he was 

any good and he said, "Well, I taught 
him." So that was that. I was real') 
down to my last straw with Tony—he 
was really pissing me off. I mean, on a 
song like "Wonderwall" Tony would 
never in a million years have been able 

to drum like Alan did. 

MUSICIAN: I certainly don't recall Torn 

ever using brushes. 
EALLAGHER Yeah, to fookin' sweep up, 
maybe! 
MUSICIAN: What are your plans for the 

next album? 
SALLASHER: I'd like to get away lt ° in 

the wall-of-sound guitars. We did 

Morning Glory in 15 days. We were in 
and out—a track a day. So I'd like to 

do, like, a track a month on the next 
album. We'll record each track as we 
normally would, but then we'll hang 

the drum kit from the fookin' 

stand outside in a cardboard box play-
ing the guitar part and shit like that, 

just to see what it sounds like, then 
piece it all together and see what we 
come up with. I'm hoping for a cross 
between Revolver and the Whit( 
Album—that would be ideal. 
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Left to right: Steve Mackey, Candida Doyle, Jarvis Cocker, Nick Banks, Mark Webber, Russell Senior 

By Mac Randall 

t's hard to think about Pulp 

now without thinking about 

The Incident: On Feb. 19 at 

the Brit Awards (the U.K. 
equivalent of the Grammys), 

Pulp's frontman Jarvis Cocker rushed 
onstage in the middle of a performance 
by Michael Jackson, pranced around, 
and waved his hands. Security came 

to the rescue, and in the re-
sulting confusion three 
children onstage 
with Jackson were 

mildly injured. 
Jarvis was arrested 

and briefly detained, 

but no charges were 
brought. In a post-show 

statement, ' MJ expressed disgust at 
Cocker's "lack of respect for fellow 

artists" and claimed that the children 

were attacked. Jarvis countered by say-
ing he didn't touch anybody (which 

sources who were there confirm as 

true). "My actions were a form of 
protest at the way Michael Jackson 

sees himself as some Christ-like figure 
with the power of healing," he stated. 

(Jacko's performance included his 
; being lowered from the ceiling by a 

giant crane, dressing in flowing robes, 

and "blessing" the children onsta 

'People go along with it even tho 
knew it'su 

go along 

The media went crazy. Within a f 

days, the episode had taken on 
mythical quality, aided by the fact that 
only the people who were at the cell 

mony saw what happened. (The Brits 
aren't broadcast live, and Jarvis' antics 
were edited out of the national tele-
cast.) Pundits speculated on The 
Incident's meaning. The New York 

Tunes' Neil Strauss called it a "declara-
tion of war" on American pop culture 

by British musicians. Brian Eno 
declared his support. Jarvis Cocker 
had become a national hero. 

The only problem is that the 

hoopla threatens to overshad-
ow the great musical 

advances Jarvis' band 
has made. With its 

newest album Dif-
ferent Class (Island), 

Pulp has finally come 

into its own after more 
than 15 years of stru le. 

They've established a definite sound— 
lush, dramatic, with a hint of cabaret 

tawdriness, and on songs like "Mis-

Shapes" and "Common People," Jarvis 
distinguishes himself as something of a 
spokesman for the disaffected. 

 • 
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Four days before The Incident, at a 
tiny restaurant a few blocks away from 
the Kensington Olympia exhibition 
hall, Musician chatted with Jarvis 
about his band, its songs and its slow, 
slow rise to fame. The words 

"Michael" and "Jackson" were not 
mentioned once. 

MUSICIAN: You write Pulp's lyrics, but 
the whole band is credited for the 
music. How does that group songwrit-
ing process work? 
COCKER: It's not always the same. A lot 
of songs come out of... not really jam-
ming, but making a noise. I tend to be 
like the conductor. I'll say stop if I hear 
a bit that's good, and we'll work on 
that. If nothing's good, then I'll get 
frustrated and I might try and write 
something on my own. On the last 
record, because we've now got six 
members and that can get cacopho-
nous, we employed a system a bit like 
when you're living in a shared house 
and you have to make sure that the 
pots get washed. So we'd have differ-
ent people come in and play each day, 
three at a time; I was the only person 
who'd always be there. 
MUSICIAN: And everything's impro-
vised at the beginning? 
COCKER: Not everything. Sometimes 
radier than banging away for the sake 
of it, it's better to have an idea in mind, 
even if it's just a title or one line. We 
used to do these things where you'd 
have to imagine you were somewhere, 
like a forest. And one person had to be 
the trees, and another person had to be 
a bear, and you had to make sounds 
like that. It was fun, but we didn't get 
many songs out of it. 
MUSICIAN: Do you play anything dur-
ing these sessions? 
COCKER: Yeah, I'm playing guitar, and 
keyboards sometimes. I don't play 
either very well. But I think it's good to 
use instruments you're not familiar 
with, because instead of showing off, 
you're just glad to get a slightly musi-
cal sound out of them. That's how I 

1 

wrote "Common People." I bought a' 
— MI 

little rubbishy Casio keyboard for 25 
quid at this place in Notting Hill, and 
it had these auto chord things, so I got 
that going and just played a little 
melody over the top. It's only 
chords, which I thought was a 
achievement. I like that, getting more 
into the sound of something than an 
complexity of chords. 
MUSICIAN: You obviously believe, 
musical simplicity. 

COMER: The best songs are the st 
plest. Quite a few of the songs on 
Different Class came out of a rule of 
not allowing anybody to play full 
chords. You couldn't play more than 
two notes at once. That actually gives 
you more harmonic possibilities, 
because you aren't necessarily tied 
down straight away to being major or 
minor. You put notes together that you 
wouldn't normally. Then the real 
chords end up suggesting themselves 
. after a while. 
MUSICIAN: Do the lyrics always ce 
last? 
COCKER: They always seem to come the. 

dll night before we go in the stu ' 
because then I know I've got to wit . 
them. The lyrics for Different Class 
were all done in two nights, seven one 
night and five« the next. Most of the 
subject matter is things that have hap-
pened to me since I moved to London. 
' You're brought up in one place and 
your attitudes are formed there, then 
you move to another place and see it 

.ei 

Pulp Pickings 
Aki (,(A.,i\LN plays a Hopf 

semi-acoustic guitar and a Vox 

Marauder (" it's got push but-

tons that make it sound ridicu-

lous"). For microphones, Cocker favors 

Audix. MARK WEBBER plays a Gibson ES 

345, RUSSELL SENIOR strums a Fender 

Stratocaster guitar, and STEVE MACKEY 

uses a Music Man Sabre bass. 

D'Addarios are Pulp's strings of 

through a foreigner's eyes. When I 
lived in Sheffield, I thought the idea of 
the class system was an absolute joke. 
It wasn't till I came here that I realized 
it did exist, because the differences 
between people are much more 
extreme in London. 

MUSICIAN: That realization seems to 
have brought out a great deal of anger 
and bitterness in your songs. 
COCKER: I don't know exactly why. 
When the songs were written, I had 
less reason to feel bitter than before. 
"Common People" [released in 
England as a single several months 
before Different Class] was already a 
hit, or in the process of being a hit. 
Maybe it was that, maybe it was 
because I knew that I'd escaped it that 
I could sing about it. I could admit 
those feelings to myself because I knew 
I wouldn't have to live in that same sit-
uation anymore. I don't believe in 
becoming bitter. It cuts you off from 
new experiences, because you have this 
jaundiced view that everything's shit. 
MUSICIAN: How long a lifes-pan do you 
think this band has? 
COMM We've already existed for 16 
years, and most groups are long gone 
by that time. This is a bad time now, to 
be honest. The record's out, it's done 
well, and it's getting to that time where 
you can't just sit there reaping the 
glory. That's the time I hate, because 
you start to doubt yourself and there's 
lots of gnashing of teeth. But I hope I 
do have more to say. 1411 

choice. CANDIDA DOYLE's keyboards 

include a Roland SH-09 monophonic syn 

thesizer, Micromoog synth, Farfisa 

Compact Professional II organ, Eurotec 

Phase Piano, Korg Trident II, Fender 

Rhodes and Wurlitzer electric pianos, 

Hohner Clavinet, and Steinway grand 

piano. The Ensoniq ASR-10 sampler Pulp 

bought for the road had a few problems, 

so it was replaced by an Akai S3000 

sampler. NICK BANKS plays a Yamaha 

drum kit and Zildjian cymbals. 
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By Mac Randall 

amon Albarn, the leader 
of Blur, is sitting at the 
end of the bar in New 

York's Roseland, wait-
ing for soundcheck. In a 

few hours, his band will take the stage 

of this 2000-plus-capacity venue to the 
cheers of a sold-out crowd. It's the 
biggest show Blur's played in New 

York, but Damon isn't congratulating 

himself. Instead, he's searching for an 
answer to a tricky question: What sets 
Blur apart from their British brethren? 

"Well," he finally replies, "we're one of 

the only bands from Britain that hasn't 
been sued for plagiarism in the last 
couple of years." 

Albarn's obviously having a dig at 
several recent U.K. artists who've lib-
erally applied the fine art of borrow-

ing: Oasis, Menswear, even Elastica, 

the group led by Damon's girlfriend 
Justine Frischmann. But his quip also 
says something about the band's 

method. Blur doesn't steal riffs, words, 
or melodies from the great bands 

before them. Instead, they pick up 
something less definable: a style that's 
distinctively British, pleasantly famil-
iar, yet not always easy to trace. The 

Beatles, Kinks, and Small Faces are 

there certainly, along with Madness, 
Squeeze, and XTC; hints of Jam-era 
Paul Weller and the Buzzcocks' Pete 
Shelley can be detected in 

Albarn's vocals. But 
Blur's music is 

meant to be 
enjoyed on its 

own terms. And 
on those terms, the 
songs on their latest 
album, 1995's The Great 

Escape (Virgin), are unqualified suc-

cesses, by turns jaunty and bittersweet, 
gracefully melodic and elegantly witty. 

"Some bands have their sound as 
soon as they start," Damon says. "We 
don't have a specific sound, so we can 

Ibe flexible." Guitarist Graham Coxon 

puts it this way: "None of us limits our 
experience musically." And drummer 

Dave Rowntree chimes in, "We're , 
interested in music, full-stop." 

Along with bassist Alex James, 

E, Albarn, Coxon, and Rowntree formed 
Blur in 1988. (The band's original 

1 
name was Seymour.) Of the four, 
James is the only one who wasn't c 
sically trained. "I'm the real one," he 

says with a chuckle. "But then playing 
bass is easy, isn't it? You just do th 
opposite of everyone else." Rock 

note: Damon's father was the lighting 
designer for the experimental '60s 
jazz/rock band Soft Machine. 

Signed to the British Food label in 
1990 after only a handful of gigs, the 
band recorded a debut album (1991's 

Leisure) much in the vein of so-called 
"neo-psychedelic" bands like the 

Stone Roses; Albarn and his 
cohorts discount it 

now. Blur's rapid 

growth over their 
next two albums, 

Modern Life Is 
Rubbish (1993) and 

the widely acclaimed 
Parkhfe (1994), can be put 

down to two factors: Albarn's "discov-
ery of myself as a songwriter," and the 

growing influence of Damon's spiritu-
al godfather, Ray Davies. 

Albarn was a latecomer to Mc 

Kinks' oeuvre, but he made up for lost 
time; five years after picking up his 
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first Kinks greatest hits collection, 
Damon was singing a duet with Davies 
on British TV's The White Room. The 
song was "Waterloo Sunset," in which 
one can detect the same concerns that 
drive Albarn's writing: the day-to-day 
lives and eccentricities of (mostly) reg-
ular people. " It's quite thrilling," 
Damon says, "when you realize that 
there's a link between what you're 
doing and the people you've always 
adored and considered icons. I don't 

mean to compare myself to them, but 
you realize that it's all part of a tradi-
tion that's gone from folk songs to 
music hall to pop. It's a classic English 
formula. Sad but happy songs." 

Like Davies, Damon is the primary 
songwriter in his band. Though key-
boards are his main instrument, he 
generally writes on guitar because "I'm 
not very good at playing it, so I'm 
forced to be simple. If I wrote on 
piano, I'd write big sentimental ballads 
all the time. Sometimes it's better to be 
inadequate when you're writing 

songs." With tunes and lyrics in place, 
Coxon, James, and Rowntree are left 
to put their stamp on the material. 
Coxon's unfailingly tasty guitar parts 
are the highlight of many a Blur track. 
Damon comments, "He just makes the 
songs better. It's integral to the whole 
thing." Alex: "He's the best guitarist of r 
his generation." Graham's response to 
his bandmates' praise: "Fuckers. They 
never talk like that when I'm in the 
room." 
A good example of the magic 

Coxon works can be heard on Great 
Escape's "It Could Be You." Graham 
takes Damon's basic progression (C-
Bb-Am-G), breaks it up with choppy 
strumming that never reveals a full 
chord at one time, and adds a slightly 
dissonant sus4 (Eh) to the Bb, sliding 
up quickly to an E before hitting the 
Am. "That note's part of the song's 
main theme," he explains, "and so 
that's why it's in there. You've got to 
use the melody as much as you can. 
Also, I do like using funny chords." 

Musically and lyrically, there's great 
-intelligence at work in Blur's songs. 
Whereas Oasis' music is immediately 
accessible, Blur's is full of layers, 
marked by irony and detachment. 
Such traits have never gone over big on 
these shores; they tend to make rock 
'n' roll fans suspicious. Sitting at the 
Roseland bar, Damon sounds con-
fused yet resigned to the situation. 
"Our playing a place like this and sell-
ing it out quickly is purely because 
we've worked at it. We've come h 
every year for six years and slo 
played bigger places. It's not a fashion 
thing. We're not here because we're on 
I MTV all the time. We don't get played 
on the radio. We've worked hard." 

Blur's show later that night illus-

trates just how hard they work. In his 
• green polo shirt and slacks, Damon 
looks a little geeky, but he's a surp • 
ingly commanding frontman, roa 
the stage, climbing up on speak 
jumping on top of his keybo 
Graham is the picture of intensi 
focusing in on his guitar so much 
you'd think the thing would explode, 
as he recreates the multi-tracked parts 
from Blur's albums on one instrument, 
blending rhythm and lead with devas-

ision. Alex seems less inter-

ested in the P-Bass that's strapped to 
him than in the cigarette dangling from 
his mouth or the cup of unspecified 

liquid that's never far away, but the 
stunning basslines he pumps out belie 
that apparent nonchalance. Dave's 
drumming holds it all down, combin-
ing jazz stylings with primal rock 
energy. (The live band also includes 
two horn players and another key-

boardist. "We take a four-piece horn 
section out with us when we can afford 
it," says Alex. "But I don't think we 
could fit any more people onstage for 
some of these gigs.") 

Live, Blur can be as bouncy or 
punky as you might expect. But on 
more ambitious selections like Park-
life's "This Is A Low" or The Great 
Escape's "He Thought of Cars," they 
go way beyond expectations, sum-
moning up a sense of pure pop gran-
deur. Irony be damned; deep down, 
this band does mean what it plays. 

Once this U.S. tour is over, Blur 
plans to go back into the studio. All 
four agree that their goal is to have 
another album out by the end of the 
year. Will the fifth time be the charm in 
America? Damon professes to be past 
caring. "I'd rather be civilized than 
fabulously wealthy." 

The Blur Collection 

AMON ALBARN's home setup 

features two Tascam DA-88s, a 

24-channel Topaz console, and 

"every kind of analog synth you 

can imagine. My favorite is the Sequential 

Circuits Prophet-5, which I think is the 

best analog keyboard ever." On the road, 

Damon uses a couple of Akai S900 sam-

plers and a Korg organ. His guitar of 

choice for songwriting is an Epiphone 

acoustic. ALEX JAMES plays Fender 

Precision Basses-1 use them like Biro 

pens, really"—through an Ampeg SVT. 

"Everybody's got those now. I only got 

them because everybody else was using 

Trace Elliots." GRAHAM COXON plays a 

recent model Fender Telecaster ("me 

crunchy non-rock ' n' roll guitar') and 

Gibson Les Paul Custom ("for the rock-

ness"), '67 Fender Jaguar ("for the indie 

rock"), and Gibson ES 335 ("for the weepy 

rock") through vintage Marshalls. On the 

floor: two ProCo Rat pedals for different 

volume and distortion levels, a homemade 

wah-wah (he's also got a Crybaby), Boss 

flanger, and various other "vibrato/tremo 

lo malarkey." Strings are .010-gauge; 

Graham favors Ernie Balls, but confesses 

he isn't always sure what the techs put on 

the guitars when the band's on the road. 

As for picks, there's no doubt: nylon 

Dunlops. DAVE ROWNTREE thrashes a 

Pearl drum kit and Zildjian cymbals with 

Pro-Mark sticks. 
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By Ken MicaIlef 

I
n the current British assault on 
these shores, retro isn't the 
only thing, it's everything. The 
latest entrant in the fray, 

Liverpool's Cast, has logged a 
string of hit singles in the U.K. with a 
sound that's equal parts melancholy 

Merseyside shanty and Who-style 
punch, coupled with typical Britpop 

tunefulness. But while Cast's jangle 
recalls the past, lyricist John Power's 
visionary hyperbole is pure future 
days. 

"We are not a retro band," claims 
Power, waking over early morning 
coffee in a café bordering London's 

Kensington Gardens. "We are this 
year's interpretation of an ancient 
and futuristic source of inspiration 

that will always be here. It will never 
go away. We have to look back for 
our inspiration because the future is 

imagination. I can take a thought of 
what I can achieve in the future but 
the reality is what's been and what is 
now and what we are going to do 
with that information for tomorrow. 
I take my inspiration from the past— 
it could be London in '66—but is 
that retro? Is classical music retro? 
Are shanties sung on boats for hun-

dreds of years retro? Is African blues 
retro? It's all retro." 

As the original bass player in the 
La's, the most lauded band to 
come out of Liverpool 
in recent years, 
Power learned at 

the feet of song-
writing master Lee 
Mayers. "There She 
Goes" (1990) was the 

closest the La's came to a 
stateside hit, but it gave little hint of 
what was to come. Emboldened by 

solid working-class roots and not a lit-
tle optimism, Power now pens hippie-

flavored lines like "Watch the world 
revolving through my eyes/Watch the 
world evolving in my mind" and "We 

Lett to right Keith O cull; Jo n Power, Liam 

mste the future today, make the futu 
ur way." 

Like the La's, Cast has an unerring 
sense of melody moored by charact 
istic Liverpudlian earthiness. The s 

.gles "Alright," "Finetime" and "S 
orm" (which have pushed the albu 

11 Change to gold in the U.K.) 
lustery bits of coarse melodic f 
hile the ballads, "Four Walls" and 

"Walkaway," could be Re 

standards by Gerry 
acemakers. 
"They really are from the heart 

iverpool," says Cast producer Jo 
Leckie. As the man behind the La's ( 
%%ell as Radiohead, XTC, Pink F 

son, Peter Wilkinson 
fé 

George Harrison, Van Morrison and 
other major acts), Leckie knows 

whereof he speaks. "There's a sort of 
purity there. It's almost like English 
folk music. It's very regional in the 
way vowel sounds are made, the way 
consonants are expressed, perhaps 
where the Liverpool accent merges 

with the American bluesman accent. 
That's why Americans like the Beatles, 
they hear little things the English don't 
notice." 

Though the La's' trou 
bled leader Lee Mayers 

still writes songs, his 
well-known frus-
tration with musi-
cal imperfection 

has stalled the band 
indefinitely; the long-

awaited followup to their 
1990 debut album still hasn't seen th, 
light of day. "Lee is a great song 
writer," says Power. "It's really simple 

as that. As a young lad of 18 then, I'm 
only now understanding where Lee 

was in his disappointment in why 

things go wrong, making records and 
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them not sounding like what they are 
in your head. But you've gotta have 
the faith to go forth." Sounds like the 
Liverpool pop torch has been passed. 

