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2 Channel Power Amplifier

Your ears know the difference between real, usable watts and paper

watts. Hear it for yourself in the Ramsa 1000 Series Power Amps. The

difference is Ramsa. And it's real.
For the Ramsa dealer nearest M

you, call (714) 373-7277.
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Out of respect for the purity of Eric Johnson's music, we won't tell you whose guitar synthesizer he's
playing. But, if you happen to notice the logo down below, well, we can’t do anything about that.

Not to be overly commercial but, seeing

as how this is an ad, we should probably

tell you that the GR-1 offers electric and
acoustic guitar players of any level the ulti-

matein utilizing new sounds for creating

s, (0 built-in sounds~from
e e = 4 -
&

acoustic to synthesized to drums—as well as
a built-in, four-track sequencer for practic-
ing and recording vour own music. Its
simple to use. And the GK-2 pickup casily
. ‘mounts on your guitar. You can even mix

lhe new sounds of the GR-1 with vour own

-
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30 BONO: THE ZOOROPA INTERVIEW
U2 surprised evervone by writing and recording a new album during the
break berween the U.S. and Luropean legs of the ZOO TV tour. Bono sits
down and wilks us through Zooropa, a report trom the far reaches of the
journey begun on Achtung Baby.  BY JOF JACKSON

7 FRONTMAN JIMMY PAGE
The former Zep makes a loud break with the past.
BY MALRO SALVATORI

21 ON STAGI THE VELVET UNDERGROUND
After a 25-year break, the Velvets reunite in Europe.
BY PETER HOWELL

21 ON STAG! JONI MITCHELL
After a decade offstage Joni Mitchell plays a solo set in LA,
BY MARK ROWLAND

24 PATTI SCIALFA
A confessional album from a singer/songwriter in a public marriage.
BY FLIZA WING

26 RYKODISC
The biggest American-owned record label is Warners. Wheo's number two?
A 10-vear-old indie with a reputation for excellence.
BY JIM MACNI

38 WATERBOYS IN THE NEW WORLD

Mike Scott’s never-ending trip finds him living in New York City, signing a

mega-deal with Getfen Records and making an album that goes back o the
Waterboys” Big Music beginnings.
BY 1LYSA GARDNER

Book of Love, Lisa Germano and more
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47 THE MIGHTY HAVE
FALLEN

The injurics that almost crippled the careers

of Jeff Beck, Larry Carlton,
Pete Townshend, John McLaughlin and
Yngwie Malmsteen, and how they came
back. BY MATT RESNICOFF

52 STEVE VA SOLOING
After Zappa, Roth, Whitesnake and ‘ §
platinum success as a flash L T
instrumentalist, the sorcerer’s apprentice \\ \ -
sees the future in his new band, in the
orchestra and in (gulp) the hit single. . \ *
BY CHIP STERN .

64 JOHN SCOFIELD’'S STANDARDS
A day in the life of the most exciting straight-ahcad jazz guitarist
of his generation, with turns as composer, improviser, bandleader
and dad.
BY MATT RESNICOFF

73 THE MIDI GUITAR PLUNGE
Incorporating MIDI gear into your guitar set-up. It’s less trouble—
and less expensive—than you think. BY PETER MENGAZIOL

76 THE RETRO REVOLUTION
As manufacturers stake their new designs on decades-old innovations,
the guitar industry is showing symptoms of anxious regression,
BY STEVE BLUCHER

80 STEPHEN BRUTON
After years as a sideman for Bonnic Raitt, Kris Kristofferson and
others, the Texas guitarist steps out on his own.
BY PETER CRONIN

82 GUITAR DEVELOPMENTS
Amplified acoustic sounds to die for. Also, ART delivers 400 guitar
sounds in a box, and the Martin Backpacker makes you feel at home

away from home. BY THE MUSICIAN PICK PLUCKERS

98 BACKSIDE 100 GREATEST GUITARISTS
The Readers’ Version
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JIMMY PAGE

Is it a holdover of your Led Zeppelin days that most of the songs
on Coverdale/Page start off with acoustic guitar and progress to
heavier stuff?

Well, when we were writing the songs—actually, this is not a direct
answer—Dbut a lot of the songs were written on acoustic guitar, in a
very intimate atmosphere. | mean, we bounced ideas off each other
all the way through. So I'said to David, “Come on, you play acoustic
guitar on this and we'll just do it the way we wrote it.” We had to—
certainly with things like “Pride and Joy.”

This is a wonderful partnership between the two of us, and
there is no doubt about the fact that we’ve brought the best out
of each other. [ haven’t plaved this well since the days of Led
Zeppelin, and David’s singing is absolutely great. So what can
you say?

Are you impressed by any contemporary guitarists?

There are many voung guitarists [ can relate to, because they play
six strings. [t’s very difficult to play six strings, to get real interpreta-
tion from them and get your own spirit flying.

The guitar sounds on this record are pretty diverse.

Well, I had about 50 guitars. I'm not kidding, 50 guitars! And as the
song would progress, | would almost be in a trance. I'd be looking at
the guitars and thinking about the amplifiers that should go with
them, to get the sound together.

There’s no given formula for any of this. [ used Gibson guitars,
Gretsch guitars, Fender guitars and Fender bass, Marshall amps,
Peavey amps—ecvervthing and anything, old and new. Every gui-
tar is a different piece of wood, and when it’s strung up they all
sound different. You have to know the specific character of all
those guitars, and I suppose [ got to know the guitars even better
than before.

How did you divide your attention between your guitar contri-
butions and your overall production?

Well, vou have to know which guitars to use at the right time; we
try and mix the guitars so it’'ll work out best for the song. The solos
come at the end of the day, but as far as the tapestry of things, it’s
best as it goes.

Did you use any open tunings?

Yes, on “Older Now,” there’s an open-G tuning. “Waiting on
You” is another open-G, and then on “Pride and Joy” we dropped
the two E strings down to D). That’s it.

When you and Coverdale came together, did you feel the pres-
sure of your audiences’ expectations? Is it likely that fans of Led
Zeppelin or Whitesnake will readily accept the material on Cov-
erdale/Page?

Listen, I'll tell you what. The very first day of writing, we’d
agreed to take evervthing one step at a time. And we got on incred-
ibly socially the first time we met, but that very first day of writing
said it all, really. There were incredible nerves, certainly, on my

behalf, because [ didn’t want to let the side down, you know. That

“IT’S VERY DIFFI-

CULT TO PLAY SIX
STRINGS, TO GET
REAL INTERPRETA-

" TION FROM THEM.”

day we came up with “Absolution Blues,” which was pretty

astounding.

When you’ve got two heavyweight people together, both with
very high standards of what they want to do individually and collec-
tively, thev’re not necessarily going to produce very good music.
When we met up for the first time, we were very nervous.

It was rumored that Robert Plant didn’t think too bighly of
David Coverdale at one time.

Well, Robert didn’t have a liking of either of us. When I was on
tour four or five vears ago, | had this same thing: The press kept con-
fronting me with ““Robert said this,” ‘Robert said that,”” and I got fed
up with what Robert had to say. But then he really hasn’t got a lot to
say. We've got more to say.

MAURO SALVATORI

AUGULST 1993
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Music from the new motion picture.
Featuring “I Don't Wanna Fight"
“Why Must We Wait Until Tounight”

and newly recorded versions
of Tina Turner classics.

Executive Producers: Roger Davies and Tina Turnes
for Teamwork Productions

New from Strand Home Video
| Tina Turner-The Girl From Nutbush
too-minute rockumentary with over 45 minutes of Tina's lassic hits
Available now in video stores coerywherer
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INTERACTIVE SCORES

Tell me how someone with Joe

Jackson’s talent and professional-
ism can sound like an inexperi-
enced dweeb (Mar. ’93).

Come on, Joe, this is the 90s.
The horny-for-hip attitude should
be beneath you. Talking down a
product of the type you were in-
volved with is folly. I[t’s a poor car-
penter who blames his tools.

If you had done your homework,
you would have found that scoring
an interactive project is like scoring a
film or TV show, but instead of writ-
ing 45 minutes of music for an hour
program or 110-minute film, you
write as much as three hours of
music, plus hundreds of sound ef-
fects. Once this is done on your main
platform (for example, a Roland
Sound Canvas or E-mu Proteus),
you must thin down the music to
work on a PC sound card. It’s a ton
of work! There are talented, hard-
working musician/composers daily
producing tremendous soundtracks
for interactive game software from
companies like Sierra-On-Line,
Electronic Arts, Virgin, Dynamix,
Coktel and educational game com-
panies like Brite-Star, Broderbund
and the Learning Company. These
products are more than exciting—
they’re innovative and fresh.

The music is only as good as the
guy who sequenced it. Those who
can, do. Those who can’t will bitch
about the tools and pretend to be
too hip. Wake up and smell the cof-
fee, Joe Jackson.

Neal Grandstaff

Staff Composer/Guitarist
Sierra-On-Line
Oakburst, CA

SOUL FOOD

[ swear I’ll lose my lunch if I
have to read about one more “three
chords and the truth” band who
wish they could be as honest deal-
ing with life as they are in their
songs. Soul Asylum (June 93) isa

LETTERS

mercilessly hyped band of painful-
ly average songwriting and musi-
cianship. Their “us against the
world” attitude, holey jeans and
flannel shirts are every bit as con-
trived and clichéd as heavy metal
or corporate rock. How about a
little more ink for artists like Los
Lobos or XTC, who are truly con-
tributing to pop/rock history.
Rob Hanzlik
San Diego, CA

Soul Asylum the next Nirvana?
I don’t think so. Soul Asylum is
too brilliant to be compared to
Nirvana. They are three things that
Nirvana isn’t—polite, intelligent
and talented. Do you really think
Nirvana would ever feature pic-
tures of missing children in their
videos? Soul Asylum has got to be
the best alternative band around.
Carey Trounson
Virginia Beach, VA

THEY LOVE uUsS

Since subscribing in November
’92, Musician has opened my eyes
to a lot of new music. [ used to be
into thrash and death metal, some
progressive and some alternative.
Now [ have a much greater appre-
ciation for these styles and more.
Among my favorites discovered in
your pages: Arrested Develop-
ment, Manu Katché and Billy
Cobham, Nine Inch Nails, Grun-
truck and Raymond Scott. The
articles and interviews are usually
very enjoyable. Thanks for the
wake-up call to the world of music.

Tony Hicks
Hudson, FL

I’ve been an avid reader of Musi-
cian since your second issue (Eno,
Art Ensemble) and have never read
amore positive and uplifting article

than the interview with Curtis
Mayfield and Speech (June *93). 've
never met either one of these gentle-
men, but since [ live in Speech’s
hometown there might be a possi-
bility. With an attitude like his, no
wonder his name is Speech.
Bob Dublon
Milwankee, W1

LETTERS

Thank you for your always en-
tertaining, nondiscriminating and,
at times, self-deprecating Letters
section. This candor and concern
for your readers is indicative of the
integrity of Musician. A special
thanks is due for whoever included
the March ’93 letter where a reader
wrote that Roger Waters’ Amused
to Death “represents what Bob
Dylan ought to be saying instead of
prattling on about Jesus.” That was
a hilarious letter! First, what
spurred this knucklehead’s attack
on Bob Dylan? We’re talking be-
yond left field. Secondly, if Dylan
has ever prattled on about anything,
I doubt the topic was religion. I
hope you gave this reader Dylan’s
phone number; I’m sure Bob is just
dying to know what he ought to be
saying. It just keeps getting funnier
the more [ think about it!

Peter Kassab
Chicago, IL

JUST DON'T GET IT

Freddie Mercury’s passing over-
looked. Brian May left off the list of
the 100 Greatest Guitarists. Musi-
can just doesn’t understand Queen.
Freddie Mercury and Queen sold
100 million albums, 80 million sin-
gles and 13 million concert tickets.
Queen stole the show at Live Aid
and were huge in every corner of

the world. Most importantly, they

were artists. Yet Musician doesn’t
find Mercury worthy of even 4
paragraph on his passing! Why?

If your editors honestly believe
that other guitarists have changed
music or influenced more guitarists
than Brian May, they are woefully
ignorant. Then again, they felt that
Freddie Mercury wasn’t worth a
mention in Musician upon his pass-
ing. Everyone has personal biases,
but these two deletions are embar-
rassing for such a fine magazine.

Shawn Stevens
Toronto, Canada

[t really saddens me to see such
hate for Queen expressed in a letter
to this magazine (Letters, Mar. ’93).
[ have yet to see a band with the
same extraordinary ability to con-
nect with a live audience that Queen
had. For those who don’t know,
Queen did not like to use the word
“fans” to describe their following,
but called us “friends,” and through
the magic of music, that’s just what
we had become. When Freddie
Mercury died I couldn’t help but
feel that I had lost part of my family.

Catherine Zielin
Santa Monica, CA

[ found it ironic reading the con-
gratulatory letter in your March
issue on 7ot paying any tribute to
Freddie Mercury of Queen. The
letter was so strongly worded that it
reminded me of a story of Johannes
Brahms in which he writes, and [
paraphrase: “I am sitting in the
smallest room in my house, using
your letter for the purpose for
which I believe it was intended.”
Someone didn’t like his music.

To hate something implies that
the thing is in some way threaten-
ing. | wonder what would threaten
someone about a rock group that
nobody is forcing him to listen to?

Pamela B. Foard
Brookfield, W1

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

10 AUGUST 1993




(VIBRATIONS Ok
LOVE AND ANGER
AND THE
PONDZRANCE OF
LIFE AND'EXISTENGE]

THE NEW ALBUM. /\l:() AVAILABLE:
INCLUDES e

LOOKING THROUGH PATIENT EYES, EMDAWN
PLASTIC AND I’D DIE WITHOUT YOU e

OUT NOW ON GEE STREET COMPACT DISCS AND CASSETTES.
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rock musical that has eluded
Broadway for two generations— : S
anentertainment juggernaut that lifts ) ‘ ' e
the audience right out of its seats.” A

"yisual excitement and emotional
clout worthy of the score''

"from the brazen chords of the overture
Townshend's music has an audible
thrill"

"Broadway's TOMMY is awesome!"

"Broadway will never be the same
again."

"TOMMY is the most exciting, most

inventive musicalI've seen.” .

AN ;jﬂ\

"TOMMY is terrific.” _ | , e N

RCAVICTOR

"Visually astonishing theatrical -. \ ——
dynamite!" R e

"TOMMY is the best rock 'n’ roll show ever .
produced on Broadway." . N\ N

A
The Amazing Journey Is Complete!