As the La's were quickly crum-
bling due to Mayers' indecision and 
reported alcohol abuse, Power left 
the band, eager to pursue his own 
songwriting career. He soon gathered 
around him the three friends who 
round out the Cast lineup: bassist 
Peter Wilkinson (formerly with 
Chuck Berry), guitarist Liam "Skin" 
Tyson (whose grandmother tailored 
suits for Herman's Hermits) and 
drummer Keith O'Neill. After 

rehearsals with "grandmothers, 
tramps, whatever," the group gained 
the ear of a true pop legend, the 
Who's John Entwistle, through long-
time Who engineer Bob Pridden, 
who brought the band in to record 
demos at Entwistle's mansion in the 
Cotswolds. Soon the crusty bassist 
and the youthful upstarts were jam-
ming on old Who tunes. 

"Before we even got signed, we 
were there doing demos for six 
weeks," says Power. " It would be the 
four of us with Entwistle behind his 
Barracuda Bar, all of us just talking, 
and playing the music. We'd be up all 
night drinking his 50-year-old 
brandy. We went through his whole 
bar till there was nothing left, only 
that really horrible lager that no one 
will drink." 

Those tapes left Power's hands 
and ended up with another British 
songwriter. "Loads of A&R men ran 
past us, but we sent Elvis Costello a 
tape and he asked us to play with 
him. We did three tours with him in 
Britain. It was then that we realized 
someone else agreed with us and 
understood our music." 

Paul Adams, A&R director of 
Polydor, knew Power from his La's 
days and signed the band after hear-
ing one gig. "John comes from a clas-
sic tradition of songwriters. He's got 
a mission, he believes. I can see them 

lieoing their eighth and ninth albums. , 
i1 They have a timeless sound. In 
England, there are so many scenes 
and fashions and trends, but Cast is 
not Britpop. They're a timeless gui-
tar band." 

After lodging a request for the 
entire Who back catalog as part of 
their contract, Cast went on to; 
record All Change (released in the 
U.S. on A&M) at Oxford's Manor 
studios, home to recordings by XTC, 
Paul McCartney, Queen and Simple 
Minds. They have the distinction of 
being the last band to record there. 
John Leckie was instantly won over ' 
by the Cast world view. " I loved th 
demo tape," says Leckie, " rea 
. fresh, powerful, bright. They are a 

ai really good musicians, individu 
What really stood out was the atm' 

, phere around the band, the cama-
raderie, their belief in their success 
and their positive thinking." 

Branded by the Brit press as f 
i out "nutters" who speak volumes 
' about aliens and cosmic conscious-
ness, Cast does radiate an aura of 
; positivity. They might as well be 
, quoting Lennon and his cries of 
. going to "the toppermost of the pçp. 
Ç permost." 

"What we're doing, it ain't new, 
i says Power. " It's two thousand years 
old. The source of the inspiration is 

Casting For Gear 

ill
OHN POWER strums Martin D-
35 and Gibson J-45 acoustics, 

a Gibson SG and a 1957 

Fender Esquire. His favorite 

amps are a Marshall Bluesbreaker combo 

and a Vox AL3 6TB, and he effects with a 

Boss CS-3 compressor/sustainer and 

Roland Space Echo. PETER WILKINSON 

plays a pre-CBS Fender Precision Bass 

through a Peavey Megabass amp and 

Ampeg 8x10 speaker cab. LIAM SKIN" 

TYSON favors two Gibson goldtop Les 

Pauls (one with single-coil pickups, one 

exactly the same if you go back to the 
Middle Ages, back to when they 
built the pyramids. People are still 
after the same things: Find someone 
to love, find peace with themselves 
and hear some music. That's it. 
There's always been people singing 
around the fire and always people 
getting off on it." 

Power doesn't take his Liverpool 
origins lightly. A true believer in all 
things, an admirer of Gandhi and 
Christ, a nonstop-talking, good-
vibes-inducing 26-year-old, Power 
proclaims himself to be on a self-pro-
claimed "mission to throw the unbe-
lievers out of the temple." 

"I do believe in history and 
echoes and what has come through 
Liverpool. If you're aware and 
receptive and perceptive—you might 
think it's rubbish—but there are peo-
ple's echoes and music's echoes. Lots 

of people have traipsed through that 
town and at the end of the day, the 
Beatles came from that town. Now, 
we're not the Beatles, but there is an 
essence there. You have to believe all 
of this for it to start to tick and work. 
If you never recognize it and never 
see it and never want to hear it, you'll 
walk right past it and it won't be 
there for you. But if you're looking 
for it and you believe in magic and 
dreams, then everything's there." 

with humbuckers) and a Gibson ES 335 

through two Hiwatt Custom 50 heads with 

two Hiwatt 4x12 speaker cabs. Among his 

effects are a Crybaby wah-wah, Melos 

Effectomatic, Boss compressor/ sustain-

er, Boss overdrive, Mesa/Boogie tube 

preamp, and Zoom 9050 multieffects 

processor. KEITH O'NEILL plays a Ludwig 

Classic Maple kit (8x12, 9x13, and 11x15 

toms, 14x22 bass drum) with a Slinger. 

land Radio King snare and Zildjian and 

Paiste cymbals. Shure SM58 micro-

phones are Cast's preferred vocal mikes 

and they hold their group together with 

Rotosound stings. 
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I
t's a great city," says the Boo 
Radleys' Martin Carr of his 

native Liverpool. "It's got the 
greatest football team in the 
world, and the greatest band in 

the world came from there. And oh yes, 
the Beatles were from there too." Carr 
follows his little joke with a big laugh, 

emphasizing that he doesn't take either 
himself or the legacy of his hometown 
too seriously. It's a healthy attitude, con-
sidering that as a young musician, Carr 
had to grow up in the shadow of not 

only the Beatles but also other Liverpool 
legends like Echo and the Bunnymen 
and the Teardrop Explodes. "And don't 

forget Frankie Goes to Hollywood," he 
cautions. (Whew, glad we caught that 
one in time.) 

Formed in 1988, the Boo Radleys--
guitarist/songwriter Can-, singer Sice 
(aka Simon Rowbottom), bassist Tim 
Brown and drummer Rob Cieka—did-
n't try to sound like any of those bands 
at first, choosing to forge their own 

brand of noisy guitar pop instead. But 
with their two most recent releases, 
Giant Steps (1993) and Wake Up! (1995), 
the band's ambitions grew greater. 

Capturing a variety of styles and moods 
in multi-sectioned mini-suites, they 
revealed a group unafraid to take chances 
with the sound and structure of popular 
music. Wake Up!'s lead-off track "Wake 

Up Boo!" also gave the Boos their first 
taste of major success in England, where 
it went Top Ten. In the onslaught of fea-
ture articles that quickly followed, the 
British music press took the Liverpool 

angle to absurd heights, playing up the 
Boos' Beatles fixation with stories about 
the first time Carr heard "Twist and 
Shout," etc. It was all a bit embarrassing. 

"We were well into our 20s," he says, 
" and they "Were writing about us like we 
were still 15." 

But the Liverpudlian kids who would 
eventually become the Boo Radleys 

weren't just listening to the Fabs; they 
spent at least as much time checking out 

music of their own era, stuff lilt 
uran Duran and the Human Leagu 

In their boyhood, Martin and Sice pr 
tended they were in a band, maki 
imaginary records and holding imagr 
nary press conferences. It would be ye 
before either of them actually picked u 
an instrument. "We didn't have mue 

money, so we couldn't afford guitars 
amps," Can explains. "And when 
we finally got them, we 
couldn't figure out how 

to use them, so we 
crave up." 'It was the discov-

of three seminal '80s 
bands—the Jesus and Mary 

Chain, Dinosaur Jr, and My Bloody 

Valentine—that finally spurred Carr to 
learn how to play. " I never wanted to be 

a great player," he says. " I just wanted tn: 
write songs." And once bitten by the 

bug, it didn't take long to get a band 
together. "Sice and I had no shame. We--
got a gig, but we didn't have a drummer 

or bass player and we could barely play. 

ourselves. We were crap." Apparently, 

that changed fast. By 1990, the Boos had 
an album out, Ichabod and I; by 1991 

they were signed to Rough Trade. After 
that company folded, they moved to 
Creation, which would eventually make 

its commercial mark with another bunch 
of Northerners, Oasis. 

Their second album, Everything's Al-
right Forever, was released in 1992. 

Over the course of the Boos' next few 
releases, Carr's songwriting and arrange-
mental sense would become more com-

plex. The brief psychedelic era of Brian 
Wilson is a frequent reference, both in 
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t e mu to-tracked harmonies and the 
often unorthodox song structures. " I 
listened to the Smile stuff a lot at one 

i• time," Carr admits, "but I was already 
writing that way before I heard the 
Beach Boys. I like that disjointed 
approach, and I don't naturally write in 
a pop song verse-chorus-verse-chorus-
middle-eight structure. I tried doing 
, that with Wake Up!, but failed more 

often than not." 
Wake Up! is indeed the closest the 

band has come to a straight-ahead pop; 
album. The big waves of fuzzy guitar I 
are largely gone. "I didn't feel like play-
ing very much during those sessions," 
Carr says. " I wanted something with 
horns for a single, but when people el' 
heard 'Wake Up Boo!,' they all said, 
'Where's your trademark guitars?" The 

1 sweetness of the music and of Sice's 
Glenn Tilbrook-ish voice disguises the 
confusion and despair of some of the 
words; at the time they were written, 
Carr was living with his girlfriend in the 
somewhat depressing Northern town 
of Preston and wishing he were in Lon-
don instead. (They've since moved.) 

While preparing to record Wak 
Up!, Carr decided to check up on his 
competition. He bought a few Oasi 
and Blur records, ' not so much to b 
influenced but because I wanted t 

write something more direct. 

I don't really like Blur, I love Oasis bu 
they're not exactly pushing back the 
frontiers of music. I feel that I have 
more in common with bands like the 
Flaming Lips or Pavement or Stereolab 
or Tortoise. That's where music is head-
ed. I think this whole Britpop thing 

Play It Baal 
ARTIN CARR plays an 

assortment of Gibson gui 

j • irs, including a new Ten 

nessean model, through 

Marshall amps. An Alesis Quadraverb gets 

neavy use for live vocals and instruments 

TIM BROWN uses a Fender Precision bass 

and Ampeg amplification. ROB CIEKA plays 

Yamaha drums with Remo heads and 

Zildjian cymbals. 

going to stop this year, at least over 
here; in the States you're just getting it 
now. It reached its pinnacle last year 
with `Wake Up Boo!' and Supergrass' 
`Alright.' You can't get much poppiei 
than that. So I hope bands get a little 
stranger this year. If they don't, it's 
going to be bloody dull." 
Up to this point, the Boos haven't 

made that much of an impact in the 
U.S., but then again they haven't always 
gotten that much support; Columbia, 
their U.S. distributor for the last three 
albums, didn't put out Wake Up! until 
September '95 (six months after it was 
issued in Europe) and then largely 
ignored it. " I don't feel like we've really 
ever had a record label in America," 
Carr confesses. While most British 
bands are interpreting the American 
success of Oasis as good news for them, 
Carr distinguishes himself with his cir 
cumspection. "I have no delusions on 

that score," he says. 
At the moment, the Bou 

Radleys' U.S. label status 
remains uncertain. Unde-
terred, they're continuin; 

their work, putting finishin; 
touches on their next album, provi-

sionally titled C'mon Kids and sched 
uled for August release in England 
According to Martin, it's "weirder" 
than Wake Up!, with more parts and 
more guitars. "One song's four minutes 
long and has 11 sections," he reports. " I 
think it's the best thing we've done.' 
, Pause. "And the record company 's lgoing to love it." Sarcastic chuckle. 
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Weird Trips in the U.K. Music Biz 

% ack in the days before Dire 

Straits and U2 had become 

1 superstars in America, 
members of the two bands 

crossed paths on the road, 
meeting one night in the bar of the 
Mayflower Hotel in New York. The 

musicians from Britain and Ireland 

A r_eio 

talked of breaking through in the t_S--.111 
"Their attitude then was the same as 

ours," recalls Dire Straits manager Ed 
Bicknell. "We're going to conquer this 
fucking country!" 

That attitude lives on, in the determi-

nation of young bands such as Oasis, 
Blur, and Pulp to crack the American 

market today. But this Britpop crop also 
faces the challenge of ending a long dry 
spell for new U.K. groups in the U.S. 

which began in the late '80s. 
Young British acts also have had to 

come to terms with differences between 
how the music business works on either 

side of the Atlantic, and even more fun-
damental differences between the cul-

tures of the Mother Country and the 
Colonies. Understanding those differ-

ences is crucial for a British band hoping 
to succeed in the States—and for any 

American band touring the U.K. 

"When you go over to America early 
in an act's career, the words `fear' and 
`intimidation' spring to mind," says 
Bicknell. "A lot of people coming into 

this for the first time feel out of their 
depth. They tend to respond in one of 
two ways. I applied a combination basi-
cally of bluff, keeping my mouth shut 
anemy ears open. A different approach 

is to be brash and arrogant and have lots 
of attitude. But my general feeling is that 
Americans don't respond well to that." 

U2 manager Paul McGuinness, who 

now also represents PJ Harvey, looks 
back at U2's early tours and says: "We 
were all completely fascinated by Amer-

ica. The big surprise for a lot of the Eng-
lish acts coming over to America is they 
don't realize the complexity of it." 

The character, as well as the scale, of 

every aspect of the music business in the 
U.K.—pop charts, radio, press, promo-
tion, touring—is also distinctly different 
from that found in the U.S. 

"There's a common misconception 
about the British and American mar-

kets," says Martin Hopewell, managing 
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director of Primary Talent, the major 
U.K. booking agency. "We're two cul-
tures divided by a common language. 
We probably have more in common 

with the music business in France or 
Germany than we do with the U.S." 

Yet British labels could not afford to 

sign any acts without the prospect of 
sales in America or other international 
markets. "The [large] size of deals in the 

U.K. make it imperative to have interna-
tional success," says Korda Marshall, 

head of Britain's Infectious Records, 
home to Ash and Pop \Mil Eat Itself. 

The catch: What it takes to be suc-
cessful in Britain is often different from 
what's required to crack America. 

"The English music scene is very dif-
ferent from America," says David 

Massey, senior VP of A&R with Epic 
Records in the U.S., who has worked 

closely with Oasis for the past three 
years. "The U.S. is not a singles-driven 

market, it's an album-driven market, 
which led to our decision to not release 
any Oasis singles at all [prior to 

"Wonderwar]. It enabled us to avoid 

playing a chart game." 
The chart game persists in Britain, 

however, where songs frequently rocket 

up and plummet down the official Top 
75 singles chart in almost senseless fash-
ion. Gaining a high entry for a new sin-
gle on the U.K. chart—which is based 

entirely on sales rather than the mix of 
sales and airplay used with the Billboard 
Hot 100—is an obsession of the U.K. 

record companies, regardless of its bene-

fit to an act in the long term. 
"You've got to have something that 

will break through quickly, so it's often 
going to be superficially appealing," says 

U.K. industry veteran Jonathan King, 
publisher of The Tip Sheet, a weekly 
trade report. " It's lunacy that the British 
business is chasing these chart positions 
with acts that are not right [for the mar-
ket] outside England." 

Contributors: Thom Duffy is based 

in London as international deputy edi-
tor of Billboard. 

The speed with which acts can br 

in Britain is also a reflection of a very 

ferent media climate. A single nation 
wide radio station, BBC Radio One FM, 
is still the dominant outlet for new p 

despite losing listenership in recent y 
to new national commercial operatio 
such as Virgin Radio and independ 

local radio outlets. And the natio 
music press, particularly the weeklies 

New Musical Express and Melodzi 
Maker, herald the arrival of new acts an 

cover stories with a speed that would 
make an American publicist's head spill 

The role of the singles chart, Radio 
One, and the music press in creating a 
rapid buzz on a new band means that 
touring, while still important in Britain, 
has been less crucial to artist develop-

"British acts tend not 

to learn what touring 

teaches you." 
—Jonathan King 

ment than in the U.S. "British acts tend 
learn ot to lea what touring teaches you," 

ays Jonathan King. 
- In the recent past, the likelihood that 

band in Britain would get national 
ress, radio play, chart action, and an 

ternational publishing and record deal 
1 on the strength of their first singles 

, eant these acts then landed in the U.S. 
relatively unseasoned and unprepared 
for breaking in the States. 

Even worse, many arrived with 

heavy cultural baggage, the legendary 

ritish reserve, and a cynicism born of 
British punk. And that attitude ran right 

, 
up against the glad-handing "have a nice 
day!" promotion style in the U.S. 

"You have to be nice, to grip and 

grin, to say hi to everyone," says Korda 
Marshall, describing the American 
music business. " Because of the heritage 
of punk, there is a history in Britain of 
knot being nice to your record company. 

When bands like the Stone Roses and 
Happy Mondays went into America and 
were arrogant, people said, `Get these 
guys out of my face!'" 

Business differences between the two 
countries also can create stumbling 

blocks for unwary young American acts 

in Britain. What should a U.S. band 
bound for England be aware of? 

"The difference in the power sup-
ply," deadpans Martin Hopewell of 

Primary Talent. " I'm serious," he adds, 
offering images of acts blowing up their 

110-volt American equipment with 240-
volt U.K. outlets. Yet perhaps as danger-
ous to a young U.S. act is the attitude of 
the British fan on their home turf. 

"It's confrontational," says Hope-
well. " It's `go ahead and impress me or 
piss off.' Audiences want acts delivered 
to them on a plate at a certain level. And 
some of our club venues, you wouldn't 

put your worst enemy into." 
Although a record label or booking 

agency may handle many of the details 

of staging an overseas tour, "a lot of peo-
ple don't consider the time frames 
involved," says Bob Tukipan, whose 
Traffic Control Group has handled tour-

ing logistics for hundreds of acts from its 
offices in New York and London. "They 

need to prepare visas in time. You need 
six weeks in advance on both sides of the 
pond. They have to have a good produc-
tion team. And when they're going 

somewhere else, they're guests in anoth-

er culture and you have to have an 
awareness of that. You can't be a bull in 

a china shop." 
As more label brass, managers, and 

artists acknowledge the differences 
between the music business cultures ot 
Britain and America, they're better pre-

pared to deal with them. 
Manager Chris Morrison recognized 

that a full-length U.S. tour of several 
months could risk burnout for his 
clients, Blur and Elastica, who can tout 
their entire homeland in a matter of 
weeks. So he broke up their trips to the. 

BY THOM DUFFY T ILLUSTRATION BY TIM HUSSEY 
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States over the past year. He also knew 
that the band members might not have 
been comfortable with the promotion-
al demands made on them in the States. 

"But you take what you can and do 
what you can do to promote your 
career," he says. " I say to them, 'If it's 
not undignified, do it.'" 

Dave Massey at Epic in the U.S. 

rchick corea N. 

says the members of Oasis find more 
respect while touring in America than 
in Britain, where the press seems to 
goad them into headline-making 
antics. "People here in the U.S., on the 
whole, are much cooler with the band, 
so the band is cool," he says. Massey 
also agrees that touring the full expanse 
of America "is quite an overwhelming 
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experience for young [British] bands." 
"You can't break America without 

spending a lot of time in it," says Paul 
McGuinness. "You have to allow 
America to take its effect on the artist, 
by being in America and being 
exposed to its culture." 

The need to recognize and adjust 
for business and cultural differences 

may be key to reviving the success 

of British acts in America. "It also 
comes down to the quality of the 
bands," says McGuinness. "Oasis 
is a truly great band. And the real 
answer is, they don't come around 
very often." 

Over Here (U.S.), 
Over There (U.K.) 

I OVER HERE The national press may 
give you a cover story on your third album. 

The national press may 

Fou O cuver story on your third single. 
A major-market tour may 

keep you on the road for three months. 

-IHERE  A major-market tour may 

keep you on the road for three weeks. 

Music clubs are found in 

strip malls built in the last decade or so. 

VER THERE: Music clubs are found in 

pubs built in the last 300 years or so. 