"THE WHO'S TOMMY" IS A SMASH HIT ON BROADWAY, AND THE NEW ORIGINAL CAST RECORDING

ON RCA VICTOR IS NOW A BLOCKBUSTER MUSICAL EVENT. PRODUCED BY THE LEGENDARY

GEORGE MARTIN AND MIXED AT THE NEW AIR STUDIOS, LONDON, THIS ALL-DIGITAL RECORDING

CAPTURES THE ENERGY AND DRIVE THAT HAS MADE IT THE MOST SUCCESSFUL BROADWAY SHOW EVER.
EXPERIENCE THE AMAZING JOURNEY YOURSELF...

Enter the = / MUSICIAN

Amazing Journey Sweepstakes!

Tmk(s) & Registered Marcaqs) Registrada(s) General Electric Company, USA, except BMG logo % BMG Music *+ & 1993, BMG Music + “The Who's TOMMY " logo by Doug Johnson £ 1993



::j!: - nNE IH'NK Acousng I D Q/mhe Think acoustic, live electric.

e LWE ElEcm, wmks The name Takamine stands

for some of the best-sounding and most
{_ Gnnun P UYMKAMINE beautifully crafted acoustic/electric gui-

l gt tars made. That's why world-renown
[ PHIZE N2 - Musicians, such as Pete Townshend, play
R A Takamine guitars.
]
it In the heart of Broadway. This luxurious
il A Takamine FP 360S Acoustic Guitar hotel boasts some of the finest accom-
T autographed by Pete Townshend himself modations in New York. The brilliant
-] A trip for two to New York, airfare art-deco design, ultra-comfortable
courtesy of RCAVICTOR, complete rooms and suites and a superb staff
with two nights accommodations at the bring a unique flair and elegance to any
Hotél Macklowe and tickets to see stay at the Hotel Macklowe.

"The Who'’s TOMMY" on Broadway.

ONE 2%° PRIZE

A trip for two to New York, airfare courtesy of RCAVICTOR.
Two nights accommodations at the Hotel Macklowe and
tickets to see "The Who's TOMMY" on Broadway.

< 1003 PRIZES

| An RCA Victor TOMMY Tshirt, a copy of the
: 2-CD set of "The Who's TOMMY" (Original Cast
Recording) and a copy of BMG Video's "The Kids
Are Alright" starring The Who.

Experience The Who performing 23
of the group's biggest hits.

(A3 A
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>

Special Edition-contains 5

b
“ i never-before-seen footage
( of The Who performing
4

"The Kids Are Alright."

FOR rt
LR - L v

CARD Express Music f»‘

ORDERS
CALL: 1-800-451-BOSE
ITMo purchase necessary.

O enter sweepstakes. complete and mail the TOMMY Sweepstakes entry blank found below, All entries must be
postmarked by October |, 1993, The winners wil be selected by random drawings by Musician Magazine. Winners /
il be notibed by mail, Each winner must sign an afidavit of eligibiiity that must be returned and received within 2|
Bays of the date malled to the potentia! winner. No individual will be awarded multiple prizes. and there are no sub- d
tutions. All taxes are the sole responsibility of the winner(s). Odds of winhing are dependent on the number of
Irtries receved. Only residents of the US and its possessions are eligible for this sweepstakes. Void where prohib-
ted by law and reguiation. Employess of Musican Magazine, BP! Publish ng. Kaman Music Corporation, Bertelsmann

Music Group, Hotel Mackiowe, their families, affiates ang subsidiaries, adverusing and production agencies and
ponsors of this promotion and families are not elgisle federal. state and iocal laws and reguiations apply.
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THE WATERBOYS

DREAM HARDER

the new life starts here

©1993 Geffen Records, Ine.  GEFFEN
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ousan Voelz

Pondering Without Poi Dog

C\ he guys in Poi Dog Pondering like to kid Susan Voelz
about her “Susan fans,” yet so many of her bandmates
& pop up on her solo album /3 Ribs, they must be fans
too. It’s also a recognition of her violin’s starring role in that band, but
while the instrument weaves through the record, 13 Ribs is as much
about the rest of Voelz's personality as a singer and writer.

“I’d been on the road with Poi Dog throughout the whole making of
it,” she recalls, “which was all guys, and we love guys, but 14 of them....
Pretty soon, I think I was shutting off a big part of myself to getalong, to
spend a day. So I’d get home and just pour out this stuff onto the eight-
track, just for myselt.”

Poi Dog’s manager took a tape of her Tascam 688 creations to the
MIDEM convention in Cannes and returned with a record deal froma
French indie, Voodoo. When his shopping it in the States failed, an old
friend of Voelz’s sent a tape to Pravda Records, who picked up 13 Ribs.

“It’s an incredibly feminine album...very personal,” admits the

gypsy-ish Voelz in a South Austin cafe on a cloudy, wet afternoon, a
perfect climatic analogy for the atmosphere of moody beauty that
pervades her album. Sounding something like Nico and John Cale
fused into one (somewhat sweeter) being, Voelz now finds herself fin-
ishing album two and readying for some U.S. and French touring.
“It’s just an extra bonus that people like it,” she says shyly, her voice
almost dropping to a whisper. “It makes me so happy.”

ROB PATTERSON
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arewell Sun Ra & Arthur Alexander

h he world’s so busy with other
things...football and basket-

ball and prize fighting. Why
should they listen to us?” That’s Sun Ra fecl-
ing blue one afternoon a few years ago. But it
was a rhetorical question—he’d just stepped
offstage at the New Orleans Jazz Festival and
knew his Arkestra had done a great job. The

crowd had gone bonkers. Almost as bonkers
as the band.

There were many reasons to listen to Ra,
who died on May 30 at the age of 79 in Bir-
mingham, Alabama (his birthplace, despite

longstanding claims of being a native of Sat-
urn). His Arkestra was a circus of jov. On
the road for almost 40 years, they mixed
audacious musical designs with bewildering
celestial commentary. But at the heart of
cach performance was an exuberance that
could border on rapture.

A genuine eccentric and innovative or-
chestrator, Sun Ra never forgot how blacks
were violently brought to this country. Tt
helped fuel (and substantiate) his doctrine of
otherness. “I don’t feel at home on this
planet,” he told Musician. Visiting magic
cities and wobbling on ancient
planes, he was trying to tran-
scend, forever inviting us to
novel destinations. Onc of his
more dedicated refrains is
worth remembering. Singing
about post-Earthly reveling
with the angels, he made a
promise of reunion that good
friends everywhere should un-
derstand: “I'll Wait for You.”

JIM MACNIE

LN
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oul singer Arthur Alexander
died June 9 of a heart attack
complicated by kidney failure.
At the age of 53, Alexander had been
enjoving a revival of interest in his career
after nearly two decades of inactivity. He
made his first record, “Sally Suc Brown,”
in 1961, and his songs were covered by
both the Beatles (“Anna”) and the Stones
(“You Better Move On™). Several of his
own versions of his songs—characterized
by a powerful baritone voice, wide-open
emotion and tight backup band—became
hits, although Alexander saw little of the
money. His comeback album Lonely Just
Like Me was released this spring to highly

favorable reviews.




The lguans

Less Is More

C\V here’s something magical that happens after 2 am. in
J New Orleans,” says Derek Huston of the Iguanas.