OVER HERE: Outside clubs, people line 

up. rç: FRE: Outside pubs, people 

join the queue. 

3 OVER HERE: At 11 p.m., a club may 
present its first set. OVER THERE: At 11 

p.m., a pub will close its doors for the 

night. 

6 OVER HERE: Most major record stores 
are located in shopping malls. OVER 

IERE Most major record stores are on 

-high streets" (main streets). 

OVER HERE: Modern rock radio sta-

tions are found in more than 120 major 

cities. OVER THERE. Modern rock radio 

stations don't exist. 

5 c, Radio, retail, press, and 

fans won't pay as much attention as 

you'd like. (YvER THERE: Ditto. Some 

things in life are universal. 
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The most advanced drum set technology ever developed 

has now passed its toughest test. 

The Jeff Hamilton Test. 
Jeff Hamilton has chosen a new REMO MasterTouch VenWoor drum set, topped by our 

FiberSkyn" 3 heads. Why? Well, there's our warm traditional sound. 

The unrivaled consistency and durability. Not to mention a fusion 

of modern materiails only REMO can deliver. "Venwood and 

FiberSkyn 3 is my sound," says Jeff. 

Put REMO VenWood dilums and FiberSkyn 3 

heads to your own test. Visit your music 

products dealer today. 

Maybe it should be yours. 
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Mfg. by GHS Corp., 2813 Wilber Ave.. Battle Creek, MI 49015. USA 

ACOUSTIC 
PROFILE 

Laurence Juber 

Background: 
A busy LA and London studio musician, Laurence Juber 

has been playing guitar for more than 30 years. He 

earned a degree in music from London University and 
was lead guitarist for Paul McCartney's Wings, winning 
a " Best Rock Instrumental" Grammy for the track 
"Rockestra". 

Notable Releases: 
Laurence has released three CDs with Acoustic 
Music Records, " Solo Flight", " Naked Guitar" and 

"LJ", which is a finger style fusion of folk, jazz, 
pop and classical styles. 

Current Projects: 
Taking a break from his heavy schedule of 

composing and session work, Laurence 
produced and arranged Al (Year of the Cat) 

Stewart's latest release " Between the Wars" and is 
touring Europe and the U.S. as a soloist clinician and 

as Stewart's one-man band. 

Choice of Strings: 
"I've been a fan of GHS throughout my career. I use 
their new design Phosphor Bronze Lights for both 

recording and live gigs. The smaller core/heavier 
winding provides a harmonically dense but bright tone 
that lends itself well to my finger style technique." 

GHS acoustic strings are the choice of professional 
musicians worldwide. Look for them at your favorite 

retailer or browse our web at www.ghsstrings.com. 

For more information on Laurence Juber's CD releases 
on Acoustic Music Records USA, call (800)649-4745. 



ou mustn't disap-

ie j point people who e 
/..." are counting on 

you," says George 
Harrison, his soft-
spoken admonish-

ment poised midway between a 
maxim and a mantra. Like any avid 

record buyer, Harrison has known 
his moments of disappointment and 
misplaced trust, and the memory of 
one such incident still stings. 

"I can tell you something that 
was a real disappointment," he 

moans, recalling an incident from 
1955, when the 12-year-old Beatle-
to-be had his heart set on a certain 

rock 'n' roll talisman. " I'd got the 
money, and I wanted `Rock Around 

the Clock' by Bill Haley, and I asked 
somebody to get it for me, some-
body in my family, and I couldn't 
wait to get that record. And they 

came home, and they gave me this 
record and said, `Oh, they sold out 

of Bill Haley, so I got you this one.' 
It was the Deep River Boys." An 
R&B vocal quartet formed during 
the '40s at Virginia's Hampton 

Institute, the HMV POP/RCA 
Victor crooners were a far cry from 
Haley's antic rock 'n' roll act on the 

Brunswick label. " I thought, 
`Awww no, fuckin' hell,' " says 

Harrison. "It was such a disappoint-
ment. That was the first record I did-

n't get." 
One of four children raised on 

father Harold Harrison's salary as a 
bus driver, George says that, even as 
a fledgling Beatle, " I didn't really 
have any money until after we'd 
been to Germany," referring to the 

rock combo's stints playing the 
Kaiserkeller, the Top Ten Club, and 

other bistros in Hamburg. "By that 
time, it was '62, and I was getting 
records at [band manager] Brian 

Epstein's shop [a branch of North 
End Music Stores at 12-14 

rGeorge Harris7eMashes Back-" Anthology 
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Whitechapel in the center of 

Liverpool], and then we were just try-
ing to get everything." 

More than three decades later, 

Beatles fans are equally hopeful of 
acquiring everything of enduring 
worth still cached among the Fab 
Four's personal effects and in the 

Abbey Road Studios vaults. Thus, on 
March 19, Capitol Records/Apple 
Corps Ltd./EMI Records Ltd. jointly 
released the 45-track The Beatles 

Anthology Volume 2, the second of the 
three retrospective two-CD sets of 
previously unheard studio rehearsals, 

hallowed recording variants, and tape 
library treasures intended for the faith-
ful, as well as a new generation of 

devotees. Harrison, for one, is keen on 

ensuring that all corners get their 
money's worth. He notes that the sec-
ond and third installments of the trilo-
gy contain "a couple of hours each" of 

unissued songs, outtakes, and alterna-
tive renditions of the Beatles' best 
work. However, he adds, "we tried to 
put so much in minutes of music in 

there," being determined to make 
every archival tick of the timing clock 
worth the listeners' while. 

This mammoth archival undertak-
ing and its companion television docu - 

mentary (which Harrison says will be 
released on home video later this year 

with two hours of additional footage) 
are not the first times Harrison has 
waded through the Beatles trove of 
professional artifacts. In the late '70s 
he made a generous helping of the Fab 
Four film and music annals available 

to Monty Python alumnus Eric Idle as 
research material for The Runes: All 
You Need Is Cash, a 1978 television 

parody of Beatlemania that Idle con-
ceived, wrote, and co-directed. (Rhino 

Home Video offers the cult title at sell-
through.) 

"It, in a way, exorcised the things 

Contributors: Timothy White is 

editor-in-chief of Billboard. Reprint 
courtesy of Billboard magazine. 

about the Beatles that bothered me in 

that period of time," Harrison says 1 
The Rutles. In the years since, the 
slow-building restoration of concord 
between Paul McCartney, Ringo Starr, 
and John Lennon's widow, Yoko Ono, 

found expression in the full-scale pro-
duction of the long-awaited 

Anthology series, as well as the 1994 

and '95 "reunion" sessions at 
McCartney's studio in the south of 
England, during which two Lennon 
demos ("Free as a Bird" and "Real 

•Love") dating from the late '70s were 
proffered by Ono to the surviving 
Beatles for restoration and comple-

tion. The "Real Love" single was 
released on March 4, along with sever-
al bonus tracks. 

Sipping tea at his Friar Park estate 

outside London as he recovered from 
the flu that has swept both the States 
and the U.K., Harrison spent the after-

noon in this interview. The first recip-
ient of the Century Award, Billboard's 
highest honor for distinguished cre-

ative achievement, in 1992, Harrison 
talked at loving, detailed, and often 

witty length about the "tight little 
band" from Liverpool for which he 
sang, composed, and played eloquent 
lead guitar, discussing as well both the 
recent trials and rejuvenated plans 

regarding his ongoing solo career. 

Once mistakenly labeled "the quiet 
Beatle," Harrison is more likely the 
most thoughtful of the four musicians 

who led rock ' n' roll into its artistic 
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maturity, long suggesting by word and 

deed that all things must pass in order 
that we might fully appreciate them. 

The tracks on Anthology Volume 2 
encompass February 1965 to February 
1968, a span that concluded exactly 28 
years ago. Are you happy with the inti-

mate time capsule this second set of 
unreleased Beatles material represents? 

Yeah! I think this second CD set is 
really nice, because on the first set that 
came from the Anthology [series] 

obviously we couldn't ignore all the 
old stuff. But there was some very 

rough sound quality, and there were 
some rough actual tunes in there, like 

the early demos that were found from 
Paul's house. But generally speaking, 
Anthology Volume I was very well 
accepted, and knowing how people are 

going after bootlegs all the time, that 
volume has more or less proved that 
anything is of some sort of value. 
Nevertheless, to put together a pack-
age that's worth the money was pretty 

tricky. So the first CD, I thought, was 
the most difficult in terms of our ori-
gins. On the second CD set we're into 
a period that is a much better period 

anyway: Everything's from the studio, 
the songs were getting more interest-
ing. And I like all those little bits of 

talking in between them-as you say, 

the intimacy of them. 
Your 12-string Rickenbacker 360-

12 semi-acoustic guitar became espe-
cially memorable in terms of the 

Beatles' sound during the period docu-
mented on Anthology Volume 2. It 
was the spark or centerpiece of a lot of 
the arrangements. When did you get 

that guitar? 
That was the time we were in New 

York for The Ed Sullivan Show, which 
was February 1964. When I came over 

on the plane, I had the flu. I was in bed 
in the Plaza Hotel, and I missed the 
press call for all the photos they did 

against the New York skyline. I'm not 
in those. And I missed the first Ed 
Sullivan rehearsal. So it was sometime 

during that rest period of mine that a 

man from Rickenbacker [president E 

,R. Hall] brought these guitars 'round 1 
r me. What happened was they had : 
n some pictures of John playing 1 

e, a Rickenbacker 325, and they 
came and brought some new ones. q 
John had bought his, which was not a 1 

. -string  but rather a short-neck six- .; 
I hI 

*ng, in [the Musik Rotthoff shop]] 
t! 

en we were in Hamburg in 1961. 
e'd seen a photo of a bloke who was 1 

in the George Shearing Quintet, and: 
he was the only one we'd ever seen,. 
with that Rickenbacker, so when Johnl 

went in [the Musik Rotthoff shop] andi 

"Relative to 
music made in the 
'60s, Oasis are 

pretty average." 

w that guitar, he just had to have it-1 
d bought it instantly. 
I bought a Gibson amplifier that 

it' 
• y; we got it on what we used to call . 

Liverpool as the "knocker," which 
eans one pound down and the rest 

when they catch you [laughs], and the 

man comes knocking on the club door 
saying, "May I have my money, 

please!" 
As for my Rickenbacker 12-string, 

I started playing it for the first record 

wing sessions we did after we return 
• from those three Sullivan shows w 
did in '64. So I believe it was for it 
Hard Day's Night, on "You Can't D 

That" and other stuff. 
Similarly, the guitar sounds you 

recently added to John's entrancin 

"Real Love" have become the core 

that finished record, focusing the liste 

ri. emotionally. 
I know what you mean. He's g 

those augmented chords and dimin 

ilfished chords on there, which alway 
featured in the old songs from the '20 et'30s, and '40s, and a lot of us had sim 
ar musical backgrounds, because we» 

grew in the same period and we heard 

the same type of melodic music that 
was played on radio in England. But 
it's true, there are a lot of those chord 
changes; in particular, an augmented 

chord, and that's probably what makes 
"Real Love" sound more like one of 
mine than one of John's. 
How was that demo worked with? 

Well, more or less, the same as we 
did on the first song, "Free as a Bird." 
Except when we did "Free as a Bird," 

the original tape was just a bit better 
quality. This one had a lot of clicks on 
it and a background hum; it seemed to 

me as if it had come originally off of 
one of those portable four-track 

Portastudio things that became avail-
able in the '70s, since it was just on a 
cassette. But it had a number of things 

on it: There was a tambourine, the 
vocal was double-tracked, and so on. 

They could never find the original 
tape; the tape that we had from Yoko 

seemed a pretty far-down-the-line 
copy. But when we first got the cas-
settes from Yoko back in '93, I actual-

ly preferred "Real Love" as a song; I 
thought the melody was more obvi-
ous. The problem was that it was this 

bad copy, and it had this tambourine 

that was out of time and real loud. 
That was the only reason we passed on 
it originally. 

You passed on it?! 
Yeah, and the first thing that hap-

pened when we decided we were 
going to do something with the "Real 
Love" tape was that [producer] Jeff 

Lynne got a computer program expert, 
and they put it on this program like 

they use for cleaning up [the sound-
tracks of] the old Disney movies, a 
special program that had been devel-

oped that can clean out background 
noises. He spent a fe vy days with this 
computer bloke, took away all the 
clicks and hums, and then that was the 
cassette we had to work with. So 

everything that's on "Real Love" is 
new, except for John's voice and the 
little intro section that it comes back 

MUSICIAN JULY 1 9 9 6 !WI 



to, where there's a pedal harmonium 
and some old wobbly piano that 
sounds like it's from the distant past. 
That was John's original piano and 
things, but we actually double-tracked 
it, just to give it a bit more weight. 

Having done "Free as a Bird," we 
knew we couldn't just put the cassette 
on a 24-track and overdub on that, 
because the tempo never holds up. So 
again, we did the same thing we'd 
learned from "Free as a Bird": We put 
down a drum at an average speed, 
because it picks up and slows down a 
bit here and there. We laid the track 
down and then "flew" John's voice; 
once we'd built the track up with 
drums, bass, guitars, and pianos, we 
just dropped John's voice into the 
appropriate places. That way, it 
enabled us to restructure the song 

slightly, which we'd also done with 
"Free as a Bird," and we put in differ-
ent things, like my solos. 

What kind of guitars are you play-
ing on "Real Love"? 

Well, there's a combination. There's 
a guitar I got off of this nice bloke who 
works on the Ford assembly line in 
Detroit, and he makes guitars too. 

He's called Bernie Hamburger. I met 
him a couple of years ago and got a 
couple of guitars from him. So that's 
the one you'll see in the video; it's the 
solid-body electric guitar [the "Model 
T" Hamburguitar] that's painted 
green. That Hamburger is his own 
make; I like his guitar a lot. He's just a 

small manufacturer, but it's a very, 
very well-made instrument, and he 
does it all himself, including the elec-
tronics. That's what I play all the solos 

and all the little tills on. But then 
there's also the slide guitar which 
comes in at the end, which is a Strat. 

Personally, I think that "Real 
Love" is even more commercial than 
"Free as a Bird." But I loved the "Free 
as a Bird" video because it's amazing 
what they can do digitally with images 
in it. The one that really blows me 
away is Brian Epstein standing there 
putting his scarf on! In the earlier 
copy, before they went in and finished 
it, there were all these little cutouts 
where you could see the background 
of where they'd lifted film from other 
footage and plunked it in the back-
ground of that room with the Sgt. 
Pepper people. It was amazing. 

In order to shoot all those perspec-
tives, the director, Joe Pytka, discov-
ered this crane that they had in Russia 

"It's beautiful...a solo piano recording that mines the salt of grey days... In this music, simple religious and folk tunes 
coexist with more complicated harmonies of impressionism. The mixture sounds logica4 as if the two genres were 
always friends... The recording suggests nostalgia, but in her case it evokes a New England purity that values spare-
ness, as if the Shakers had written music in the style of Debussy." — The New York Times 
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that, for some reason, was more 
advanced than anything the 
Europeans and Americans had. It 

would go up, down, left, right, any 
way you wanted to move. It was the 

closest thing he could get to the bird's 
point of view. 

Both "Free as a Bird" and "Real 
Love" have that trademark glide cre-

ated by your guitar texture. Crazy as it 
sounds, I always thought a lot of your 
guitar playing had a vocal quality to it. 

Well, I always remember Eric 
Clapton saying in the '60s that if you 

listened to guitar players who sing, 
their playing usually sounds like their 

voice. Like, if you'd hear Albert King, 
he's very staccato, because the guitar is 
the extension of the voice. That's what 

I learned from Indian music, because 
the original instrument is the voice, 
with the primordial sounds coming 
from the voice and then all the instru-
ments just copying it. 

The ultimate point here is that even 
if you never wrote a song or opened 

your mouth to sing, your lead guitar in 
all its different shadings was almost 

another singing voice for the Beatles. 

It's nice of you to say that. The 
very first time I was even influenced 

by a guitar, it was purely in a rhythmi-
cal sense, as in the rhythm guitar of 
Lonnie Donegan on the old Leadbelly 
stuff ["Rock Island Line,' "Bring Me 
a Little Water, Sylvie," etc.]. I think the 
first person I ever saw playing a guitar 
was Slim Whitman, either a photo of 

him in a magazine or live on television. 
The thing of guitar infatuation is so 

widespread throughout the world 
now that everyone loves the guitar in 

one shape or form. But I used to try 
and draw them in the back of the class-
room in Liverpool. The first guitarist 1 

actually heard was Jimmie Rodgers, 
"the Singing Brakeman." And I 
remember hearing Merle Travis: A fel-
low I knew as a kid had a Merle Travis 

extended-play record that had a cover 
on it that was just this incredible pho-
tograph of a guitar—probably a 

Gibson—lying on its back, taken from 
the bottom end of the tailpiece going 
up and over the bridge and down the 
neck. 

Then came "Blue Suede Shoes" by 
Carl Perkins and any of the electric. 
Elvis Presley guitar solos by Scotty 
Moore. And the guitar player in the. 

Johnny Otis Show band [Pete 
Lewis]—I love him. 

Eddie Cochran was brilliant. He 

In Anthology Volume I and on the 
Live at the BBC album you hear me 
repeatedly play a trill of three notes in 

succession, which was all I could do to 
come close to what was actually one 
bend of the third string on these 
records I loved. My thing sounded a 
bit twee, actually, compared to how it 
would sound on a good bent-string 
solo. 

Another of those kinds of string-

held the secret and brought it from 
America—the secret of the unwound 

third string! It was unbelievable to us 

how these people were making these 
sounds because, see, in England we 
had these strings that were like steel' 
cables. Then later on we found out 
they'd just gotten light-gauge 
unwound third strings. Eddie 
Cochran came over, and my friend Joe 
Brown was in his backup band, and 
Joe found out how they'd use a 
lighter-gauge second string—meaning" 
a steel string without the copper 01 

brass binding around it—for the third 
string, so they could do the bending. 
You need to bend that string, and with 
the heavy-gauge strings that were all 

that was available in England in those 
days, it was virtually impossible. 

bending guitar players was Charlie 
Gracie, who had "Fabulous" [on 
Parlophone in 1957], and the B-side 

over here was called "Butterfly." It 
was this big electric slap-echo sound 
that was brilliant. Whatever happened 
to Charlie? That's what I'd like to 
know! 

And Bill Haley had this big 
acoustic Gibson with a pickup stuck 
on it, but Frannie Beecher [who 
played a 1954 Gibson Les Paul 

Custom] was the most unbelievable 
guitar player of all time. He must have 
come out of the jazz field; you had this 
thing happening where it was swing 

and rock simultaneously together on 
those early rock 'n' roll records. I 
think a lot of those players were jazz 

players, and Bill Haley dz. His Comets 
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were quite an interesting combination, 
with the big upright bass, sax, and 
Frannie Beecher. If you just listen, for 
instance, to the solo on "Rock Around 
the Clock," it's incredible playing. 

Before Bill Haley came to England, 
he had so many hits in a row, like 
"Shake, Rattle and Roll," "Razzle-
Dazzle," and "A.B.C. Boogie." There 
were hundreds of them—or it seemed 
like that when you were 12 years old 
[laughs]. 

Later I got into buying some Chet 
Atkins records, but I was never a tech-
nical guitar player; there was always a 
better player around. There was a 
bloke who went to school with Paul 
and me who ended up in the Remo 
Four—Colin Manley; he was one of 
those guys who could copy Chet 
Atkins when he'd be playing two 

tunes at the same time. 
Somehow I never had the patience. 

God knows how I ever made anything 
, of myself. I used to sit there and prac-
tice as a kid, but I couldn't sit there 
forever, I wasn't that keen. Paul talks 
about how we went to the other end of 
Liverpool because we heard some 
bloke had a copy of 'Searchin'" by the 
Coasters. Then we went where some 
' other fellow knew the B7 chord, 
trekking there to watch where he put 
his fingers. And we'd think, 
"Fantastic. Now we've got that one." 