“There’s no closing time, so we can keep playing as fate
as we like. We touch on everything we know during those late sets,
and ata certain point it just becomes our music.”

For the Iguanas, the main components in music are rhythm and
blues, Tex-Mex and Colombian vallenata, plus a dash of rockabilly.
Their eponymous debut album (on Margaritaville) emphasizes origi-
nal songs that are natural extensions and creative hybrids of R&B
and Latin idioms. It’s a potent sound that’s ideal for dancing, and
now that the Neville Brothers and the Radiators tour almost con-
stantly, the Iguanas have emerged as New Orleans’ favorite home-
town dance band.

“There’s detinitely a local precedent for what we play,” Huston
points out. “Professor Longhair plaved blues with rhumba rhvthms.”
Huston’s and Joe Cabral’s dual saxophone work also pavs homage to
the great New Orleans team of Lee Allen and Red Tyler, who played
on so many ’50s R& B classics.

Cabral switches over to bajo sexto on Latin numbers, while Rod

T,

L-R: William Panker, Joe Cabral, J. Rene Coman, Derek Huston,
Rod Hodges

Hodges trades his sizzling lead guitar for an accordion. Such eclecti-
cism rattles some listeners, but most flow with the Iguanas’ scamless,
steamy dance groove. “When people like Freddy Fender or the Los
Lobos guys tell us they love our music,” Huston savs, “I figure we

must be on the right track.” BEN SANDMEL
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FAGCES
Uege Dverkill

Less Is More

¢ alwavs considered ourselves kinda like a punk ver

ston of a mainstream band,” savs Blackie Onassis,

drummer of Urge Overkill, whose big-league label
debut Saturation melds those antithetical Torees in a euphoric blast of
melodious guitar aggression,

It’s a mild May day, and Onassis and bandmates Nash Kato (guitar,
vocals) and King Roeser (bass, vocals) are holding court on the back
patio of the Urge lair, a neoclassical former bank building situated in
one of Chicago’s most perilous neighborhoods, 1 [umboldt Park. “It’s
such a musical environment,” Kato savs fondly, gesturing at UQ’s
Latin-gang-turf surroundings. “There’s a lot of rhythm literally on
the street.”

When choosing a producer for Saturation, their maiden voyage on
Geffen Records, Urge Overkill also went for the sireet. No more
underground overlords like Albini, Kramer or Vig, who’d helmed
their indic efforts. Instead, the Urge men pacted with Philly-based hip-
hop kingpins Joc and Phil Nicolo, the “Butcher Brothers” (Cypress
Hill, Kris Kross). “Hip-hop is all samples and stuff, which they’re
good ai,” savs Kato. “But | think they were achin’ to set up some

microphones again.”
te)

L-R: Blackie O, “Eddie” King Roeser, Nash Kato

The result is an almost absurdly terrific, dross-free disc with
toothsome, witty pop songerait wedded 1o atom-smashing guitar
work. Its 12 varied cuts are arranged “like a little jukebox,” in Kato’s
words. “Six A sides [followed by] six B sides. As with any good juke
box, the B sides are often as good as the A sides.”

MOIRA MCCORMICK

EVERY HUNDRED YEARS OR SO,
THERE'S A GREAT ACCOMPLISHMENT
IN BUILDING TRACKS.

U

While the pounding of the “golden spike” at
* Promontory Point, Utah in 1869 was pretty
impressive, we think our new 8-track cassette
recorder/mixer is an accomplishment that'll hit
a lot closer to home. Especially if youd rather
lay real tracks to tape than virtual ones.

For starters, weve removed
one of the major obstacles to
more-than-4-track production.
Price. Because for only $1649
our new 488 Portastudio
moves you into serious 8-track
production without serious
financial strain.

The logic-controlled
recorder section of the 488
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Portastudio produces a warm, transparent sound
comparable to open reels. Broadcast quality fre-
quency response and signal-to-noise. And out-
standing channel separation. The 488's 8-mono
and 2-stereo input mixer section provides plenty
of capacity, and a flexible routing system to let
you easily switch from tracking
to overdubs to mixdown.

If 4 tracks can't give you the
convenience and creative ver-
satility you now crave, come
see the 488 Portastudio. It's
the 8-track you've been build-

ing up to. And it's within easy
reach at your nearest Tascam
dealer.
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TASCAM.

©1990 TEAC America, Inc,, 7733 Telegraph Road, Montebello, CA 90640. 213/726-0303 *Suggested retail price.
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Book of Love

Bubbling Under

¢’ve always been mainstream,” says Ted Ottaviano,
keyboardist for Book of Love. “Though our instru
mentation is ditferent, we adhere to pop formats.”

“Our roots are in ’60s music,” adds singer Susan Ottaviano (no rela-
tion). “We use ‘cold’ instruments, but there’s warmth to what we do.”

Now on their fourth album of offbeat synth pop, the New York
quartet has compiled a string of dance-chart faves, including “Boy”
and “Pretty Boys and Pretty Girls,” without making much of a mark
clsewhere. Anyway, the cognoscenti know: Jonathan Demme used
one of their songs, as well as casting bandmember Lauren Roselli, in
The Silence of the Lambs; fellow hipster David Byrne contributed the
cover art for their new Lovebubble LD.

Until the rest of the world catches up, Book of Love stands tall on
the club scene, although they’re hardly a ruthless hit machine. “We
couldn’t be Jimmy Jam and Terry Lewis,” notes Ted. “Since we come
from a self-taught art-school background, even our most blatant
commercial attempts come off as quirky and personal. In dance
music, consistency means relying on a formula. Some people wish we
would do more of that.”

Lauren Roselli

i\‘t\i \ .

Clockwise from top left: Susan Ottaviano, Jade Lee, Ted Ottaviano,

Light years on, Ted is still coming to grips with the conventions of
the genre, especially the use of remixers. “It used to freak me out to
hear one of our songs manipulated to sound like a deep house record.
Now I’'m more likely to say our song exists on the album, where it’s
supposed to be, and the remix is just a deep house interpretation.

“The version of ‘Boypop’ currently getting played in the clubs isn’t
our four-minute album cut—it’s eight minutes of pump, bump and
grind. 'm happy with its success, but [ don’t listen to it and say, “That’s
>” Pausing, he laughs, “I still can’t believe we
JON YOUNG

what [ always intended.
get writer’s credit for other people’s remixes!”

"Considering he's only 21, it's under-
standable that people are surprised to
discover how gifted A.J. Croce is as a
pianist, singer, songwriter and band
leader whose musical abilities belie his
age."

--- George Varga, San Diego Tribune

A.l. e

His debut album on Private Music

Produced by John Simon (The Band,
David Sanborn) and T Bone Burnett (Elvis
Costello, Los Lobos)

Featuring Robben Ford, Ron Carter, Jim
Keltner and Benmont Tench

Private Music




Lisa Germano

The Pursuit of Happiness

>ve never been a good player,” insists rockin’ fiddler Lisa
Germano. “I can’t come up with hot licks and jam. T have
| & to write my parts.”