James Burton's solo on [Ricky 
Nelson's] "Hello Mary Lou," that was 
a pretty classical solo. Later on, I also 
enjoyed listening to Andrés Segovia, 
because he was so good in his field. So 
all those things became influences. In 
fact, anybody with a guitar did. Then 

_alma 

we'd go and watch all the rock 'n' roll 
movies: The Girl Can't Help It [1956] 
was the climax of them. Everything, all 
these guitars and voices and images, go 
into this big curry, and it regurgitates 
itself somewhere down the line. 

Thinking of voices—in this case, 
singing voices—and listening to the 
three-part vocals by you, John, and 
Paul on the early take of " Yes It Is" 
from Anthology Volume 2, I wonder 
if it was easy for the three of you to get 
that harmony configuration. 

No, no. That was very difficult, I 
remember. We had to figure out the 
parts. Like John's part, of course; that 
was his melody. The harmony that 
Paul sang was the closest one to it. The 
third part that I was doing had to avoid 
the other two: Sometimes I'm up, 
and sometimes I'm down, and some-
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times it moves in an unfathomable 
way because it's basically just trying to 
avoid hitting the same notes the others 
are on. It was a very tricky one to 
learn, and not a logical one; it's not one 
I could naturally come up with. But 
when it was all put together, it sound-
ed really good, so that was just an 
example of working out something. 
We spent a lot of time working on 
arrangements, both vocal and guitar 
parts. Like on "And Your Bird Can 
Sing," you'd think there's a double-
harmony guitar part, but we didn't 
have enough tracks to be double-
tracking, so it was always two of us 
who'd play together, Paul and I or 
John and I. We'd sit there and work it 
out and then play it live onto one 
track. 

In those vocal harmony meshes, 
you were each good at retaining the 
normal qualities of your voices. 

Yes! They were just natural voices 
without any effects or exaggeration. 
A couple of things on the second 

Anthology are outtakes from the 
Help! sessions: «If You've Got 
Troubles" and "That Means a Lot." 

Well, as far as " If You've Got 
Troubles," the one with Ringo, back 
when I was going down to Paul's to do 
"Free as a Bird" somebody had just 
given me or mailed me these bootlegs. 
When that song came on I was driving, 
and it was very strange because I'd 
never heard it from the day we record-
ed it [in February 1965] to that day I 
was driving alone. It was just forgotten 
about, so it was weird because part of 
me recognized it and yet the words, 
the lyrics [laughs], are the most ridicu-
lous lyrics I've ever heard. It's a pretty 
bizarre song, but it was quite nicely 
played and recorded. 

With songs like "That Means a 
Lot," sometimes we did a demo for 
somebody, like Paul would say, " I'm 
gonna give this song to P. J. Proby." 
I'm not saying this is exactly what 
happened here, but it could have been 
that we just played it so that we'd have 

tape of it, and it was never intended 
--- be a Beatles record. That kind 
thing happened sometimes. 

Anthology Volume 2 contain 
alternate versions of other U.S. Help! 
deletions. " Yesterday" appears now in 
both its unissued first studio take and 
Paul's live debut that you personally 
introduced onstage in Blackpool, 
England. Capitol later put " Yesterday" e _ ut in America on that Yesterday . . . 

d Today package, almost as a co 
t for that song. 

' The problem always was that w 
used to put 14 tracks on an album, an 
. then in between the albums we'd 
AL 

garde" he'd say «'aven't got a clue" 
[laughs]. The situation there was that 
there was this bloke, Bob Whitaker, a 
photographer who Brian Epstein had 
met in Australia, and Brian had given 
him the job. That fellow came around 
with us for a period of time and took 
some photos, and it was his idea to do 
this picture because he thought it was 

avant-garde. 
I never felt comfortable doing it. I 

felt it was totally unnecessary. All 
these experimental things like that are 
a bit childish, as if there's not enough 
of that around. Especially because I 
became a vegetarian, anyway, in 1965, 

"I was never a technical guitar player. There 

was always a better one around." 

couple of singles. And sometime 
those singles would be EPs, with four 
songs on a 45. Capitol. for some reaà 
son—and it may still exist—would 

1>nly pay the publishers the fees on te 
titles. So what they were doing, unb 
knownst to us, was they would take 
off a couple of tracks and, along with 
the singles, they would make up 
another album. It wasn't until we w 
in America that people would say' 
"Would you sign this?" We'd say-
"What's that?! That's not our album, 
We never made that!" We'd look at " 
and think, "What the fuck's going o 
here?" So there was always that con 
flict. That's why, now, when you se 
the original Beatles catalog that's cur 
rently being sold as part of our n 
deal with Capitol, what we've mad 
available is basically the original 1 
albums we made in England. 

What did you think of the "butch 
ers and bloody babies" photo sessio 
with the Beatles that Capitol initial! 
used in the U.S. for the c 
Yesterday .... and Today? 

Oh, I hated that! I never liked it 
the first place. A friend of mine h 
this expression. Instead of "avant 

and I found it hard to look in a butch-
er shop window! But just because you 
put out anything in short supply, it 
becomes this incredible collector's 
item. 

You've got a previously unavail-
able "rehearsal" and "take one" of 
"I'm Only Sleeping" on Anthology 
Volume 2. The finished song was also 
on Yesterday . . . and Today in the 
States yet appeared on Revolver in 
England. 

And "I'm Only Sleeping" was the 
first time we ever did a backward gui-
tar! In those days you had to turn the 
tape over and guess what was happen-
ing. Nowadays they make those 24-
track machines run in any direction 
you want. 
How did you come up with the 

Rickenbacker rtff for «Ticket to Ride," 
one of the most distinctive Beatles gui-
tar signatures ever, which appears on 
Anthology Volume 2 in an August 
1965 live version? Was the riff con-
ceived expressly for that song? 

Yeah! But John was just playing the 
song to us on rhythm guitar, and I had 
the 12-string Rickenbacker. It was also 
something to do with the fact that my 
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part on the guitar was hooking into 
Ringo's part. So when I came up with 
that little staggered riff, it dictated or 
gave Ringo the cue to play the part 
that he does. 

It had a big effect on Jim McGuinn, 

as he was named at the time—but later 
Roger—and a lot of other people. 
Even me. Years later even / thought 
that the Byrds had invented it! I forgot 
[laughs]. In the books about 
Rickenbacker guitars, McGuinn talks 
about how the Byrds went to see A 
Hard Day's Night at the movies, and 
they stayed and watched it through 

twice, saying, "What's that he's play-
ing?" Afterward, they got the 

Rickenbacker, and that's where they 
got that jangly sound I'd come up with 

on "Ticket to Ride." They also got 
Gretsch guitars like ours. McGuinn's 
kind to always mention it. 

You're singing and playing on the 

live August 1965 Shea Stadium version 

of the Beatles' cover of Perkins' 
"Everybody's Trying to Be My Baby." 

Was that scary, given the early vocal 
fears you once told me about, or were 
you confident at that point? 

We'd performed such a lot that I 
think we had enough confidence just 

to go anywhere and play. Shea 
Stadium was a different kettle of fish, 

though, because it was such a scream-
ing crowd, and it was such a long way 

to get to the stage, and we all were very 
r nervous. We'd still get nervous doing 

concerts, even in smaller theaters. I'd 
always get a little bit of that butterflies 
feeling. 

But at Shea Stadium—although in 

the films we look very casual when 
we're lying around waiting to go on— 
we were very nervous, with that mix-

ture of excitement and anticipation 
with the biggest crowd that had ever 

gathered in history [for a pop concert-

55,600] at that point. But once we got 

out there and got on the stage and 

started doing it, it became apparent we 

were doing it for our own amusement, 
'cause nobody could hear a thing! 

Yet you were singing in tune and 
didn't lose the thread of the song. 

It's really a joke if you compare it 
to these days, because we used to have 

these little Vox AC-30 amps and then 
we were thinking we were playing in 
these bigger stadiums, and Vox decid-
ed to make these bigger amplifiers for 
us. We were so naïve in those days; we 

could have made anything we wanted, 

but we were just very modest still in 
some respects, and they gave us these 

100-watt amps. A 100-watt amp, 
you've probably got that in your 

motor car these days [laughs]! And the 
P.A. system, the microphone system, 

is probably just two microphones on 
the stage, and they're probably the 
same mikes that were used to 
announce the oncoming baseball play-
ers. Any sound that comes across from 
any guitars or drums is purely coming 
from those two vocal mikes. Nothing 
else is miked. 

Nowadays you'd have the whole 
drumkit with five or six mikes on it 

and have its own mixing system being 
pumped back out through the P.A. 

system. So it's a miracle, really, that 
anything came across, but when 
you're competing with 55,000 people 

it was ludicrous. You can see in the 
film of Shea that there's a bit of us just 
playing to ourselves because we were 
not quite sure if anybody can even see 
us, let alone hear us. 

Tell me your feelings on the unre-
leased version of "Taxman" on 

Anthology Volume 2, which doesn't 
have the "Mr. Wilson" and "Mr. 
Heath" lyric references. 

Again, it's a surprise to me, because 
we often did some spur-of-the-

moment things that never made it onto 
the finished record. A really obvious 

one is "And I Love Her," which has a 
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nylon-string Spanish guitar on the 
famous record, with bongos or con-

gas, but when you hear it in the ver-
sion on the Anthology Volume 1 it's 
like a 12-string electric guitar and full-
on drumkit. When we came across 
these other takes, it was like, "Wow, 
what was that?" It was a surprise to us 
too. 

The same goes for "Taxman." 
Vocally, we were still working out 
what to do. It was just a novelty: 
"Anybody got a bit of money/ 

Anybody got a bit of money." The 
Wilson/Heath thing came after that. 

The previously unreleased version 
of "Within You Without You" is an 
instrumental with just the Indian 
instruments and the string overdub, 
yet it has a wonderful flow. Were the 
instruments originally handled sepa-
rately? 

That song was done in three seg-
ments and edited together. We did the 
intro and the start and the verses that 

ele The unissued rendition of "Only! 
Northern Song" on Anthology 
Volume 2 has variant lyrics. "I just 
wrote them myself," you sing at one 
point, with a different ending than the 
version on the Yellow Submarine 
soundtrack. Did you do this one first? 

It's an earlier version, because the 

version that came out on the original 
released recording was usually the last 
thing we did. 

"Only a Northern Song" was a 
reaction to the Beatles' publishing dif-
ficulties, right? 

I think it was put better in the 
make-believe TV documentary called 
The Rutles, where it was said, "Dick 
Jaws, an out-of-work music publisher 
of no fixed ability" signed them up for 
the rest of their lives. 

I think this was at a point where I 
realized something was going on, 
because, quite honestly, I always felt 
retrospectively that I was really ripped 
off. Paul and John were signed up to 

"John's lyrics made me howl, because I knew 

where he was coming from ." 

lead up to the instrumental section. So 
the instrumental version was done 
separately, and it was very long for 
those days. Because of the tambouras 
[four-stringed Indian drone instru-
ments], it was cross-faded together, 
and then the second section, which 
was the instrumental, went into 5/4 
timing. Then the last section, when it 
comes back out of that with the tabla 
and goes into the last verse, was 
spliced together later. Everybody 
knows—if they've ever heard it, any-
way—the one with the vocal on it. But 
it's interesting to hear it with just the 
background instruments. It stuck out 
a bit, really, on Sgt. Pepper because it 
had no relationship to anything else on 
that album other than "Getting 
Better," which had a couple of tam-
bouras forced on top of it. 

Dick James, to Northern Songs, and 
then he came along when I started 
writing songs and he said how he'd 
like to publish my songs. Now, 
nobody ever sat down with me—no 
managers or lawyers; we never had 
any lawyers—and nobody ever gave 
us any advice, that was the thing. And 
in a way, Brian Epstein was slightly in 
cahoots with Dick James. But James 
never actually sat down and said, " I'll 
publish your songs, and when you 
sign this piece of paper I will be steal-
ing your copyrights; I will own it for 
the rest of my life"—which is what 
actually happened. So I think 
"Northern Song" was where I was 
starting to get an idea that this bloke 
would always show up when you'd 

only half-written a song, and he'd be 
trying to get you to assign it. 

Michael Jackson controls 250 
Beatles copyrights through ATV Music, 
which he owns in partnership with 
Sony Music Entertainment. But didn't 
Jackson gain control of some of your 
copyrights when he bought the 
Maden/Northern Songs catalog back 
in 1985? For example: "Only a 
Northern Song," "Taxman," "Blue Jay 
Way," "Think for Yourself" "Love 
You Th"... 

... and "Don't Bother Me»! Yeah, 
he has all the songs that I ever wrote 
that were owned by Dick James. He 
has them right up until, I think, 1967; 
I'd signed a two-year contract with 
James. By the Beatles [the "White 
Album"], that's when I got free of that 
and had my own company. 

Have you ever communicated any-
thing to Jackson yourself, such as 
"Please don't make sausage commer-
dais out of 'Within You Without 
You'"? 
No [laughs], but I have joked to 

mutual friends, saying, "Do you think 
that Michael would let me have my 
songs back now?" See, I don't like to 
see Beatles songs as commercials, but 
my main moan was about Dick James. 
He was the one who originally took 
the ownership of those copyrights 
away from me when I was 20 or some-
thing. We had no representation telling 
us the honest truth. And that fella 
Dick James was successfully sued 
before he died by Elton John [who 
had won a $14 million court judgment 
from James the week before the pub-
lisher's death in 1986]. 

I think the whole idea of playing 
on the naïveté of those who don't 
know the rules or what's in the small 
print is bad. So it's just the thing now 

of being locked into a deal with this 
catalogue that's been sold to Lew 
Grade, Robert Holmes à Court, and 
Jackson; in a way, Michael Jackson is 
just one in a long line of people. I did-
n't really have a gripe against any of 
these people; my gripe is with the 
whole situation that happened back in 
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the '60s with Dick James. That's what 
led to the loss of control regarding 
these commercials. 

And your sore point or moral argu-
ment is that writers should be consult-
ed before their songs are used in such 
commercials? 

Unless somebody out-and-out sells 
his song and says, "Here, you can do 
what the hell you like with it," yeah! In 
these cases where people's songs have 
been taken from them by one means or 
another and then, without consulting 
the writer, they just turn them into 
commercials, it does belittle them. I'm 
not against using songs in commercials 
per se. I think they can be used quite 
well if it doesn't damage the meaning 
or reputation of the song. But there 
have been many Beach Boys songs, 
like "God Only Knows," that I always 

loved, and when you hear them in 
dumb context of a commercial, it's 

ii...`,`Ugh." 
lit What do you think of Oasis, 
has a hit inspired by your Wonde 
Music album? 

They're supposed to be big Bead* 
fans. Its a matter of relativity. Relaeli 
to some of the stuff that's been going 
on for the last so many years, I think 
they're pretty good. But relative to the 
music that was being made in the '21 
by the '60s bands, I think they're av 
age. I think the drummer [Alan White] - 
is pretty good; he's the one who stands 
out to me as being pretty cool. 

The sleeve art of Oasis' UK single . 
"Don't Look Back in Anger" has 
photo inspired by the Sgt. Pepper c 
showing instruments and objects am: 
a bed of flowers. 

Right, because now there's them 
and Blur, and I suppose our Anth-
ology and the timing of all that has 
helped them because there's this 
whole resurgence into that type of 
thing. The main Oasis song I've 
heard is the "Wonder-wall" one, 
'cause it's had a lot of airplay. 
Musically, I think they're not bad, but 
we've heard it all before. The thing 
that bothers me more than anything 
about Oasis are the comments the 
blokes keep making when they're on 
TV. Did you see the Brit Awards? 
They were saying stuff on there 
where they just seemed a bit over the 
top! 

When the Beatles had their fun in 
the studio or shared an impish sense of 
humor with the public, it usually came 
off well. A treat on Vol. 2 is the alter-
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nate version of " You Know My Name 
(Look Up the Number)" that has a ska 
portion and other unexpected ele-
ments. 

It was just a little joke thing John 
had, and I think we recorded it origi-
nally just for the Beatles fan club 
Christmas record. That's what it was. 

It just developed, and then Brian Jones 
arrived in the studio, and he played the 

sax at the end. The fan club used to get 
us to make these records every 
Christmas and give them out on those 
floppy birthday-card-like plastic 

records. We'd always do a message 
saying, "Hello, another year has gone 
by. Thank you for all your cards and 
presents." This guy Tony Barrow was 
the press agent. He used to write these 
things, and we'd stand in front of the 
microphone and read it. Later, you can 
hear us saying things like, " It's been a 
very wonderful year—it says here" 
[laughs]. In the end we didn't bother 
with his things at all and just started 
making up our own ones. But this ver-
sion of "Number" still has an edit out 
of it, because it did go on a lot, partic-
ularly at the end. There was a bit Paul 
was doing that just went on and on. 

What are your personal favorites 
among the demos and alternate takes 
of classics in Anthology Volume 2? 

"I Am the Walrus," "Strawberry 
Fields," and "Across the Universe" are 
overall my favorite songs and records 
here, and I like these different edits 
and takes of them. John just obviously 
had the edge at that point, and the 
things that he wrote were just more 
cool. 

There are also many things John 
was writing and able to put into words 
that won't appear until the last anthol-
ogy that's coming later. I just gave 
George Martin demos the other day 
that I think are called " I Need a Fix," 
off the "White Album" sessions, and 
"Mother Superior Jumped the Gun," 
as it was called on the demo box. Some 
of these kinds of demos of his just 
ended up as Abbey Road medleys, like 

"Polythene Pam," w ich shows tha 
John had a great sense of humor—also 
that wacky line, "A soap impression of 
his wife that he ate and donated to the 
National Trust" [on "Happiness is a 
Warm Gun"] that he stuck on the 
"White Album." 
A lot of the lyrics that John was 

doing I could relate to. Having done 
this lysergic stuff [lysergic acid diethy-
lamide, i.e., LSD] together, I felt very 

connected to him. His lyrics often 
made me howl, because I felt I knew 
where they were coming from. On 

"Walrus" there's a lot of stuff that's 
just a flow of words coming out. But 

"The guitar is the 

extension of the 

voice. That's what I 

learned from Indian 

music." 

there's also things like, when we were 
kids in Liverpool, they used to have 
this horrible little saying, which was 
[laughs] "Yellow matter 
custard/Green snot pie/All mixed 
together with a dead dog's eye/Spread 
it on a butty/Spread it nice and 
thick/And wash it down with a cold 
cup of sick!" A butty was a northern 
word for a sandwich, usually made 
with big thick slices of bread. So, see, 
there wasn't anything that we ever 
went through or heard in life that did-
n't wind up in the lyrics of all these 
songs. We could always get them in 
there! But that was around that time 
when [LSD chemist Augustus] 
Owsley [Stanley III] was churning out 
those pills. 

To sit back and play all those songs 
through . . . they do evoke a lot of 
strange feelings, you know? But I do 
think that Volume 2 is much better 
than Volume 1, where we had to 
dredge through our early past, and 

Volume 3 will be even better because 
of the quality of that material and what 
we went through. 

The main thing that comes across 
for me—and I've even heard other 
bands saying it—is that we were a 
tight little band for four people with 
just Mickey Mouse amplifiers. It was 
all still pretty good for its day. And it's 
particularly good to get our live stuff 
out, even though no one was into live 
recording back then or the technology 
of how to record a rock band live. 

What can you tell us about Antho-
logy Volume 3? 

It's all good, very entertaining stuff, 
and since it's been laying around for 
years, it's great it's coming out. I just 
wish I'd been more aware as it was 
happening, 'cause we would have had 
so much more stuff. It's amazing that 
there's so much material, considering 
it was such a short period of time, real-
ly, that we were so busy running 
'round doing these other things. 

After I had joked that anything 
after Volume 3 should be called 
Scraping the Barrel, George Martin 
said, "Yeah, we'd have to put a gov-
ernment health warning on it!" That's 
not to say there may not be something 
still there to consider, but this is the 
bulk of everything. I think it stands 
up, and the main thing is that we tried 
to put a couple of hours of music in 
there to give it value. 