This alleged shortcoming hasn’t stopped John Mellencamp from
making Germano a mainstay of his band, while U2, Bob Seger and
plenty of others have tapped Ms. G’s talents in the studio. Lately, Ger-
mano has been self-employed, constructing eccentric soundscapes for
Happiness, her second solo album. Delivering angst-soaked tunes in a
breathy voice she compares to “whispering in your ear,” Germano
could be Indiana’s version of Kate Bush. Oh yeah, she plays man-
dolin, guitar, piano and accordion as well as violin, but you shouldn’t
be impressed. “I just picked up those things because I wanted an ugly
sound,” Germano shrugs. “Violin’s the only thing I can really play.”

Hard to believe this fearless advocate of the do-it-yourself approach
was a shrinking violet until recently. “Before [ worked for John, I was
controlled by my fears and limitations. When I played with a symphony,
I had a panic attack during a concert once and had to walk offstage. T used
to be afraid of fainting, but John would say, ‘Shut up, go ahead and faint,
and get back up.”” Although Germano’s nervous carly days in the rough-

and-tumble Mellencamp band were marked by frequent crying spells, she
credits the tough-love atmosphere with forcing her to stop being a wimp.
Similar accounts of psychic torment set the tone for Happiness, with
strung-out tracks like “Puppet” and “Everyone’s Victim” documenting
the varicties of sclf-deception. “It’s all about me. I make fun of myself all
the time,” Germano admits, adding with a wicked grin, “Maybe [

should call the next album Manic Paranoid Schizophrenic Girl.”
JON YOUNG

The new album featuring
“Brothers and Sisters” and “Head Top”

,
e
© 1983 Virgin Records America, inc.

Produced by 2iggy Marley And The Melody Makers
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Boomers Rock with Gountry

The boomers want Country. Country wants Boomers - GHS Boomers".
America’s 76 million baby boomers have rocked country music to the top of the charts.
Behind most hit songs, there’s a guitar strung with GHS BOOMERS® - The #1 electric guitar string.
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“Official Sponsor of the Grand Ole Opry

_GHS Strings offer quality, selection and reliability that musicians trust - endorsed and played by Country's finest musicians...
-~ ~“Ricky.Skaggs, Ricky Vaii Shelton & Band, Trayis Teitt § Band, Tracey fawrence & Band, Clint Black & Band, Pirates-of the Mississippi, Stacey DeanTampbell .~
. —&Band, Doug Stone & Band, LortMorgan & Band, Diamond Rio, Oshorne Bros., Restless-Heart, Moody-Bros., Asleep at the Wheel,
Steve Sheehan (Wynonnajudd Band). Danny Davis (Porter Wagner Band), Jerry Douglas. Tony King. s
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ON STAGE

THE VELVET
UNDERGROUND

E'RE THE VELVET UN-

derground, we want no

part of this/That’s be-

cause we think it is pre-
tentious shit,” Lou Reed rhymes awkwardly,
as John Cale pounds jauntily on electric
piano.

“Straight from soundcheck to you,” Reed
concludes, beaming as his self-mocking ditty
delivered mid-show achieves the desired
round of applause.

And straight from that to a blinding take of
“White Light/White Heat,” as hot white lights
strafe the crowd and Reed, Cale, Sterling Mor-
rison and Moe Tucker recreate the proto-punk
roar of the 1960s New York band that was
revered more in memory than in its hevday,
for its pioneering fusion of art and rock, noise
and melody.

Judged least likely to succeed from the
moment they left Andy Warhol’s Factory in
1965, the Velvets were also long considered to
be the least likely group to hit the reunion trail.

Reed and Cale had sworn it would never
happen, since Reed fired Cale from the band
in ’68 after their egos clashed once too often,
while Morrison fought Reed over songwrit-
ing royalties unul well into the 1980s. And the
soft-spoken Tucker, a rarity then and now as
the female drummer for a male-dominated
rock band, had opted for motherhood five
times over, and occasional solo albums tor
cult fans.

But here they arc together on stage, two
nights into their first public performances in
25 years and their first-ever European tour,
working hard to dispel the thin pall of cyni-
cism hanging over the event.

The marquee outside the 3100-seat Edin-
burgh Playhouse reads “VELVET UNDER-
GROUND—SOLD OUT.” The statement
can be read positively or negatively—and
first-night reviews by the local press choose
the latter—but the band members insist
they’re in it neither for money nor nostalgia,
but simply for the fun of being together again.

The sentiment holds true both nights, as the
band kicks into “We’re Gonna Have a Real
Good Time Together” with an enthusiasm
that makes up for guitarist Morrison’s less-
than-stellar iming, Tucker’s [cont’d next page]

JONT MITGHELL

OR HER FIRST PUBLIC PER-
formance in several years, Joni
Mitchell found a way to affirm
her spiritual ties to the folk
music community whence she came, while
showcasing songs whose intentions ranged

PHOTOGRAPLHS
BOTTOM

TOor
BRIAN DAVIS

MICHAFL PUTLAND/RETNA
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JONI MITCHELL

far beyond that music’s traditional boundaries.
The occasion was a two-day “Troubadours of
Folk” festival in the open air of UCLA’s Drake
Stadium, featuring an impressive lincup of *60s-
generation acoustic warriors (John Prine, Roger
McGuinn, Judy Collins, Arlo Guthrie, Richie
Havens, et cetera) and a middle-aging audience
similarly uncertain whether such gatherings svm-
bolized nostalgia or renewal. Most seemed con-
tent to let the matter ride and have a good time.
But when Mitchell finally appeared toting her
guitar, the crowd in front of the stage became pal-
pably attentive—this, after all, was an event—
while several of the day’s other performers
formed a thick crescent around the stage rear. As
if sensing a collective hunger for Something Dit-
ferent, she launched an unfamiliar composition,
“Last Chance Lost,” by bending long phrases
around the languid, jazz-intlected melody in a
way that brought to mind Betry Carter—a sultry
sound masking spiky sentiment. Next up was a
slower, chunkier version of “Big Yellow Taxi”—
the song’s original whimsy perhaps flattened by
two decades’ worth of witnessing its truths—and

awistful “Amelia,” its succession of visual images
seeming to hover and then dissolve like Mitchell’s
frosted breath in the cool evening air.
Technically, the show was far from perfect.
The years have ripened her voice into a rich,
dusky instrument as commanding as her person-
ality, and heavy-stroked guitar rhythms provid-
ed a sturdy, propulsive bottom for Mitchell’s
intricate compositions. But on this night she was
clearly nervous—just before she went on, you
could see her puffing cancer sticks in the
wings—and almost every song was saddled with
a false start, missed chords or some such glitch.
“I gotta practice more,” she chided herself at one
point, and you got the idea she wasn’t kidding,
All of which could have been a recipe for dis-
aster in front of a less supportive crowd—anyone
remember Amnesty International? Instead,
Mitchell’s wit and disarming candor transformed
this into an event of uncommon charm. At one
point, she forgot the words to “Hejira” and had
to stop in mid-song and ask the front-row listen-
ers to prompt her memory. They did. Sobering
new songs like “Sunny Sunday”—%“about a
woman waiting for a break,” as she put it—and
“Borderlines,” akind of kaddish for a culture that

keeps ripping its own seams apart, were received
warmly. By the time she closed with “Night Ride
Home,” the rapport between singer and audience
scemed to mirror that song’s hard-won serenity.
“Thank you very much,” she said before
exiting. “You’ve been wonderful, wonderful,
wonderful!” Lawrence Welk couldn’t have put
itany better. —MARK ROWLAND

THE VELVET UNDERGROUND

minimalist drumming and a 20-song set list that
largely favors traditional arrangements over
innovation.

“Hello, thank you,” Reed tells the cheering
house. “We haven’t seen you in a while. But it
just seems like vesterday.”

As always, the black-T-shirted Reed is the
center of attention as he rips lead breaks with a
series of sawed-off guitars and tosses oft wry
asides to the audience.

“Nico!” a fan shouts, recalling the late, star-
crossed Warhol acolyte who sang on the Velvets’
firstalbum.

“That will take some doing,” Reed dryly
shoots back.

But Nico’s ghost doesn’t make an appear-
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ance, being banished by Cale’s stunning vocal
and kevboard recreation of her star turns, “All
Tomorrow’s Parties” and “Femme Fatale.”

Cale, who switches from keys to viola to bass
just like the old davs, also checks m with a spell-
binding reading of “The Gift,” the spoken-
word boho ramble of a musical horror story
penned by Reed in his university days.

In the dim light behind her sidewavs-turned
floor tom, Tucker seems 20 vears vounger as
she alternates between mallet and stick on toms
and snares, laving down a hvpnotic tribal beat
that is short on fills and cvmbal action.

Morrison is perhaps the least comfortable
person onstage, not surprising since he spent
most of the past quarter-century toiling not as a
musician, but as a Texas tugboat pilot and uni-
versity student of medieval literature. He seems
10 be fighting stage nervousness, but he still has
his guitar chops, even if he does flub the first
lead break on “Rock & Roll”
icy stare from taskmaster Reed.

carning him an

Morrison pulls off his second lead break with
aplomb, indicating a few more nights on the
road will see him {ully back up to speed. And
he’s already plaving with more authority on this

second night than he was on the first, as1s the
rest of the band.

“Sweet Jane” seemed an obligatory toss-oft
on opening night, but it becomes a show high-
light the second, with Reed tearing at his guitar
and plaving with the audience.

“Some people, they like 1o go out dancin’,”
Reed sings, “but the Velvet Underground. they
gotta work. C’mon, watch me now!” He points
towards himself and the crowd cheers.

“Beginning to See the Light” proves the Vel-
vets were always nothing less than a great rock
n’ roll band, and so does “1 Can’t Stand It,”
which Reed introduces solemnly by saying,
“This will be our last song.”

“Qoooh!” savs the crowd, expressing its dis-
pleasure.

“Oh, you’re so cruel,” Reed teases. “Please
talk dirty to me.”

There is an encore, of course, and it starts with
“I’m Waiting for the Man.” Cale sings lead in-
stead of Reed, and the song benefits both from
his distinctive Welsh cadences and a second night
of performance.

Reed sings lead on “Heroin” with more passion
than he did the previous night, which got by more

on the sheer emotion of the event than on musical

brilliance. The band also knows it has done better
the second night, because it returns for asecond en-
core with a tunesstill dripping wet from inspiration.

“This is a new song,” Reed savs, smuling as he
drinks in the effusive applause. “This 1s as new
forusas itis for vou. It’s exactly three hours old.”

The song is “Cast the First Stone,” a good bal-
lad that uses the title for a hook and metaphors
about a covote on a windswept hill, and there’s a
palpable sense of relief from the stage when the
group makes it all the wav through.

The night is suddenly over, with such Velvets
classics as “Sister Ray,” “Pale Blue Eyes,” “Run
Run Run” and “New Age” not heard either night.

But the reunton is still voung, so set changes
are likely. The band has announced only a dozen
or so European dates, with no firm walk of a
North American tour, but Reed told his Edin-
burgh audience, “We hope to see vou again,”
indicating he wants the Velvet Underground
reunion to last a while.

Despite all the amputations, despite all the
computations, you can dance once again to the
Velvet Underground, and they’re sull all righ.

—PETER HOWELLI

MIDI/PROGRAMMABLE ACOUSTIC INSTRUMENT PROCESSOR
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SINGER/SONGWRITERS

PATTI SCIALFA:
TOMORROW COMES

N A PERFECT WORLD, PATTI SCIALFA COULD RELEASE HER FIRST AL-
bum, Rumbledoll, and listeners would judge it on its own merit. “But it’s not the best of
all possible worlds that we live in,” Scialfa says quictly. “That’s okay. I clearly understand
that.” Suill, it makes her wary—nervous that her marriage 1o Bruce Springsteen will over-
shadow the fact that at age 40, through two pregnancies and after years in the studio,
Scialfa has finally released an accomplished album full of well-crafied confessional songs.

Even the most basic decision, such as the choice of a single, has fallen prey to Scialfa’s
fear of how she will be perceived—not as a hardworking musician who’s been steadily
plugging away at it since she was 14, but as Springsteen’s wife. “There are certain songs |
really didn’t want the single to be. I love ‘Come Tomorrow” but that’s too provocative to
me. That’s one of the things I'm frightencd of,” she admits. On “Come Tomorrow,”
Scialfa sings: “I'rom the first time/That I saw you/I wanted nothing but to make you
mine/Now there’s this girl/With milk white hands/And on her finger your wedding
band shines/Still you tempt me/With your kisses. ..” Her trepidation is understandable.

Scialfa debated over the album’s confessional
tone. “I could have rewritten those songs but I
would have had to rewrite the whole record,”
she says. “If you’re just putting out a confes-
sional album not many people know what it’s
about, but if you’re married to somebody who’s
well-known I’m sure it gives people the oppor-
tunity to use their imagination.”

Just getting into the studio and making the
album was a struggle for Scialfa, who was signed
by Columbia Records in 1987 right after the
Born in the U.S.A. tour, her first outing as part of

“The safer 1 felt, the

more I wanted to make
a bigger record.”

Springsteen’s band. She was about to begin
recording when Springsteen called and asked her
to sing back-up on the Tunnel of Love tour. Soon
after began the affair that would break up Spring-
steen’s marriage to Julianne Phillips and lead
Scialfa and Springstcen to a life together. Scialfa
had intended to start her album after the Tunnel
of Love tour but says, “I really needed the stabili-
ty of having that part of my life figured out.
That's why I took time off. It was something that
I had been struggling with my whole life and
thought—I want these things in my life, [ wanta
partner.  wanta family. I spent years by mysclf.”

Those years alone were devoted to building a
career. Scialfa watched, fascinated, as her older
brother formed a band in Deal, New Jersey, an
upper-middle-class town along the Jersey Shore.
She saved up and boughta $150 Shure mike. “It
came in a little white case and T used to take it to
my gigs.... I'd just find bands that 1 liked and ask
them if I could sing with them.” She laughs,
remembering how ballsy she was. “I had a lot of
rejections.” Eventually she began writing songs
and, after graduating from high school, moved to
New York City. “I was like, if T don’t make a
record album before I'm 20 I'll never be the kind
of artist that I want to be.” Finally, she decided to
become a vocal major at the University of Miami’s
music school, immersing herself in jazz—*I
threw all my rock records out,” she remembers.
She graduated from NYU in 1975 and joined a
fusion band called Tone, headed by former
Springsteen pianist David Sancious. Soon after,
she joined Southside Johnny and the Asbury
Jukes as a back-up singer. In 1984 Springstecn
asked her tojoin the E Street Band.