Are we going to have another 
George Harrison solo record soon? 

After all these years of lawyers that 
I got sucked into after having to han-
dle my own business and find out 
what happened to it after Denis 
O'Brien abandoned ship, I've hardly 
ever picked up the guitar, other than 
doing the recent Beatles stuff and all 
the Beatles editing. [Harrison won a 
summary judgment on January 10 in 
an $11.6 million suit against his busi-
ness manager from 1973 through '93.] 
It's a help [winning the suit], but I did-
n't actually get any money. We've got 
to follow him to the ends of the earth, 

a  
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getting the case registered in every dif-
ferent area where he could have any 
assets. Like it said in my press release, 
it's one thing winning that, but actual-
ly getting the money is another thing. 
Those years from the end of 1991 have 
been like hell, so it's just recently that 
I've written some new tunes, and I'm 
trying to find the time to not have to 

deal with all these accountants and 
lawyers. O'Brien did put me unneces-
sarily through a real ugly scene. 

If I could have a record recorded 
during the year, that would be quite 
nice, and I've got a few tunes that are 
decent. I'm going to India soon to pro-
duce the next Ravi Shankar album fol-
lowing the 75th anniversary In 
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Celebration boxed set of his that has 
just come out on Angel/Dark Horse. 
The next Ravi record is also for Angel, 
and it's going to be some spiritual 
music with Vedic chants. Angel did 
those big Chant records with the 
monks, of course, but those monks 
chanting always remind me too much 
of being a Catholic [laughs]. That stuff 

is spooky, I think, whereas the 
Indian stuff is going to be warm 
and sweet. 

So what has been the sum 
effect for you of going back and 
listening to all of the Beatles' hid-
den history and archival tapes? Is 
it like living it twice? 

Some parts of it I can listen to 
and be more distanced from it 
than I ever could at the time we 
were doing it. The good thing, 
generally, is that with all those 
years in between it doesn't matter 
how I used to worry about all the 
mixes or the performances or 
whatever. Now I feel liberated 
from it and more able to enjoy it. 

You've told me over the years 
about the genuine toil that went 
into the Beatles' body of work. Do 
you think the overall excellence of 
the Beatles, aside from any God-
given inspiration, had something 
to do with applying the profession-
al effort that others often didn't? 

Hmm, I do think so. The only 
thing we were trying to do was 
make good records, particularly 
when we had our first little suc-
cess and they allowed us more 
studio time. It just seemed like we 
were in there all our lives, really, at 
that period. We worked hard; we 
weren't working nine to five. We 
used to have to battle sometimes 
with the engineers and sometimes 
with George Martin, to make 
them stay beyond six or seven in 
the evening. They probably used 
to start at ten in the morning and 
finish at five; then we came into 
their lives, and we'd start at one or 
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two in the afternoon and work right 
through 'til one or two in the morning. 

During that early '60s era in 

England, most artists didn't have the 
studio control you guys got. 

We only got it, though, after we'd 
had a number of big hits. By the time 
"Love Me Do" went to No. 17 in 

England in 1962, there was a sense of 

the "nice to see you back, boys" type 

of thing. It was a little less difficult. 

Then, when we had that No. 1 with 
"Please Please Me," their tone light-
ened considerably. 

Did George Martin play a role in 

terms of eliminating the bureaucracy? 
Yeah! We were turned down ini-

tially by EMI, you have to remember, 

o 
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so we came into EMI through the 
back door, because George Martin was 

the sole producer and the person who 
dealt with everything on Parlophone, 
whether it was comedy or whatever. 

So he took the decision to try us out, 

even though EMI had turned down 
Brian Epstein, having listened to the 
Decca tapes ... 

. . . which contained "The 
Sheik of Araby" and other tracks 

resurrected on Anthology Vol-
ume 1. 

Which just shows they had no 

sense of humor [big laugh]! 
So George Martin, as the 

Parlophone boss, took you under 
his wing? 

Yeah, he stuck his neck out. 
He thought something was gonna 

happen to us, even if it wasn't 
musically, you know, because he 

thought we had a sense of humor 
or something happening within 
us that went beyond just making 

songs. And he recognized that it 
was worth giving it a try. 

As history has shown. Indeed, 
you wound up creating something 

grander than anything you might 
have intended. 

Listen, everything is like that! I 
mean, I tried a couple of times to 
figure out how the Jamaicans 

played reggae music, and I came 

to the conclusion that they were 
listening to the rock 'n' roll that 
came from England and America, 

and they couldn't do it! So they 
just left-footed it, and it turned 
into their own thing, and so it 
became reggae. But they were 

really just trying to play rock 'n' 
roll. 

Someday musicians may study 

the Beatles' recordings in conser-
vatory fashion, attempting to per-

fect the playing of them as if they 

were part of the classical canon. 
And hopefully they'll get it 

wrong, and it'll turn into some-
thing better! 
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Andy Markel first laid eyes on his Taylor 
at a music store on Long Island. 

He wrote us a letter about it, and admitted 
that he doesn't usually write letters to companies. 

But he had to tell us that his Taylor guitar 
was more than a guitar. 

It was like a good friend. 



0199r, Taylor Guitar I Cillespie Way, El Cajon, CA 92020. o Guitars's, registered trademarks cl the company. Sign 

He also admitted he was a 
little embarrassed to tell us something else. 

When he brought his Taylor home that first night, 
he kissed it before he put it in the case. 

Kissed it twice, in fact. 

That's the thing about friends. Some of them 
are friends, right from the beginning. 
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4 sabine woody tuner 
The most popula • chromatic -.uner in ttinerica 

just got a little betterlookirg. Sabines AX 800 is 
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5 panasonic 
SV-3800 dat 
Regu ar readers of our Home sucio eature 

hamx probably noticed that a few items keep 

popping ip every month. One of them is the 
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industry's standard DT machine. Now 
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6 toca limited edition 
series 
The- latest entry in Tocas Umitsi Edraca series 

of percvsson instruments is a color—a deep 

ourple custom lacquer finish, te be exact. The 

lie-luster finish combines wrth Asian oak wood 

for a distinctive look. Other features of the LE 

sedes are 24K gold hardware and a hoop design 

that allows the head to floe on tcp of tie- drum's 

5eaing edge. A deep purple_ LE conga (pictured) 

goes or $559.50: bongos are $359.50. • loca,. 
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507. Bloomfield, CT 06002: voice (860) 243-

7941. fa> (860) 243-7287. 
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Maximum MIDI Power 
by ho ward massey 

I
used to be afraid of heights. That 
changed many years ago when I and a 
few of my similarly lubricated college 
buddies decided to spend the evening 

climbing up to the roof of a 20-story 

building under construction. As we 
timidly crawled on our bellies to the very 

edge and looked down (the ledge hadn't 
been built yet), the fear started to 
evaporate, and it was gone 

forever once I got back 
down to the ground and 
realized that I was still 
in one piece. Litiga-
tion attorneys please 
note: I am not recom-

repeat my Stupid Hum- I r 
mending that you 

C . 

an Trick—I'm simply mak- 1/44,e4 m 3 

ing the point that the best way to conquer conquer your fears is to face them 

head-on. 
Many of Musician's readers may be 

intimidated by, opposed to, or even afraid 
of the advances of technology. In this 

month's Editor's Pick, we're going to con-
quer that fear by taking a journey togeth-
er out onto the so-called "bleeding edge" 
of technology, as we spotlight the two 
most advanced pieces of MIDI software 

currently available. Granted, this may not 
be quite as thrilling as looking down from 
20 stories; but it sure is a lot safer! 
The very first MIDI software products 

to appear back in the Neanderthal mid-

'80s were MIDI sequencers—programs 
that could record a performance from a 
MIDI keyboard and then play that data 
back to external MIDI instruments. 
These allow the computer to act like a 
player piano, except that the information 

representing notes, timings, and expres-
sion (such as key velocity and pedaling) is 

stored as digital data on disk instead of as 
punched holes on a roll of paper. Over 

the years, MIDI sequencers have become 
quite sophisticated, and today's renditions 
typically provide a slew of advanced fea-
tures, including graphic displays, musical 

notation, and extensive editing power. 

By the late 1980s, computer   
memory had also become fast 

enough and cheap enough to 
allow for the development of 

hard disk recording programs 

that enable actual audio 
signals to be record-

ed, in effect turning 
the computer into 
a digital tape 
recorder, minus 

the tape. Tech-
nically oriented 

musicians soon saw 
the advantages of 

using both kinds of pro-

grams together, recording back-
ing tracks and orchestrations 
with MIDI sequencers and using hard 

disk recording programs to overdub voc-
als and acoustic instruments. Great idea, 
but the big problem was getting the tim-
ing of the two kinds of data in sync with 
one another—a tall order when the data 
were being played back by two different 
pieces of software, sometimes even from 

two different computers. This problem 
has been largely eradicated with the recent 
introduction of integrated MIDI 

sequencer/ digital audio software prod-
ucts which allow both kinds of data to be 

recorded, edited, and played back togeth-
er from one program on one computer. 

Today, there are more than a dozen 
such products, for both Macintosh and 
Windows platforms. The two most 

advanced, however, are both currently 
available for the Macintosh only: Emagic's 

Logic Audio (list price $799) and 
Opcode's Studio Vision Pro (list price 

$995). (We're told that Windows versions 

of both programs will be available by the 

end of 1996.) Both support a wide variety 
of Macintosh digital audio hardware, 
including built-in Power Mac audio, vir-

tually the entire range of Digidesign cards, 
and the Yamaha CBX-D3 and CBX-D5 
(Logic Audio even allows you to play 
back audio through different hardware 
devices simultaneously). Most important-

ly, both Logic Audio and Studio Vision 
Pro take things a step further than an\ - 
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Logic Audio & Sti 
thing else out there—they truly represent 
the cutting edge of this kind of technolo-

gy, at least for the moment. 
Needless to say, both Logic Audio and 

Studio Vision Pro will enable you to mas-

sage your MIDI data in pretty much any 
way you can imagine, and also in ways 

you probably never dreamed of—but 
other programs do this too. And, like 
other programs, they allow you to 
process and edit your digital audio in a 

Brit].J ULY 1 9 9 6 MUSICIAN 



variety of ways. But the real strength of 

these two giants lies in the way they 
enable you to manipulate digital audio— 
in some cases, even allowing you to edit 

audio as if it actually was MIDI. For 
example, you can apply continuous MIDI 
control change messages such as volume 

or panning to audio signal the same as 
you can to MIDI signal. You can also 
substitute one kind of audio sample for 

OSP 
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5 
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„ il 1Wrrst  

another (just as you can freely substitute 

MIDI sounds) and can even quantize the 

start times (or, in the case of Logic Audio, 
user-specified "anchor" points) of audio 

events. 
And here's where things really start to 

get cutting-edge, since not only do both 
programs allow you to edit audio as if it 
were MIDI data, they actually allow you 

will automatically turn 
your musical ideas into 
the equivalent MIDI 
data. We're not just 
talking about pulling 
out the correct notes 

and timing information, 
either: Both programs 
can also read the 
dynamics of the audio 
signal and generate 
equivalent MIDI veloci-
ty messages (and, in the 
case of Studio Vision 
Pro, MIDI volume mes-
sages as well). In Logic 
Audio, this conversion process is blind-
ingly fast, even on a Mac IIci (the bare 

minimum computer requirement for both 
programs). Studio Vision Pro, on the 
other hand, takes quite a while to com-
plete this task (even on a Power Mac), 
but, to be fair, does much more extensive 
processing, even generating MIDI pitch 
bend data and/or MIDI brightness con-
trol data to replicate pitch anomalies or 
timbrai changes in the audio. 
Of course, this whole thing would be 

of limited utility if the conversion process 

were not accurate, and the current ver-
sions of both programs score mixed 

results in this area. Certainly, the cleanli-
ness of the audio file is a major factor, but 

the settings of the various editable para-
meters offered are absolutely critical. In 
practice, I often had to go back and 
change these parameters many times in 
order to find the optimum settings, and, 

io Vision Pro represent the cut-
to convert audio to MIDI data! There are 
a few caveats, however: To be converted 
successfully, the audio must be mono-

phonic (the current versions don't allow 
chords to be translated), and it must be a 
relatively clean, spare recording. But the 
implications of this are truly exciting: 
Play in a sax lick (from a real saxophone, 
not some MIDI wind controller) or sim-
ply hum a tune into a microphone, and 
both Logic Audio and Studio Vision Pro 

Emagic's Logic 

Audio can give 

MIDI tracks a 

live feel. 

parameter values were 

determined, both did a 

credible job even on 
fairly poorly recorded 

vocals. Yes, you may 
end up with a few spurious notes that 
have to be erased, and, yes, there may be 
a few pitches that are inaccurately repre-
sented and need to be altered, but, hey, 
that's life in the fast lane. In any case. 
these kinds of edits are incredibly easy to 
apply to MIDI data. 

Logic Audio provides a unique func-
tion called "Audio-to-MIDI Groove," 
where the rhythmic feel of your audio 

data can be extracted and then grafted 
onto other tracks, making it easy, for 

example, to closely lock a MIDI bassline 
to a live recording of drums. Studio 
Vision Pro doesn't offer quite the same 
function, but it allows other aspects of the 
audio—dynamics information, pitch 
bend, and/or brightness—to be superim-
posed onto selected MIDI data. For 
example, you can control the opening and 

tang edge of MIDI technology. 
since neither program provides a preview 

function, this is quite time-consuming. 
(However, once you do find the best set-
tings for a particular audio file, they can 
be stored for future use.) In general, I 
found that both programs did a better job 
converting recordings of instruments than 
they did with vocals, but once the best 

closing of a MIDI instrument filter (as in 

the organ intro to the Who's classic 
"Won't Get Fooled Again") with your 
voice, simply by overdubbing a scratch 
vocal that mimics the volume and timbrai 
changes you wish to achieve. 

Studio Vision Pro takes things a step 
further by even [coned on page 75] 
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with the release of their RE1000 con-
denser mike ($950), which combines a 
large diaphragm with transformerless cir-
cuitry for extra low noise. And 
Sennheiser announced no less than five 
new mikes: three dynamics (MD431 II, 

MD735, and MD736) and two con-

densers (ME64 and MKE104 lavalier). 
In the "smaller-is-better" 

category, Telex unveiled their 
ELM Micro-Mini series, while 
AKG debuted their MicroMic 
Series II line of " thumbnail-
sized" microphones. Last but 

not least, Shure introduced the 
"second generation" of their 
popular Beta dynamic mikes, 

as represented by the 57A and 
58A ($220 and $266, respec-
tively), both of which provide 

extended high frequency per-
formance (the 57A also boasts 
a new hardened grill). The 

company also showed their 
new Beta 52 (optimized for 

kick drums and bass instru-
ments—list price $310), as well 
as the Beta 56 ($240) and Beta 
87 ($434). 

Alesis' ATM drum trigger system. 

Drums and Percussion 
Not content with merely ruling the 
known Recording Universe (with their 

ADAT products and effects processors), 
Alesis used NAMM to enter the drum 
world with the debut of their ATK 

Integrated Drum Trigger System, which 
includes seven custom two-zone pads 

(coated with MoongelTm-a proprietary, 
rubbery material that's quite a bit differ-
ent from the hard coatings on most other 

drum pads), a high-hat pedal, kick drum 
unit (into which you place your own kick 

pedal), mounting hardware, cables, and 

the DM5 Drum Module, with price TBA. 
Other top choices for pad-ophiles 

came from Hart Dynamics. Their ADC 
pads ($59.98-$99.98) have built-in trig-
gers, but they fasten onto regular acoustic 
drums and dampen their sound just as 

practice pads do, while their Acupads 
($198 for a single pad, $258 for a dual 

trigger pad, $349 for the bass drum, 

$2549-$3649 for a complete kit) are the 
only electronic drums that behave like 
acoustic drums, with replaceable heads, 

rims, and cymbals. Meanwhile, those 
mourning the demise of Kat may be 

happy to hear that a company called 
Drum Tech, which used to manufacture 

Kat's pads and pedals, is still selling those 
products, but now under new names: the 

F.A.T. Pedal ($239), the H.A.T. Pedal 
($279), the Pole Pad ($169), Rim Pad 

($189), and Flat Pad ($119). Drum Tech's 
also planning to put out several new 
products this year, the first being a three-

zone, two-output cymbal pad, which 
should be out sometime in April. 

As for normal drums, old looks and 
feels are in once again. The emphasis of 
most manufacturers at NAMM was on 
recreations of rare and vintage drums 

(and parts to refurbish same). Winner in 
the single drum category: Pearl's limited-
edition M-1946 50th Anniversary snare 

($1299), a 5-1/2x14 beauty with gold-
plated hardware and a one-piece solid 
maple shell. Winner in the set division: 

Slingerland's Bernard Purdie Studio King 
kit ($5910). With an 8x14 snare (optional 

(6-1/2x14), 8x12 and 9x13 rack toms, 
14x14 floor, 14x18 bass drum (or optional 

14x20), the set features a lovely antique 
ivory lacquer finish, shell-mounted hard-
ware, and the company's original Stick 
Saver hoops. Other notable entrants: 

Ayotte's new wood-hoop drum line 
($865 for a 7x14 snare), Noble and 

Cooley's SP series snares 
(around $900 for a 7x14 

chrome-lug model), and the 
reintroduction of the Fibes line 
in fiberglass, wood and clear 
acrylic (a Crystalite Fibes snare 
goes for $445). 

Most interesting of all 

were the various novel drum 
design ideas at NAMM. 

Three in particular stick out. 
Various Artist Percussion's 
Quick Change Artist snare 
($1030 with triple-flange 

hoops, $1080 with die-cast 
hoops) features a free-floating 
three-part modular shell 
design that allows you to 

change from one shell to 
another in seconds with no 
retuning required. (Various 

Artist also offers additional shells, all of 

them 100% maple, ranging from $100 
to $ 150.) Drum Workshop's Woofer, 

meanwhile ($695 standard, $900 and up 
with your choice of fancy lacquer fin-

ish), is a small bass drum designed to sit 
in front of your main bass drum and 

add resonance to it. And Remo distin-
guished itself with the Djembek ($95), 

an odd combination of a West African 
djembe and a Middle Eastern doum-

bek-20"xl 0" high, with Acousticon 
shell, pre-tuned drumhead and strap, 
designed to be played either to the side 
like a djembe or in the lap like a doum-
bek. 

In closing: We couldn't get to test 
'em out ourselves, but we hear from 
those who ought to know that Zildjian's 
new line of Edge cymbals, Paiste's new 
additions to the Signature line, and 

Sabian's HH series of hand-hammered 
cymbals are all plenty ace. Bash on. (b 
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DON 11 NE 
Until you hear it! 

Then your point of reference is forever changed. 

-0 , .. 
5381 Production Drive . Huntington beach, CA 92649 

"There is an added 
fullness and clarity. 

Stereo program becomes 
more three dimensional, 
more spacious. Dense 
textures become more 

pleasurable, with a more 
palpable space around 
each discrete instrument. 

This is powerful stuff. 
Maybe its voodoo?" 

"As close as we've seen to 
a magic black box, the 
BBE 462 is probably the 
most cost-effective 

improvement you can add 
to your rig." 

"Listening on a variety of 
loudspeakers — JBL, KRK, 
Meyer, Tannoy, Yamaha 
and a few lesser-known 
names — I discovered that 
the BBE Process provided 

a nice punch to older 
recordings without being 

4 brittle or shrill. The LF 
contour emphasized the 
bottom end, without 
undue boominess." 

"All of the mixes we 
played gained extra 

sparkle and clarity when 
processed with the 

BBE 462." 
,azine 

1NG 
A 30 second derno is all you need. Call your dealer now! 
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FOR SOME musicians, having a home studio 

is a luxury. For Alex Life,son, it has become a 

necessity. The guitarist, co-writer, and co-

founder of Rush has recently upgraded his 

10-year-old facility to accommodate full-scale 

recording and mixing. The results can be 

heard on Victor, the self-titled debut album 

from the band Lifeson fronts as a side project 

from the e‘er-active Rush. 