Her career may sound like[cont’d on page 29]
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RYKODISC: A
STEADY ADVANCE

RYKGO

PRESIDENT

DON RGOSE

OU ADD IT UP. ONE OFFICE IN MINNEAPOLIS. ANOTHER IN PHILLY,
anadjunct space in London and a comfy HQ on the Massachusetts coast. Rykodisc’s
aesthetic diversity pretty much parallels its scattered geography. No whale watches
leave from the Salem docks near the respected indie label’s main digs, but for the last

decade Ryko has swum with the big fish, keeping an eye on the oversized rulers of
the corporate sea. “The major labels could outgun us at any time,” admits the com-
pany president Don Rose, “but every now and then, when they’re not looking,
we're going to sneak under their legs, give "em a good one and jump back out.”

He’s talking specitically about Sugar, Bob Mould’s acute vet affable trio. The band’s
Copper Blue s the largest-selling title by any new artist the label’s signed (300,000 units).
Afteradecade of learning what it takes to relaunch high-visibility catalogs—the compa-
ny received plenty of kudos and sizable profits for their David Bowie and Frank Zappa
campaigns—they’ve scored with a current release. Sales for Beaster, Sugar’s follow-up
EP, are clocking in at 150,000 units. Not a bad way to begin your tenth anniversary.

BY JIM MACNIE

“We had high expectations with Bob,” notes
Rose, “but you’ve got to be caretul. We're not
under the notion that we can break 10 alterna-
tive rock groups at once, or that we should be
running in and going head-to-head with the
majors on these things.”

That’s the “jump back out” part of the Ryko
plan. They’re comfortable with their status, their
autonomy and the quality of their stylistic con-
cerns. “[like all the action, but for my tastes, we'rea
bit too big right now,” ofters the 38-vear-old Rose.

That kind of practicality is part of a grand

he second-biggest
U.S.—owned label

is an indie.

scheme that avoids the grand. Ryko’s initial per-
sona was that of enlightened curators. Rose and
his current partners Rob Simonds and Arthur
Mann bolted through the CD intersection while
majors cautiously looked both ways. That
begot notoricty. Their reissues were superbly
executed. Notortety turned to esteem.

“What we do 1sn’t unique, but we make it
unique,” explains Rose. “We’re completely
untrend-driven. Though we never decided we
had to be in 50 different areas, we did decide not
to be in just one. Plus, we're not hit-dependent.
Most companies are, and it’s a shaky place from
which to operate.”

That’s why vou’ll find Afropop, rockabilly,
progressive, ambient, bluegrass, Celtic and
Onomusic next to the Gyuto Monks and the
Residents on their warehouse shelves. When
they inked a deal with Joe Bovd’s London-
based Hannibal Records in *91, their eclecticism
(and critical respect) was compounded. Viewed
together, Rvko and Hannibal deal in top-shelf
oddities and renegades.

“I have tastes that aren’t always explicable to
everybody,” says Boyd. The 50-year-old Ameri-
can is well known for facilitating the advent of
folk-rock, at least in Britain. He produced early
Fairport Convention dates, and stuck with
Richard Thompson right through the recent
three-disc overview Watching the Dark. He
quickly admits 1o “feeling like a carpetbagger” re-
garding his new team relationship. “But,” he
reminds, “life for independent record labels be-
came more and more difficult, and [ was a one-
man band. It was a struggle to continue on alone.”

Though they didn’t conduct business in simi-
lar fashions, each side abetted the other. “My
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buccaneering spirit was slightly wary of their
highly organized, and what I took to be retail-
minded, point of view. I started my career by
saying, “What do I want to shove down the
throats of people?’ Don and Rob come at it
from ‘What do people want to buy?’ I've
learned a lot with them. There’s a point in an
artist’s career where they like a maniac like me
saying, ‘Hey, let’s make a record like this!” But
there’s another point where they already know
what they want to do and want it to be profes-
sionally handled. The bottom line here is quali-
ty. I can’t imagine what other company I could

have joined and gotten similar support.”

The level-headed Rose saw a larger picture.
“Hannibal was strong in Europe, and that’s
exactly where we needed help.” Boyd is cur-
rently placing Ryko discs on the continent.
Native American poet John Trudell’s AKA
Graffiti Man has been strongly embraced by
consumers. So far, the association has been
mutually fruitful. Boyd’s even been scouting
non-Hannibal artists. He recently stumped for
the signing of the novel Boston ensemble Mor-
phine. Their lineup is idiosyncratic enough to fit
into the label’s peculiar nature: sax, bass, drums.
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At the zenith of grunge, there’s no guitar.

“There was interest in us elsewhere,” con-
fides Morphine vocalist Mark Sandman, “but
Ryko was one of our first choices. My other
group, Treat Her Right, was on a major, and we
constantly saw corporate politics take prece-
dence over musical decisions—divisional in-
fighting was constant. Ryko seems stable. Plus,
they genuinely dig, and even better, understand
us. After a couple years at RCA, there wasn’t
one person that was the same.”

Grateful Dead percussionist Mickey Hart has
been around long enough to sniff out corporate
indifference. His Grammy-winning World Music
series thrives on the label. “Ryko made CDs
before anyone else,” muses the drummer. “That
was ballsy. They were cutting-edge, but had that
business logic. Right there [ knew those guys were
edgers. To have all my projects come out under
one umbrella—to really make a statement—that
was important. Another plus is packaging. When
you present music of value, and you don’t brown-
bag it, people see its true worth. Presentation is
crucial. These guys are genuinely into it.”

Speaking of display, Ryko fueled the cam-
paign to heave the dreaded longbox. Simonds
was crucial to the cause; his 89 guest editorial in
Billboard spurred a grassroots move.

“When I wrote it, it didn’t seem ballsy—
more like common sense. [ knew there were a
lot of people from the indie community on my
side. What I didn’t know was how far out that
opinion was to the industry mainstream. For
the most part, the majors don’t want to go
against the grain of the big retailers, who cer-
tainly were against the idea at first. It took a
while, but it feels great to have the switch-over
finally taking place.” Because of the ecological
righteousness, correct?

“Nobody cared about that. That angle only
became an important part of the process when
artists got involved. The Grateful Dead’s publi-
cist said they were interested in stopping the
waste, and wanted to support getting rid of the
package. Other artists concurred.”

Forging consensus is acompany talent. “We’ve
always had to strive to communicate, because of
the various office locations,” says Simonds. “If
we were all in one building, we might not work
so hard at getting our points across. We’re not in
each other’s faces all day long.”

Whichever, their strategies have distin-
guished them. Clarifying pop history with their
catalog sales (which sustained them through
times when new artists foundered), Ryko looks
to what Hart calls “the periphery” to make their
mark. “We resist anything that defines us,”
beams Rose, “even things we do right.” M




SCIALFA

[cont’d from page 24] a gratifying rise to success
but her album chronicles a slow transformation.
First, there’s the fragile, pained woman in the title
track who yearns for someone to come to her res-
cue, then follow songs like “Come Tomorrow”
and the single, “As Long as I (Can Be with You),”
in which she takes a chance, surrenders to a man
and finds redemption in love. Scialfa says that the
final cut, “Spanish Dancer,” is about a woman
who “takes the romance and illusion out of love
and has a clear idea of being able to surrender
while seeing clearly and being able to trust.”