"The studio is in my home, in a complet 

ly isolated room," says Lifeson, who resides 

in the Toronto area. " It's a nice-sized control 

room, and I have a mike panel io an adjacent 

room, which I use as an office. Prior to the 

Victor project, I used the studio primarily as a 

place where I could go and not disturb any-

one else in the house and mess around with 

ideas for Rush albums." After getting rid of 

an old Soundcraft TS12 24-channel console 

and an Otani MTh-90 multitrack, Lifeson 

installed a Mackie 32-input, 8-f' us console 

and a four- unit AlŒis ADAT system , 

which is controlled by a BRC . Lifeson says 

he keeps a fifth ADAT as a spare. "The 

Mackie prearnps are really nice and clean," he 

enthuses. I'm thrilled with that board. For 

what you pay for it, it's a great console." 

Lifeson also uses a Macintcsh PowerPC 

7100 AV equipped with 16 tracks of 

Digidesign Pro Tools, and an auxiliary 

Mackie CR1608 that interfaces with the 8-bus 

board. For digital recording and sequencing, 

he uses Emagic Logic Audio software. " In 

effect, this setup gives me 48 channels of 

recording," says the soft-spoken Lifeson. 

Like many digital recordists, Lifeson 

tracks selectively through a rack of Neve 

modules—in his case, a strip of four 1073 pre-

amp/FQ boxes that he borrowed from his 

friend and compatriot Tom Cochran. Other 

signals went through the Mackie board. " In 

the future, I'll get a lot more outboard pre-

amp/EQs, hut I had a limited budget for 

Victor, so I made the best of it," says Lifeson. 

la M D Ire 
MUSICIANS INSTITUTE 

Ma& saw 
HOME STUDIO PRESENTED BY 
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The artist's microphone cabinet contains 

used AKG 421s; a Shure SM7, which he used 

primarily for the vocals on Victor; a couple of 

AKG 414s; a Neumann KM-84 for hi-hat; a 

Neumann U-87; Electro-Voice RE20 and 

Sennheiser MD408 models; an Audio-

Technica AT-63; and Shure SM57s. "The SM7 

is a great dynamic mike that you can really 

climb on top of," explains Lifeson. 

His processing rack includes a Lexicon 

PCM 70 0; a pair of old Roland SDE-3000 

digital delays 0; an Alesis Midiverb ; Urei 

1176 0 and Alesis 3630 0 compressors; a 

Brooke-Siren DPR 402 0; Palmer PDI-05 

active speaker emulator 0; and a Trident com-

pressor 0 that he bought at a bankruptcy sale 

All of the best music breaks a few rules. 

Robby Aceto ( ode 

Robby fIceto's solo debut is an album of art- rock masterworks. 

Hine stunning songs engage the senses and stimulate the mind. 

They combine thoughtful, intelligent lyrics with powerful, 

atmospherically charged music Code is one of the most original 

and prouocatiue musical statements of the year. 

Produced by Dauid Torn. 

fllso fluailable Frein RIchemy Records: 
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oteP 

Jon Durant 
Three If b Air 

http.//www musicpro com/alchemy/ 
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years ago. " I don't think there's even a model 

number on it," Lifeson says of the Trident. 

"It's a great compressor, though. It just squash-

es things to death! I use it for vocals and gui-

tar." 

Lifeson monitors through Tannoy Little 

Reds 0, Acoustic Research AR-18s 0 or 

Dynaudios 0. For the mixes on Victor, which 

were not done at the house, the guitarist also 

used the ubiquitous Yamaha NS-10s. "The 

Dynaudios have a real nice bottom end," he 

says. "They take a lot of power. And the AR-

18s are similar to NS-10s; they're very naked, 

very accurate. If your mixes sound really good 

on those, they'll sound brilliant elsewhere." 

Once they sound good enough, it's off to a 

Panasonic SV-3700 DAT 0 and an NAD 

cassette deck 0 for mastering. 

Included in Lifeson's keyboard rig are a 

Roland D-50 0; Korg Wavestation 0, 

which he used for bassy sounds and special 

effects; a Roland PC-200 controller 0; an E-

mu Morpheus keyboard module; and a 

Roland S-770 sampler. In addition, Lifeson 

uses Digital Boy sample CDs for keyboard and 

drum sounds. The artist's arsenal of guitar 

gear—built up over more than two decades as 

Rush's high-profile axe-slinger—includes an 

old Gibson ES 335, which was a staple of the 

early Rush sound; a PRS Artist CE bolt-on e 
which he calls his " mainstay"; a Gibson Les 

Paul Standard; '62 reissue Fender Telecaster 

and Stratocaster; a McCarty PRS; a Fender 

Elite; Ovation Viper and 12-string acoustics; 

and a Gibson J-55 acoustic. Lifeson also uses a 

Sekova 10-string mandola. A Boss TU-12H 

chromatic tuner 0 keeps the music harmoni-

cally stable. For guitar effects, he prefers the 

DigiTech 2101 0 , a tube preamp "with all 

kinds of different sounds programmed into it." 

During mixdown, Lifeson likes to blend the 

direct signal from the 2101 with the milted 

electric guitar tracks, most of which are record-

ed using a panoply of Marshall amps. 

Currently in the midst of recording a Rush 

album with bandmates Geddy Lee and Neil 

Peart and producer Peter Collins, Lifeson has 

put his studio on hold. The album is scheduled 

for release on Atlantic Records in late 1996. 

Contributors: Paul Verna is Pro Audio/ 

Technology Editor at Billboard. 
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Here's our product guide which lists the equipment and page number where the players talk about the gear they use. Feel 
free to call or fax the manufacturers listed below for specific info on what the best players play. 

AKAL 7010 Soquel Dr., Aptos, CA. 95003. (800) 433-

5627: 51100, 32 

ALES1S. 3630 Holdredge Ave.. Los Angeles, CA. 

90016. (310) 558-4530: Quadraverb, 41; ATE 

Integrated Onion Trigger System, 76; DM5, 76 

AMPEG, 1400 Ferguson Ave.. St. Lotus. MO, 63133. 

1314) 727-4512: AVE. 32; 5.10 cabinet, 38; ampa, 

41 

ASHLY AUDIO, 100 Fernwood Ave.. Rochester. NY. 

14621. ( 716) 5445191: SIQX, 74 

AVED1S ZILD1IAN CO., 22 Longw.ner Dr Norwell. 

MA, 02061.1617) 871.2200: cymbals, 32; cymbals, 

34; cymbals, 41; (dge, 70 

MOTTE DRUMS, 2060 Pine St.. Vancouver. BC. V61 

4P8. (604) 736-5411: worraboop drum Wm, 78 

BIAS. 202 Donahue St., Sausalito, CA. 94965. (4151 

331.2446: Peak, 73 

BOU, 7200 Dommion Cir., Los Angeles. CA, 90040. 

1213) 685-5141: Flanger, 32; C11.3, 36; 

Compreraer/ Sustainer, 36; Overdrive, 36 

CELESTION. 89 Doug Brown Way, Holliston, MA. 

01746. ( 508) 429-6706: Vintage 30, 73 

CRATE AMPLIFIERS, 1400 Ferguson Ave.. ST Lows. 

MO. 63133,1314) 727-4512, fiX1511, 73; CASO, 73; 

CA125, 73; Thunder Bra, 73 

CR(AMWARE, Bredestrasse 16. Siegburg. Germany, 

53721.149) 224 159580: bipleDAT, 73 

DIGIDESION, 1360 Wfflow Rd.. Ste. 101, Menlo Park. 

CA. 94025. ( 8001 3312137: cards, 70; 11114, 73 

DRUM WORKSHOP, 101 Bernoulli Ca., Oxnard, CA. 

93030. ( 805) 4866999: Woofer, 78 

DUNLOP MFG, P.O. Box 846. Benlcia, CA. 94510. 

(8001 722 3434: Crybaby, 32; nylon pickup& 32; 

Crybaby, 38 

E-MU, 1600 Green Hills Rd.. Scotts Valley, CA. 95066. 

(408) 438-1921: UK, 72 

ELECTROVOICE, 600 Cecrl St.. Buchanan, MI, 

49107. (800) 2346831: 651000, 78 

(MAGIC USA, P.O. Box 771. Nevada City. CA, 95959. 

1916) 477,1051: Lode Audio, 70 

EPIPHONE, 1818 Elm All Pike, NashwIle, TN. 37210 

3781.1615) 871-4500: acoustic guitar, 32 

ERNIE BALL. 151 Suburban Rd., PO. Box 4117. San 

Luis Opispo, CA. 93403.1800) 543-2255: strings, 32 

FENDER MUSICAL INSTRUMENTS, 7975 N Hayden 

91. Scottsdale, AZ. 85258. (6021 596-9690: 

Precision 32; Traceable, 32; *57 Mere 32; 

Eragre, 36; Precision bass, 38; Precision 

bass, 41; SPA, 74 

FIRES DRUM COMPANY, 701 S Lamar Blvd.. Austin. 

TX. 79704. ( 5120 416-9955: Cryatallte, 78 

FISHMAN TRANSDUCERS, 340-D Fordharn Rd.. 

Wilmington. MA, 01887-2113, (508) 988-9199, 

Acoustic Performer Pro, 12 

GENERALMUSIC, 1164 Tower Ln., Bensenville. IL. 

60106, 1708) 766-8230: WKS, 72 

GIBSON, 641 Massrnan Dr., Nashville. IN. 37210. 

.8001 283 7135: Chet Atkin. Tenneeeean, 12; SO, 

23; Les Paul Custom, 32; E5335, 32; 1-45 

acoustic, 36; SO, 36; gold-top Les Paul& 36; 

65335, 36; Tramsraan, 41; amplifier, 49 

GODIN GUITARS, 4240 Sere St.. St. Laurent, PQ, I-14T 

146. ( 5141 3435560: Multi» Duet, 68 

HART DYNAMICS, 609 Second Ave.. Destrn, FL, 

32541.1904) 6541455, ADC, 78; Anoraks, 78 

HSWATT, 2-1426 Shimoochiai Shrniuku. Tokyo, Japan. 

1339) 508141, Custom 50 beads, 38; 4512 cabi-

net& 38 

151 PROFESSIONAL 8500 Balboa Blvd.. Northridge. 

CA. 91329. ( 818) 894-8850: SIR000, 74; TR Sera% 

74; AMO SOcrofillic, 713 

KAMAN, Box 507, Bloomfield, CT, 06002-0507, (800) 

647.2244: Toes Lrated Edition Sera& 69 

KOF/13, 89 Frost St., Westbury. NY. 11590.1800) 645-

3188, organ, 32; OMITS, 72 

LUDWIG & MUSSER INDUSTRIES, P.O. Box 310, 

Elkhart, IN, 46515. ( 219) 522-1675: Cireic Mapes 

kit, 36 

MARSHALL AMPLIFIERS, 89 Frost St., Westbury. NY. 

11590. l5161 333-9100: arras, 32; Blueehreaker 

combo, 36; raps, 41; 1CM Slash, 73; Jubilee 

2555,73 

MARTIN, 510 Sycamore St., P.O. Box 329, Nazareth. 

PA. 18064, ( 800) 345-3103: DU, 36 

MATCHLESS, 9830 Alburtis Ave.. Santa Fe SPnngs• 

CA. 90670. 1310) 801-4840: Chieftain 210, 73; 

Chieftain 212,73 

MESA ENGINEERING, 1317 Ross St.. Petaluma, CA. 

94954.17071 778 6565: tube prerap, 38; Newt-

breaker, 73; Made I, 73; Dual Rectifier, 73; 0440, 

73; DC-5, 73; Subway Rocket, 73 

METALITHIC SYSTEMS. 1 Harbor Dr.. Ste. 206, 

Sausakto. CA. 94965. (4151 332-2690: Digital 

Wings for Audio, 72 

NOBLE & COOLEY, P.O. Box 131, 42 Water St.. 

Granville, MA. 01034. (413)357.6321: SP »gee, 78 

OPCODE. 3950 Fabian Way. Palo Alto, CA, 94303. 

1415)856-3333: Studio Vision Pro, 70 

PAISTE, 460 Atlas St., Brea. CA. 92621. (800) 47.' 

4783 :cymbals. 38; Signetra& 76 

PANASONIC, 1 Panasonic Way, Secaucus, NJ 

07094. ( 201) 348-7000: SV-3800 DAT, 89 

PEARL 549 Metroplex Dr.. Nashville. TN, 37211 

1615) 833-4477, drum kit, 32; M-1048, 76 

PEAVEY ELECTRONICS. 711 A Street. Meedla,,. Ats 

39301. (601) 483-538. , Megabass, T i-,; XRD 680 

Plus, 74; .0", 74; CS3000G, ;• 1: AAM 535. ; 4; cab-

inets. 66 

PRO CO SOUND, 135 t_ Kalamazoo Ave. Kaiamaie. 

MI. 49007,1616) 388-9675, Rat radar, 32 

PRO-MARK, 10707 Craighead Dr.. Houston. 

770255899: sticks, 32 

CISC AUDIO PRODUCTS, 1675 MacArthur Blvd 

Costa Mesa. CA. 92626-1468. (714) 754-617T- CX, 

74; Powraight, 74 

RANDALL AMPLIFICATION, 255 Corporate Woe, 

Pkwy., Vernon Hills. IL. 60061, (708) 913-5511 

RT30C, 73 

REMO, 12804 Raymer St.. N Hollywood. CA. 91605. 

(8181983-2600: heads, 41; Dranbek, 76 

FOCKENBACKER, 3895 5 Main St., Santa Ana, CA 

92707.571.0, ( 7141 545-5574: 380 12-etring, 49; 

325,49 

RIVERA R & D, 13310 Ralston Ave., Sylmar, CA 

91342. ( 800) 809-2444: Knucklehead 100 mid 55, 

73; MOO, 73; M100, 73 

ROLAND, 7200 Dornimon Cir.. Los Angeles. C, 

90040. ( 213) 6865141, Spece Echo, 38 

ROTOSOUND, Unit 3B, Morewood Close. Seven Oak, 

(Sera, TN13 2HU-. drag& 36 

SABIAN, 1 Main St., Meductic, NB, EOH 110, (506) 

272 2019: NH sages, 78 

SABINE, 4637 rev sren St.. Gamesialle. FL. 3260, 

(8001626.7394, Woody Tuner, 139 

SAMSON, P.O. Box 9031. 575 Underhill Blvii 

Syosset, NY, 11791-9031, (516) 3642244, 825, 74; 

PL2404, 74; Oak, 74 

SEER SYSTEMS, 33 Tintern Ln.. #6. Portola Valk, 

CA. 94028-7650. (415) 851-7993: Seedlynth, 73 

SENNHEISER, 6 VIsta Dr., P.O. Box 987, Old Lyn, 

CT, 06371, (2031 4349190: M0431 II, 76; MD735, 

76; MD7311, 76; MES4, 76; IIME104, 76 

SIIURE BROTHERS, 222 Hartree Ave., Evanston, IL, 

60202, SOO, 2574873: SM5111, 36; 574, 76; SI1K, 

76; Beta 52, 76; Bete 58, 76; Bete 87, 76 

SIJNGERLAND, 741 Massman Dr., Nashville, TN, 

37210. 1615) 8714500: Radio Kira, 38; Bernard 

Purdle 5raile King, 78; Mick Saver, 78 

STEDMAN CORP., 4167 Stedman Dr., Richland, MI, 

49083, ( 616) 6295930: 803, 74; 

STEINBERG/10NES, 17700 Raymer St., Ste 1001. 

Northridge, CA, 91325, ( 8181 993-4091: WaveLab, 

73; Spectralizer, 73; Virtual FX, 73; Traelbrard, 

73; DeClicker, 73; dirometic tuner morales, 73 

STUDIOMASTER, 3941 E Miraloma Ave., Anaheim, 

CA, 92807.171415242227: Virgo& 74; Horizon, 70 

SWR ENGINEERING, 12823 Foothill Blvd.. Unit B. 

Sylmar, CA. 91342, (8181 898,3355' Goliath III, 74 

TASCAM, 7733 Telegraph Road. Montebello. CA, 

90640,12131 726-0301 OAP, 32 

TC ELECTRONICS. 705-A Lakefield Road. West-

lake Village. CA. 91361, 1805) 373-18213 Wizard 

M2000, 68 

TECH 21. 1600 Broadway, New York, NY. 10019-

7413. (212) 315-1116: Tredeinadr 80, 73; 

lariranu, 73 

TECHNICS, 1 Panasonic Way. 1C-8. Secaucus, NJ. 

07094. ( 2011 3926140: 111(41/541, 72 

TELEX COMMUNICATIONS. 9600 Aldnch Ave 

Minneapolls. MN. 55420, (612) 8844051: ELM 

fillicre•Mini rage& 713 

TRACE EWOTT, P.O. Box 507. Bloomfield. CT, 0600:1 

0507. ( 800) 647.2244:rape, 32 

VARIOUS ARTIST PERCUSSION. 451. s, 

Fresno. CA. 93703. ( 203 255 747' Quick Change 

Artist, 76 

VIC FIRTH, 65 Commerce Way. Dedham, MA, 02026, 

(617) 3263455: 83, 12 

VOCE., 111 10th St., Wood-Rldge, NJ, 07075. (201) 

939-0052, 43, 68 

VOX, 89 Frost St., Westbury, NY, 11590. (800) 645-

3188: AU STD, 38; AC-30, 54 

WILDCAT CANYON SOFTWARE, 1563 Soldano Ave.. 

#264, Berkeley. CA. 94707. (5101 527-5155: Auto. 

more, 73 

YAMAHA, 6600 Orangettrope Blvd., Buena Park, LA. 

90622, 1714) 522-9011: draws, 41; CIIX-113, 70; 

CIX-105, 70; IMIX3500, 74; MX400, 74 

200M, 575 Underhill Blvd.. Syosset. NY. 11791, 

(5161 364-2244: 5050, 3s 
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BAND-IN-A-BOX. 
PROFESSIONAL • VERSION 6.0 
INTELLIGENT SOFTWARE FOR IBM ( DOS/WINDOWS), MAC & ATARI* 

( \ W!: . 11A1 Band-in-a-Box available only In Version 5) 

Version 6 for Windows and Macintosh is here. Automatic Accompaniment has arrived! 

Type in the chords to any song, using standard chord symbols like C or Fm 7b5, choose the style you'd like and 

Band-in-a-Box does the rest... Automatically generating professional quality five instrument accomhaniment 
of bass, drums piano, guitar & strings in a wide variety of styles. 
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"Band-in-a-Box is an 
amazing program" 

Keyboard Magazine 

"I am in awe. I didn't think that such 

an incredible program could even exist. 

This software is .r.! dream come true." 

PC Journal 

100 STYLES INCLUDE') IVITH PRO VERSION. Jazz Swing • Bossa • Country • Ethnic • Blues Shuffle 
Blues Straight • Waltz • Pop Ballad • Reggae • Shuffle Rock • Light Rock • Medium Rock 
Heavy Rock • Miami Sound • Milly Pop • Funk • Jazz Waltz • Rhumba • Cha Cha • Bouncy 12/8 
Irish • Pop Ballad 12/8 • Country (triplet) • and 75 more! 

BUILT-IN SEQUENCER ALLOWS YOU TO RECORD OR EDIT MELODIES. 

BUILT-IN SMEMAKERTm. You can create your own 5 instrument styles using the StyleMaker 
section of the program. 

SUPPORT FOR OVER 70 SYNTHS BUILT-IN. Drum & patch maps included for over 70 popular 
synths. General MIDI, Roland GS & SoundBlaster soundcard support included. 

NEW! Additional features in Windows/Mac Ver.6 
Band-in-a-Box 6.0 for Windows & Macintosh breaks new ground with 
over 50 new features including... 

STANDARD MUSIC NOTATION and kadsheet printout of chords, melody and lyrics. Enter your 
songs in standard notation & print out a standard lead sheet of chords, melody and lyrics. 

AUTOMATIC HARMONIZATION. You can select fivm over 100 harmonies to harmonize the 
melody track, or harmonize what you play along in real time. Play along in "SuperSax" harmony, 
or harmonize the melody with "Shearing Quintet': Create your own harmonies or edit our 
harmonies 

PLUS 50 MORE /NEW FFATURES 

OUR CUSTOMERS LOVE THE VERSION 6 FOR WINDOWS/MAC UPGRADE 
"Wow Pr  Version 6.0 is marvelous... I love the notation and harmonies... 

This is so much fun... You've added everything I wanted... 
The lead sheets look great... Bravo!... Congratulations" - FINALIST - 

PC Magazine Award 
tor Tecimical Excellence 

After Hours/ Entertainment 
Band- in-a- Box - PG Music 

DownBeat - the # 1 Jazz Magazine says... 
"Band-in-a-Box is the most significant contribution to 

Jazz Education since Jamey Abersold Records." 
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PG MUSIC INC. Maier of PouerTrat les.and The Pianist& Guitarist series 

266 Elmwood Avenue Suite 1111 Buffalo NY 14222 

Phone Orders 1-800-268-6272 or 604-475-2874 
e-mail orders: Internet:75300.2750@compuserve.com 

VISk/MC/AMEX/cheque/mo/po# Fax 604-658-8444 

BAND-IN-A-BOX PRICES 
NEW CUSTOMERS (IBM/Mac/Ataril 
Band-in-a-Box PRO $101 

(BONIS.' 11111 version sou includes both Windows & DOS tersion for the same price!) 
( • NOTE: ATARI Band-in-a-Box availabk only in Version 5) 

ADD-ONS 
Styles Disk *4  $25 
Styles Disk #5 (Note: included with Version 6 upgrade)  $29 

Styles Disk *6 (Jazz & Latin) $29 
Styles Disk #7 (Country & Pop) $29 
MIDI-FalteBook (100 songs on disk)  $29 
SUPER PAK (Pro version + all 3 add-ons) $147 

UPGRADES 
"Regular" Upgrade PAK to version 6.0 for Windows or Macintosh   $49 
includes version 60 upgrade new Style Disk #5, and Harmonies Disk IL 
Order Ibis ifmer abrac6. bave the IBM or Hoc PRO version 5. 

"Compute" Upgrade PA1( to version 6.0 for Windows or Macintosh  $69 
in addition to the regular upgrade PAK, this includes the 100 styles in Me PRO version, & 
Styles Disk 04. Order this if mu have an older version ofBandima-Box or a "bundled version", 
or are crossgrading (i.e. matching comps ter platfiems). 

MEMORY REQUIREMENTS: DOS (640K), Windows (3mb), Macintosh (4mb), Atari 0040) 
HELM Here( to send in the Registration Cani, but I want to upgrade nod!, No pmblem. 
Since Mc upgrade checks far any previous version ofHand-in-a-Pax, you can order Me upgrade 
even if you orged to regider! 





Soundgarden 
Down On The Upside 

(A&M) 

I:
 hris Cornell has mastered the fix-in-vel-
vet-glove snarl. It's a unique amalgam of 

fear, ferocity and frustration, roughly the 

equivalent of how a wolverine might 

sound after finding only canned goods 

and no munchable Baby Ruths in the 

trapper' cabin. Shrieking with rage one 

minute, murmuring with implied invec-

tive the next, his voice is the most potent instrument 

in Soundgarden's impressive arsenal, something so 

primal scientists are scrambling to find its proper 

nomenclature. You buy the band's records to hear 

patented, brutal-to-the-ears grunge riffs, true; but 

mainly, you buy a 'Garden disc to hear Cornell 

emote. And crime some more. 

Given that he wrote seven of the 16 songs—and 

co-wrote seven others, two with drummer Matt 

Cameron and five with bassist Ben Shepherd—it's 

safe to assume thatComell is taking ceo e these iim t 

days. His dark philosophy is best s e d in 

"Blow Up The Outside World," a gent , tlelling 

arrangement with surreal, ether-treated vocals and 

the singer's self-anralysis: "Nothing seems to kill me 

no matter how hard I uy." Ironically, it's one of the 

few moments here where Cornéll shows some re-

straint, but the tension rippling between the limes is as 

seismic as a shock wave. He's not a happy camper— 

and the sadder he gets, the nastier Soundgarden seems 

to sound. 

"Rhinosaur," for instance, begins on a. minimal 

but ornate lead but—and it's almost as if guitarist Kim 

Thayil just can't help himself—the tones soon spiral 

down, down into a cobwebbed basement hook, while 

Cornell fires on all shrieking six over the chorus. 

"Tighter and Tighter" loops muscular leads into con-

suictive coils rRemember this, remember everything 

is just black"); "No Attention" beefs up and re-tools 

Aerosmith's old "Toys In The Attic" riff to a jack-

hammer pummel;, and "Overfloater" slithers along 

on some of the most sinister, threatening rhythms 

Cameron and Shepherd have attempted. The vocals 

are appropriately serpent-hissed: "Close the door and 

pull the shades/And climb the walls...I'm overfloating 

alone." 

By the time Cornell closes with his reverent 

childhood reflection "Boot Camp," you figure there's 
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here, blowing and being cheered on by his own side-

man, I'll bet he doesn't even care. Just let the man 
sing. — Matt Resnleoff 

The Cranberries 
To the Faithful Departed 

(Island) 

T
he road to banality is often paved with good in-
tentions. Consider "War Child," an elegiac ballad 

on the Cranberries' new album. To the Faithful 

Departed. "At times of war, we're all the losers, there's 
no victory," Dolores O'Riordan sings, demonstrating 

her grasp of the obvious. Or take " I Shot John 

Lennon"—please--a track on which O'Riordan tries 

to simultaneously sum up one of the great tragedies in 

rock history and adhere to an AABB rhyme scheme: 

"It was a fearful night of December 8th/He was re-

turning home from the studio, late/He had percep-
tively known that it wouldn't be nice/In 1980 he paid 

the price." 

Perhaps the Cranberries' 24-year-old frontwoman 

and principal songwriter is trying to accomplish too 
much too soon. To the Faithful Departed is her band's 

most ambitious album, in terms of both musicianship 

and subject matter. The central theme here is death, 

from war-spawned genocide to less momentous trau-

Sb 

sonny rollins 

mas like the death of relationships. In 

the latter arena O'Riordan is more 

eloquent, and inspires the best work 

from her band. On "When You're 

Gone," a doo-wop-flavored confec-

tion with sweet backing vocals and 

gently tangy guitars, her earnest ro-
manticism works. On the folky waltz 

"Will You Remember?" the singer 

serenades an old flame with a sincer-
ity that's quite moving. 

But the " heavier" numbers seem 
syrupy and, at times, pedantic. The 

breathlessly charged "Salvation" ad-

vises parents to literally tie their kids 
down to protect them from drugs, 

while " Bosnia," another song about 

the cruel futility of war, is awash in 

musical shtick, from its military-

drumbeat intro to its music-box lul-
laby coda. " Bosnia was so unkind, 

Sarajevo changed my mind," O'Ri-

ordan sings. Dolores, your convic-

tion is admirably firm, but sometimes 

your IS II, make me squirm. 
—Elysa Gardner 

Check out the MD 501, 
today at your nearest 

Sennheiser dealer! 

MD 504 
DYNAMIC MICROPHONE 

o e e 
yeeeeeeee,e,yee. Power. Make the 
sette.e.40,,Xese,t4e. 

maximurn impact. , 4 oe, 4 4t4 t4 • 
The MD 504 continues Weeeeleast_44: 

leeeet'eeeOe 
Sennheiser's legendary 'A.teee,4W4.., 

e reputation for instrument 

mics: rich, clear, extended 

frequency response and the ability 

— to withstand tremendous sound 

pressure levels without distor-

tion. Perfect for capturing the 

sonic potency of drums, guitar 

amps, and horns. It's small 

enough to fit in tight spaces, 

and the glass- composite 

housing is tough enough 

to endure a drumstick 

without a scratch. Get 

your hands on an MD 504 

1(tr.and harness the power. 
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Charlie Watts 

Long Ago and Far Away 

(Pointblank/Virgin) 

Louie Bellson 
Their Time Was The Greatest 

(Concord Jazz) 

Mickey Hart 

Mickey Hart's Mystery Box 

(Rykodisc) 

T
he pendulum, if not the music, swings wide on 
these three drum-dominated discs, hitting oppo-

site extremes with Bellson and Watts before set-

tling into Hart's groove of taste and musicianship. 

Like Buddy Rich, the Gorgon of jazz drums. 

whose squinty glint could reduce his rivals to a stick-

dropping stupor, Bellson boasts hyperspeed chops 

and an agility that guides him easily through intri-

cate charts. Fortunately, Bellson plays more musical-

ly, often more quietly, and seems more bent on mak-

ing the music work than blowing people away. Even 

so, whenever a drummer leads a big-band date, things 

often fall out of whack. On Their Time, a tribute to 

great drummers of past and present, most arrange-

ments are built around drum breaks, accents, and so-

los. All these Bellson executes flawlessly, and not just 

for a guy his age (71). But his narrow role—which is 

to swing and only to swing—and the limited timbral 

palette allowed in this context eventually tax the lis-

tener's ears, especially those who have tuned into 

multicultural percussion. One can take only so many 

snare fills, no matter how snappy they may be. 

The jazz soul of Charlie Watts is similar to Bell-

son's; it's his chops that sink this ship. Most of Long 

Ago is taken at zombie tempo, with strings gauzing 

and singer Bernard Fowler applying an ill-advised 

R&B sensibility to classic tunes. ( Like a wedding 

combo leader, Fowler even introduces the pianist 

right at the climax of the poor guy's solo on " I Should 
Care.") Almost all we hear from Watts is cymbal 

work—far sloshier than Bellson's on the up tunes, 

with a percussionist often subbing for the drummer's 

left hand, and little more than a hi-hat, mixed just a 

hair too loud, blinking sleepily on ballads. Without 

the personality Watts lets surface on Stones sessions, 

Long Ago boils down to something like Mantovani 

but with less steadiness of tempo. 

Aren't there any drummers out there with the 

moxie and the musicianship to hold our attention? Of 

course—Mickey Hart, f'rinstance. The material on his 

Mystery Box isn't memorable, but his integration of 

Third World percussion over dance beats is effortless 

and unobtrusive. There's a Peter Gabriel feel to some 

of this stuff, with bracing yet understated interactions 

between Hart, Zakir Hussain, Giovanni Hidalgo, and 

Sikiru Adepoju. The backbeat functions as an anchor 

for their explorations—a nice combination, even on 

Robert Hunter's retro-folkie rap " Down the Road 

Again." They play with sound as much as rhythm, 

confirming that the giants of the past and many of to-

day's young lions are about as different as drummers 

can be.—Robert L. Doerschuk 

Tiny Tim With Brave Combo 
Girl 

(Rounder) 

T
iny Tim never deserved his sate. As a television 
personality in the late '60s, the hirsute minstrel 

became a one-man hippie parody and was sub-

sequently dispatched to the day-glo dustbin of used 

pop culture icons, along with metal lunchboxes and 

scratched copies of his own loopy (and still out-of-

print) God Bless Tiny Tim album. All of which drew 

attention from his real talents as a musical comedian 

and consummate vaudevillian-style entertainer. What 

other performer would or could render Bob Dylan 

songs as Rudy Vallee, and vice-versa, flawlessly ac-

companying himself on ukulele and dressed in a suit 

of old comic book covers? 

Happily, Girl revives Tiny Tim not as a campy 

nostalgia piece but as a serious, quirky, and seriously 

quirky artist. Brave Combo founder Carl Finch and 

company are aware of the line between kitsch and 

class, and they have built their career on breathing 

new life into neglected musical forms. The band puts 

the singer through its danceteria paces on a twist ver-

sion of "Bye Bye Blackbird" and a spacy, cha-cha-

cha " Hey Jude." But the album works best when the 

gang plays it straight and lets Tiny Tim's natural hu-

mor emerge. He whispers and sighs through the title 

track. The 1898 obscurity " Sly Cigarette" becomes a 

hilarious apologia for the cigarette's " small, little na-

ture." "That Old Feeling" is awash in lush barber-

shop harmonies. And on the showstopping "Over 

the Rainbow," Tiny Tim pushes the limits of his 66-

year-old falsetto, calling to mind both the wide-eyed 

Judy Garland of The Wizard of Oz and the aged 

chanteuse of A Star is Born. It's a bravura perfor-

mance, and Brave Combo and co-producer Bucks 

Burnett descry e credit for coaxing these tears from a 

clown.—Michael Tisserand 

Barondown 
Crack shot 

(Avant) 

B
arondown's aural landscape is like no other 
band's. No bass, no piano: it's just your average 

drums/trombone/tenor sax trio. The pieces are 

free-form mappings of drummer/leader Joey Baron's 

antic, knotty, authority-questioning inner world. Or-

der slithers into chaos, only to reassert itself. There's 

one constant: Whatever smears, blats, and atonal ad-

ventures the horns get into, Baron is more often than 

not playing funky, propulsive time. Crackshot is one 

of the most danceable records a so-called avant-

gardist has ever made. 

"D.B.," a tight little bluesy shuffle, collapses pe-

riodically into utter chaos: duck-honks on sax, ele-

phant-shrieks on 'bone, avalanching drums. "Dog" 

swings just as hard but doesn't collapse; instead, it 

shifts into a catchy odd-meter phrase and makes a 

jaunty exit. In "Toothpick Serenade," a blues, Ellery 

Eskelin and Steve Swell swap choruses, each soloing 

over the other's simple bass line. Baron, meanwhile, 

plays as hard as John Bonham, but with brushes. By 

the end he isn't using brushes anymore, but is still 
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World Cafe can be heard on 72 stations, including: 
91.9 KUHB, St. Paul Island, AK 

91.1 WGCS, Goshen, IN 

90.9 KUNI, Cedar Falls, IA 

91.9 WFPK, Louisville, KY 

88.7 KRVS, Lafayette, LA 

88.5 WXPN, Philadelphia, PA 

89.7 WEOS, Geneva, NY 

90.7 KFJY, Grand Forks, MD 

88.9 WLSU, Lacrosse, WI 

89.5 WHRV, Norfolk, VA 

CONTACT YOUR LOCAL 

RADIO STATION FOR AIR TIMES 

OR CALL 215.898.6677 
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SELL YOUR 
MUSIC 

with custom promo cards! 

• Feature Record Releases & New Bands 

• Great For Recording & Sound Studios 

• Highlight Your Musical Accessories & 

Instruments • Perfect For Trade Shows 

& Promotions • Call Now For More 

Information & A Free Sample Kit! 

Modern Postcard 
1-800-959-8365 

playing as hard as John Bonham. "Tantilla Garden" 

has great, powerhouse drumming, too; the most 

arranged of the pieces, it is the aural equivalent of 

James Brown and the Famous Flames peering into a 

funhouse mirror . Not a bad wa‘ to think of Baron-

down, itself — Tony Scherman 

Soul Coughing 
Irresistible Bliss 

(Slash/Warner Bros.) It was hard to resist Soul Coughing's 1994 debut 
Ruby Vroom. The New York quartet stepped for-

ward with a free-swinging attack that tossed funk, 

punk, jazz, and whatever 

else was handy into the 

pot. Unfortunately, its 

new effort is a less attrac-

tive venture that exem-

plifies the risks inherent 

in making second al-

bums. 

The ingredients that 

made the initial set so ap-

pealing remain in place: 

vocalist M. Doughty's 

stream-of-consciousness 

ramblings, Yuval Gabay's 

funk drumming, Sebast-

ian Steinberg's loping 

bass, Mark De Gli An-

toni's crashing key-

boards. On Ruby Vroom, 

the band had worked with co-producer Tchad Blake, 

whose anything-goes style, which has enlivened al-

bums by Tom Waits and Los Lobos, among others, 

"Coco MoNfloYA has an impeccable blues pedigree. His guitar 
teacher was the legendary Albert Collins, and he spent ten years 
filling the big shoes of Eric Clapton, Mick Taylor, and Peter Green 
as lead player with John Mayall's Bluesbreakers. His biting tone, 
eloquent phrasing and swinging, shuffling grooves reveal the 
depth of Collins' influence." — Guitar Player 

Ya Thütk Know Better 

encouraged a manic density in the overall sound. For 

Irresistible Bliss, the group opted for the more com-

mercially-oriented David Kahne and alt-rock pro 

Steve Fisk behind the board; the resultant mix is sim-

pler, perhaps more accessible, but certainly less dev-

astating and surprising. 

The band, and especially the fulsome Doughty, 

prove that they can still rise to the occasion; the lead-

off " Super Bon Bon," " Paint,* and "Disseminated" 

all exhibit an original kick, thanks largely to the 

singer's unhinged natterings. But the thrilling im-
probability of a cut like Ruby Vroom's "Down To 

This," on which Howlin' Wolf, Toots Hibbert, and 

soul coughin _ 

the Andrews Sisters collided at one musical Intel +c, 

tion, is woefully absent here. In less adorned form, 

Soul Coughing's music attains a kind of monotony; 

by album's end, one cringes as another soul backbeat 

kicks in. 

Sophomore projects like this one all too often 

highlight a band's stylistic limitations. The raw tal-
ent is still there; now it's up to the band to find a suit-

able matrix for raising its game on the third go-round. 

—Chris Morris 

Fuzzy 
Electric Juices 

(TAG Recordings) 

rrepressible, bouncy but never quite falling on the 

saccharin side of cute, Fuzzy's Eleatic Juices is full 

of propulsive energy and perky pop songs. While 

many of the 13 tracks are sweet and sometimes light 

as cotton candy, there's a backbone that prevents 

Fuzzy from falling into the cuddle-core category. To-

gether since '93, the band features Lemonheads 

drummer Dave Ryan, bassist Winston Braman, and 

frontwomeniguitarists/keyboardists Hilken Manci-

ni and Chris Toppin. They've got the innocence and 

enthusiasm of the early Go-Go's, eschewing Alanis 

anger or Phair bravado and harkening to when fe-

male-fronted bands didn't have to vilify relationships 

to succeed. Fuzzy aren't afraid to hook their often 

happy, sometimes wistful hearts on their sleeves. 
Pleasant surprises lie among the mostly upbeat, if 

somewhat similar up-tempo tunes. A cover of Brian 

Wilson's " Girl Don't Tell Me" is sung without 

irony—or a changing of gender—making it a girl-to-

girl love song. Breathy vocals and a moodier musi-

cality move "Sleeper" into Breeders territory. The 

BP9033 
BLIND PIG RECORDS A clivimon of Whole Hog Inc. 
P O. Box 2344, San Francisco, CA 94126 
PHONE: (415) 550-6484 FAX: (415) 550-6485 
Write for our free catalog of other fine releases 
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110TLIDE TOLL 

800-zz3-75zit 
Need an ad fast? 
Call Jeff Serrette. 
In NY State (212) 536-5174 

Outside NY St. (800) 223-7524 

HOW TO ORDER AN AD 
REGULAR CLASSIFIED (ads without borders): 

20 word minimum. $2.90 per word, minimum 

$59 per insertion. 

CLASSIFIED DISPLAY (all ads with borders): 

lx/1" $163 per, 691" $152 per, 1291" $142 per. 

BOLD FACE CAPS: First line, additional $20. 

MUSICIAN BOX NUMBER: Add $4 per insertion 

for handling. 

PAYMENT MUST BE ENCLOSED with your ad. 

Send to Musician Classified, Jeff Serrette, 

1515 Broadway, NY, NY 10036. 

DEADLINE: Two months prior to date of 

publication. 

ALL AD CANCELLATIONS MUST BE IN WRITING 
AND MAILED TO THE MUSICIAN CLASSIFIED 
DEPARTMENT, 

FAX YOUR AD TODAY (212) 536-5055 Your Signature 

CATEGORIES: Please mark category desired. 
J Accessories J Books/Publications U Computers 
J Employment U For Sale J Instruction U Instruments 
J Miscellaneous J Musicians J Records & Tapes 
J Services J Software J Songwriters U Talent U Video 

Your Name 

Company 

Address 

City State Zip 
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Please fill in the information below if you want to charge 
the cost of your classified advertising. 

J American Express J Visa J MasterCard 

Credit Card • 

Exp. Date Bank • 

•.PublIsher has the right to refuse all mail order retailer ads that might conflict with Musician dealers. 

ACCESSORIES 

• 
§nlimRed, • w Cost, Instantly Available 

'REMOVE 
VOCALS . 

Background Music from Original Standard 
Recordings! Does Everything Karaoke 
does... Better and gives you the 
Thorn_pson Vocal Eliminator" 
Free Brochure & Demo Tape.• 
LT Sound Dept MU ' 
7988 LT Parkway 
Lithonia, GA 30058 #‘‘ . 
24 Flour Demo/Into Request f •2485 led 20 
When You Want Somethin• Better Than Karaoke: 

IN ERS 

FACTORY.„ DIRECT CASES 
Call now 
for our 
catalogue 
or quote: 

Proaucte. 
/ /707 
(5/6) 561-111/1 (NY) 
(5/6) 563-1590 (Mx) 

or stock 
sizes: 

our 
prices 
can't 

be 
beat 
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Buy Direct from MOORADIAN 
Guitar and Bass Bags - Electric and Accoustic 
FOR THE SERIOUS PLAYER 

1-800-REAL BAG 
(1-800-732-5224) 

email address - realbagseaol corn 

HIGH ISOLATION 
HEADPHONES 

• 

Reduce ambient room sound reaching 
your ears by approx. 20 db and eliminate cue 

bleed when recording low level signals. 
SuperPhonee are 20 db hearing protection 

headphones custom fitted with Sony MDR-V6 
headphone drivers. $1799$ + $5 S & H. 

Mention this magazine for free shipping. 

GK Music, P.O. Box 7540, Mpls, MN 55407 
1-800-747-5545 Visa/Master Card 

Ifflprove your Vocals! 
eVOCAL PITCH INDICATOR 
LIVE VISUAL ''' ' • ' 

DIGITAL 
MON!TOR 

FROM STUDIOS 
TO ON STAGE 
PleIFORAMNŒS 

F.51 Inc. 1.800464 •5105 

SATISFACTION 
GUARANTEED! 
gm FS OR 
DEALER 

INFORMATION 
FREE BROCHURE 

ANNOUNCEMENTS 

MUSIC BUSINESS JOBS! GET IN THE BIZ NOW! 1-(803)-
750-5391. GET READY TO GET SERIOUS!  

LET US START YOUR OWN RECORD/PRODUCTION/MAN-
AGEMENT/PUBLISHING COMPANY. CONTACTS, CON-
TRACTS, CLIENTS, STATIONERY, SUPPLIES, CONSULTA-
TION, MORE! WORLDWIDE! $3,700.00—(803) 750-5391.  

FAT FREE ELVIS! , Too good to be true? Lose that bad 
karma. Send a SASE to: Professor Backwoods, PO Box 181, Garrett 
Park, MD 208%.  

EMPLOYMENT 

MUSICIANS NATIONAL REFERRAL—Professional 
musicians seeking bands—bands seeking professional musicians. 
Bands register free. Call now for information. 1 (800) 366-4447.  

PROFESSIONAL MUSICIANS REF-
FERAL—Musicians/Bands —Connect with the RIGHT group 

or player. Call PMR—America's original national referral! (612) 825-

6848 

INSTRUMENTS 

'58 FLYING V, '34 D28, tons more. SUBSCRIBE NOW to our 

monthly used and vintage instrument list with 20 jam-packed pages of 

quality instruments for players and collectors at down-to-earth prices. 

515.00/year ($30.00 overseas). Current issue free on request. ELDER-

LY INSTRUMENTS, 1100 N Washington, POB 14210-EH5, 

Lansing, MI 48901 (517)372-7890. http://wsvw.elderlycom 

INSTRUCTION 

ATTENTION: KEYBOARDISTS. Beginners tu 
pros. FREE Report reveals how to sound like your favorite keyboardists 
on recordings. (800) 548-5601 24 Hrs. FREE Recorded Message.  

RECORD DEAL!?! SHOWCASING!?! 
GIGGING!?! Improve your Music Income TODAY!!! Send 

I riii RI- PORTS-SI, PO. Box 326, Binglumpton, NY 13992 

BE RECORDING ENGINEER 
. TRAIN AT HOME with fe. 
Easy Home- tudy practical training in 
Multi.track R cording. Join our successful 
working gradu tes or build your own studio. 

'It ' • Dillon . Job Placement, /I More. 
FREE INFORMATION: 

indie mitiltstr. id ‘Illerilli 7.  Mel Union t. Suite H. San Francisco. CA 94123 

EN.1. . .0 . 
e..›,,.. (413) 584-CI>. 

58 Nonotuck St., Northampton. MA 01(50 
ORDER (800) 484-1003 Code # 0032 
silent@ crocker.com • http://www.crocker.com/-silent/  
Acousticon Fabric Panels • Sound Barrier 

Isolation Hangers • A.S.C. Tube Traps 
Silence VVallcovering • WhisperVVedge 

Melaflex • S.D.G. Systems • Hush-Foam 
R.P.G. Diffusors • Sonex - NoiseMaster 

MUSIC INDUSTRY PAGESO 

FOR SALE 

STUDIOFOAMT I 
We're your # 1 source for the 
world's best sound absorbents, 
barriers & accessories. Clients: 
AT&T, NASA, Sony, Warner Bros., 
Ford, 20th Cent. Fox, NPR, Univ. 
Studios, US Gov't, Shure, etc. 
Don't waste good gear on a busy 

all For room. Call today for great deals! 

taire ' Ult 1-800-95-WEDGE 
gehlr USAFoanuFax 317-842-2760 

YOUR Otok 

1500 CDs and g ) 

500 Cassettes  
Tot 

only $2,590 
wAh 88W onserts 

• FREE Graphic Design • Ready In 3 Weeks 
• Major Label Quality • Money Rack Guarantee 

DISC MAKERS 
1-800-468-9353 

Call today for our FREE 
os full color catalog \ 

4 i2/5) 232 41 4C • rAx 5 

htt: www.musicm • ust .com 

MUSIC INDUSTRY PAGESCI 
http://www.musicindustry.com 

111-71E MUSIC INDUSTRY PAGES 

FOR COMPLETE COMPACT DISC, 
CASSETTE & RECORD MANUFACTURING 

QCO (800) 859-8401 
OCA, INC. • 2832 SPRING GROVE AVE. • CINCINNATI, OH 45225 

(513) 681-8400 • FAA (513) 681-3777 
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SONGWRITERS SERVICES SERVICES 

SONGWRITER PRODUCTS, IDEAS, NECESSITIES! Books, 
Contracts, Copyrights, Business Forms, Record Co/Radio 
I hrectories, Duplication, Stationery, Music Gifts, Jewelry, Appare:, 
I loliday Gifts. "Free Catalog" SPIN, 345 Sprucewood, #MU, Labre 
\ lary, FL 32746-5917; (407)321-3702.  

SERVICES 

I L lUOD LC FIONS—CD, cassette and sins I innw-
tacturing and distribution in U.S. and overseas. Sampler $4.00 
803) 750-5391, 273 Chippewa Drive, Columbia, SC 111'17, 

PROFESSIONAL SERVICES 

l'rofessional Music Promotion and Distribution using the Internet. 
Contact World Party Music now for special pricing—(610) 645-9762; 
email: wpmusic@arcintech.com  

RECORDS TAPES 

HARD ROCK IMPORTS, difficult to find domestics. Free list. No 
bootlegs. Jan Music, P.O. Box 375, Dept. 2099B, Wingdalc, NY 12584; 
(914) 832-3669. http:t/www.webcreationsamm/Jart/  

STUDIO FOR SALE 

Vancouver's kgendary Mushroom Studios for sale! $899,000 for land. 
equipment and thriving studio. Don Kennedy (604)873-4780  

/ / Tin / Cs" 
WI 01 I 11 I— I C-

2 1 2 - 3 3 3 - 5 9 5 3 
E-Mail . digitalforce@ morebbs.com 

TOTAL CD, CD-ROM 
& CASSETTE PRODUCTION 

MASTERING 

REPLICATION 

PERSONALIZED EXPERT 
SERVICE 

GRAPHIC DESIGN 

PRINTING 

PACKAGING 

IThe Power of Excellence SM 
330 WEST 58th ST, NY, NY 1 001 9 

Compact Disc Manufacturing 
Cassette Duplication 

Printing & Alternative Packaging 
Graphic Artwork 

1-800-668-0098 
Internet Address Torgray@NFAXIS 0( CA • FAX: I5141 695-0593 

Uy ckaged 
CD - $ 1.20 

sk about our 
Retail eady Packages 

Label? Studio? 1-800-777-1927 
Ask about our 

LUNIE DISCOUNTS e-mail. 74043 1 473@compuserve.com 

COMRiliarearrE 
1 TOLL FREE 1-8004354362  

à 

COMPUTE FULL COLOR CD PACKAGES: 

SOO Ws $ 1099./ 1000 CO's $ 1599. 
CD Paeage includes- color 2 page insed, color traycard 2 :olor on CD 
prinerrg. pre master & glass mastering, jewel box shrinswrap insertinn 

of graphics Does not induce film or typesetting 

CAU FOR CASSETTE PACKAGES 
American Clients: No Tax—. No Duty... No Problem! 

Ceiling Edge Technology—.CD ROM Available! 

HEALEYdisc 

Ouchon— iliton 

Lowest Prices 
CD & Cassette Manufacturing 

1 

1-800-375-2060 

G, 

MEDIAWORKS ................. —4. 
1719 ›YES1 kle AVE, SIT 10DE 
NA3.1411. ITI37"»3 

The one you 

need to call! 

Compact Discs, Cassettes. and Vinyl Disc Manufacturing. 
Graphics. Printing. and Packagmg. 

g-nt Quality Competitive Pricing Fastest TumarounclTime 
Call (615) 527-9114 

MASTERING • MANUFACTURING • PRINTING 

DierROW 
FOR COMPACT DISCS CD-ROM 

REAL TIME & HIGH SPEED AUDIO CASSETTES 
COMPLETE PACKAGES • COMPETITIVE PRICING 
GRAPHIC DESIGN STUDIO • PERSOYALIZED 
EXPERT SERVICE • FAST TURN-AROUND 

CALL (800) 815-3444 
(212) 730-2111 

IX WEST 42NO STREET. NEW VORA', WY 1X36 

A tech 
•CD ROM & CD Enhaq ed 

•Real Time & High Sie 

Cassette Duplication 

•Digital Editing 

•Graphic Design 

•Printing 

Complete CO packages 

1.800.928-331 0 
World Audio Video Enterprises 

Retail reedy including full color inserts. 

Bar-codes, CD-Rorn, 
CUR, Mastering. 
Design and Film 
services available. 

CD's 

Cassettes 
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CD's - Posters - T-Shirts 
Press kit covers - Cassettes 

Logo Design 

TOP QUALITY PRODUCTS 
AT FACTORY DIRECT PRICES! 

'Complete 

Full Color 
CD Package 

500 CD's 

$999.00 

We do il All! 
CD Package 

500 CD's 
$129900 

Cali for details 

1,800,581,DISC134721 

Logo's - Stickers - Posters - Tee's - Passes 

TAA 
DhK.'s. sta Lira( 11.11il• 

CD& Cassette Pkgs 
THE ONE 

ee'.8 

sP 
0 

SHOP! L) 

'ci 

U04EZ 

CD & CD-ROM Manufacturing 

mum,. Orlando, FL (800) 344-4361 

MASTERiNfi... WiTli A capired 

Unsurpassed mastering quaRty by 80b Katz. 
Custom hardware and software, 128x Oyerumpling 

20-Bit Ato D, Unique Digital Processors, Sonic Solutions 
Editing, Tube and Solid State Analog Recoiders. 

CD Mastering is an art. Levels, lades, equalization, 
spacing... everything is important to you and fa us. 

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

2500 at $1.50. Glass Mastering Free with 2500+ CDs. 

CD BOOKLET PRINTING... 
1000 4-Panel Booklets, Full-Color Outside & Toy Card, 
B&W Inside, $0.37 ea. Incredible Gr.ii hic Artist on staff. 

...COSTS LESS! 

NATIONWIDE TALEN' SEARCH '96 
SEEKING: * RANDS * ARTISTS 

* ACTS * SONGWRITERS 

* All types of original music considered. 
* FREE Promotion& exposure if you qualify. 

* NOT a coqtest! This is o coreer-lau Iching opportunity. 

Send o cossette of you music v.ith nane, 
akiress, phone X bee time to contoct to: 

RODELL RECORDS 
P.O. Box 934574e • Flokywood, CA 90093 
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1
'm sitting in my parents' kitchen reading a preview on an upcoming Iggy Pop concert. I 

gotta admire this guy, pushin' 50, still singing songs about teenage babes and composing 

power chord anthems with unprintable titles. On the other hand, I don't envy the old 

fart, it must be tough keepin' up with those kids when you're only a few tours away from 

the senior menu. Believe me, Iggy, I share in your Advil-relieved pain, I'm only a few 

wheezing steps behind on the chronological Stairmaster. It ain't bad, it just takes getting used 

to. In the past couple of years I've begun to notice that any road trip over 10 days wreaks havoc 

on my urinary tract, a long load out will kill any thought of post performance romance, and 

even old familiar phrases have taken on new meanings, such as: 

"Sorry there's not more people at the 

gig, the paper screwed up the ad!" 

1980 - The club owner hasn't been seen in 

three days. He's probably spent your ad 

money, along with the rent, doing drugs 

with a famous English rock star. 

1996 - The club owner has just got back 

from co-dependency treatment in Tucson, 

and he's really beginning to understand why 

he shouldn't have let his (ex) wife and (ex) 

brother-in-law talk him into quitting a good 

job in sales and cashing in his life savings to 

buy this frigging place. 

"Can you guys play a variety of tunes 

at the reception?" 

1980 - "Mack the Knife" for the parents. 

"Rock and Roll Hoochie Koo" for the kids. 

1996 - "Casey Jones" for the parents 

"Mack the Knife" for the kids who are into 

that " retro thing" 

"You must be In the band!" 

1980 - You're wearing black leather in the 

middle of August 

1996 - You're the only 40-year-old in the 

place with a shag. 

"It's a partyln' place!" 

1980 - The whole band gets drunk, the 

waitress table dances, they pass the hat 

and tip you an extra 300 bucks. 

1996 - The doorman gets drunk and 

lets half the place in for free, the 

owner gets drunk and makes a pass 

at your wife, the drunk bartender 

keeps forgetting you're in the band 

and charges you for Cokes. 

"The club has a P.A." 

1980 - Two Peavey cabinets, an eight-

channel mixer, two mikes that reek of 

beer and stale schnapps, two Vocal 

Master columns on milk crates for 

monitors. 

1996 - The latest digital, unpronounce-

able 88-channel German soundboard, 

$50,000 worth of speakers, and 3 monitor 

mixers. Unfortunately, the main soundman 

is working the White Zombie show and the 

assistant is still "getting used to" the system. 

"We had a great time after the gig." 

1980 - Somebody showed up with a case of 

Heineken and an 8-ball. 

1996 - The All-Night Restaurant had a 

low-fat menu. 

"Let's go back to my place." 

1980 - A six to go, stop at the Burger 

King, sneak up the backsteps trying not to 

wake Aunt Sally, romance till the wee 

hours, busted in the hall next morning by 

Aunt Sally, flee down the backsteps in 

underwear. 

1996 - Stop at Krogers for some 

Eggbeaters, breakfast to the strains of a 

Windham Hill sampler, a deep sigh fol-

lowed by the confession, "My therapist 

and I have a contract that I won't engage in 

any casual sex before six months, but you 

can stay on the couch if you don't mind 

cats." 

Welcome to the world of middle-aged 

rock & roll. We don't need no education, 

but god forbid we forget our 

Grapenuts!—Rev. Billy C. Wirtz M
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Every element of your performance is in place. 
This is the take that goes for the platinum. 

When there is no room for compromise, you choose 
Neumann microphones. (Look-alikes just can't cut it.) 

Only Neumann's unique combination of classic 
engineering and advanced technology captures 

the very passion of your performance. Accurately. 
Each and every time. Neumann... the choice of 

those who can hear the difference. 

NmuinannhliSf 
6 Vista Drive • PO Box 987. Old Lyme. Cl 06371 

Tel: 860.434.5220 • FAX 860.434 3148 

West Coast. Tel: 818.845.8815 • FAX: 818.845.7140 

Canada, Tel: 514-426-3013 • FAX 514-426-3953 

Mexico: Tg & FAX: 52-5-639-0956 

World Wide Web: httol/www.neumann.zom 



YOUR DREAM. 

(ONE CALL AND IT COULD BE YOURS.) 

Mark of the Unicin n 
UNISYN 

Universal editor/librarian 
($3951 

Marl, of the Unkorn 
FreeStyle 

Sequencer and notation sofmare 
152001 

(A S7,347 PILE OF STUDIO GEAR) 

kurnseil 
AliemPiano 

Digital piano module 

Apple . 
Slacintosh 

Pertorma HoC.11 
151,299) 

Alexis 
Quadrat or)' 2 

Multi effects pro.exsor 
WWI 

Mackte 
titra 

She/Line Mixer 
(S1.19171 

Audio-lechnica 
AT4030/CA15 

condenser microphone 
(0993) 

Mark of the Unicorn 
Perform.. Version 

State-of-the-art sequeneer 
01493) 

Mark of the Unicorn 
Pocket Express 

biI MIDI interface 
1519M 

YOUR CHANCE TO WIN IT. 

(THAT'S RIGHT. A CHANCE TO WIN FREE GEAR.) 

A I_ L. 1\11 C, 
TO REGISTER! 

219-432-8176 

CO-SPONSORED BY SWEETVVATER SOUND, THE ULTIMATE MUSIC RETAILER, AND 

MARK OF THE UNICORN, LEADING DEVELOPER OF MUSIC SOFTWARE AND PERIPHERALS 

nficial Giveaway Rules: lo enter. cail rho numb, Nhosvil above and pros :de sour daviiilie phone number. and rrsrad addrc, ,00 hart.mes. eniria, tor the aicr .1011.1..%140 A or/ rhe I 0,01 el .S1 . 110 I , nur,,ssr IIILINI he received I, 
ptember 30th. 1996. Emrants to the Shulman. SounchMan .rihr uoiror.ci I I need ntà subscribe to Musician nlagazine. The winnrr wdl be drawn at random and will he notified by 11.1t1A. The prim are non-transtorahle and no NlIb5i1illgion ,• 

dilowed other than made necessary due to availability hy the manufacturers. Should this occur. a replacement prim ¡If like or greater value will he provided. The winner mayI equired to sign and remit, Within IS days or notification) an Au... fcon11,1., , 
with these rules and a release te l  the use ,tfhis or her name tor publicity purposes with further consideration. This tdfer 15 void where prohibited bv law. and is subieer to all applicable Were mw. aridl wal regulations. Taxes are the xolere p. b• • ' 
winner. The StrœrwaterSounibMark al'ihr Unicorn MIA., is nm open to employees of particMating manufacturers. or 1, empIttyets id Sweetwater Sound, I,. and Mask ‘tf the Unicorn. Inc.Orlds of winning depend on thc nunMer td. entries „ 
The rules and conditions of the Siviethytter SountbMark of tlic Unicorn Studio Giveaway• may he changed without prior notice. Sweehuter Sound. Inc. and Mark of the Unicorn, Inc. shall be deemed exclusive interpreters of the rules and comb t 