That personal journey was echoed in Scialfa’s
recording process. She knew she had to find
someone she felt comfortable recording with—
“I was frightened, I wanted to work in a safe
environment,” she says. Another criterion was
that her producer be a musician with whom she
could easily collaborate. Heartbreaker guitarist
Mike Campbell fit the bill: “I thought it would
be nice to work with somebody who was very
rooted in his own sound,” she explains.

Originally, Scialfa wanted to make a quiet,
spare and stark album. “I wanted everything to
be safe and closed in and controlled...not letting
anybody else in and just playing with Mike.” But
as Scialfa grew more confident, she was able to
allow the production to expand. The album
showcases Scialfa’s deep, warm voice and sur-

| SPANISH DANCERS |

hen MIKE CAMPBELL and PATTI
SCIALFA went in to record Rumble-
doll both were looking for a natural
sound. Says Campbell, “We stayed
away from high-tech keyboards
because | like the warmer, more analog sound
of the cheaper models. The new models make
the notes tinkly and clear.” They settied on a
Yamaha SY77 keyboard and a Roland Juno 106.
Some of Scialfa’s vocals were recorded on a
Neumann U47 FET, a new tube mike that Camp-
bell had used to record Roy Orbison. ““Normally,
you'd go for an older mike for warmth,” he says.
“But this mike gave a real warm sound. Roy
wanted to buy it after he was done recording.”
For guitar, Campbell used a mid-'60s vin-
tage Stratocaster that Tom Petty used to take
on the road, a Rickenbacker 12-string and a
1956 Gretsch. He ran the guitars through an
Ampeg Rocket, a Fender tweed Deluxe and a
Groove Tubes preamp. His strings were Ernie
Ball regulars. Fender Precision and Yamaha
were his basses.

rounds but never overwhelms it with Campbell’s
tasty fills. There are occasional Springsteen-like
phrases, but Scialfa’s sound is quieter, sweeter.

In fact, though Scialfa used fellow E Street vet-
erans Nils Lofgren and Roy Bittan on several
tracks, Springsteen is credited on only two songs,
“Big Black Heaven” and “Talk to Me Like the
Rain.” The temptation to work and perform with
her husband has been great, she admits: “The most
natural thing is that you want to play together. I
don’t think it would be harmful to him, but unfor-
tunately it would be harmful to me.... We did a
couple of things. I'd be at home and I'd be trying

to work out something and there was nobody
else around. I'd go, ‘Bruce, let’s try this.” But on
the whole we both knew it wasn’t a good idea.”
Rumbledoll is securely Scialfa’s album. Her
voice frequently bends up beautifully to the top
of her range, a technique she uses to express vul-
nerability as well as an almost spiritual longing.
“For some reason when I started writing the
material there was something very spiritual
about it,” she says. “I was reaching up, like in
church. The singing on the record kept on going
up. But then, I was writing about reaching up
and reaching out.” M
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A
GUIDED
TOUR
THROUGH
U2’s
NEW
ALBUM

BEAST

PHOTOGRAPH BY KEVIN CUMMINS/LONDON FEATURES

HE SETTING is Dublin's Factory rehearsal studio, where U2 are piecing togeth-
er Zooropa, the follow-up album to Achtung Baby. Bono admits he is “totally

wasted” from working in the studio until 3 am. on a track titled “Daddy’s Gonna

Pay for Your Crashed Car." U2 has made this new album while preparing for a

summer tour of Europe. Does Bono, or do U2 as a band, feel intimidated by the

qround-breaking success of Achtung Baby and the fact that they now must follow

one of their most innovative albums in recent memory?

BY JOE JACKSON

“People say that to us but—can I be bru-
tally honest and suitably humble with you?
We just whipped its ass by making this new
album over the past six wecks! It was casy!
Achtung Baby was just us tuning up to get
ready for this record!

“We don’t fecl at all intimidated, though
we were totally taken aback by how suc-
cessful Achtung Baby was. But the new
record is a different album. It’s more raw,
morc immediatc because we have got the
band playing together in a way that we
probably never have before. And we really
can’t afford to stop and think, ‘Oh wow,
we've got to follow Achtung Baby.

“You just get into the studio and do it.”

Bono launches into an improvised ramble
of responscs to the songs on the new album,
as well as a fly-on-the-wall look at as much of
his psyche as he wishes to reveal right now.

Playing the new album’s first track,
“Zooropa,” Bono shouts above the music:
“A lot of what's in this album comes from
reading the work of William Gibson”—the
cyberpunk sci-fi author.

The song opens with a brace of suspend-
ed chords trembling as they chain down the
sound of indecipherable human voices
shifting from speaker to speaker, growing
touder with cach beat. It’s sci-fi in hi-fi, sig-
nifying that ZOO TV future shock is about
to begin again.

“This is just a sketch,” says Bono. “The
album is still changing day to day. As it
stands we have 14 tracks which we'll prob-
ably cutdown to 10. Over the last six weeks
it’s taken its own shape and we've just gone
with the flow.”

When the Edge rides in with a steely,
angry “Zoo Station”-like riff bolting







together this amorphous musical
maze, followed by Larry Mullen’s
steadying pulse on drums and on
bass, Bono yells, “It’s a trip!” Less
flippantly he adds: “That’s what 1
want it to be! Legal drugs. Why
else would you buy an album
these days?”

He recites with his own record-
ed voice: “I have no compass/And
I bave no map/And I have no rea-
son, no reason/To get back.”

The moral confusion that dom-
inates “Acrobat,” from Achtung
Baby, is in evidence again.

“And I have no religion/And |
don’t know what’s what/Don’t
know the limits/Don’t know the
limits of what we got.”

Taking a deep breath while the I '
song dissolves into screeching |
white noise, Bono laughs, shakes
his head and, as if suddenly re-
membering there is someone in the
room, says: “We were going to call
the album Squeaky at one point!”

His self-conscious laugh is si-
lenced as the DAT immediately delivers a second song, which begins
with what seems like the sound of a child’s toy in a soon-to-be subverted
opening scene of a David Lynch movie.

“This is called ‘Baby Face,”” says Bono. “And in this brightly lit,
fucked-up commercial landscape we’ll have onstage, we take the audi-
ence through a window and there’s a guy watching somebody on a TV,
a personality, a celebrity he’s obsessed with. It’s about how people play
with images, believing you know somebody through an image, and
think that by manipulating a machine that, in fact, controls you, you
can have some kind of power [sings, in a chillingly sweet voice]: Watch-
ing your bright-lit eyes/In the freeze frame/I've seen them so many
times/1 feel like I must be your best friend/ You’re looking fine, so fine.”

As Bono harmonizes with his own voice, the spirits of David Bowic
and Lou Reed hover nearby. Right on cuc he stops singing and just as
you're thinking of the colored girls going do-de-do-de-do-do-de-de-
do-de-do, he smiles and says, “There hasn’t been a good do-de-do on
the album yet—so here it comes!” Hamming it up and calling to mind
some of his father’s heroes, he adds, “But you have to admit that Dean
Martin was great at that, wasn’t he? And Bing Crosby. What I loved
was the way they’d casually slip their hands in their pockets while
singing. I can’t do that at all—because all my jeans are too tight!”

Bono explains that “Dirty Day,” the next track, “is exactly as it
happened”: a largely instrumental sonic rumble, and ramble, made up
mostly of improvised rifts and rhythms in the studio.

“Iggy Pop was very much an influence in terms of the way he’d
make up songs in performance,” he explains. “So this is really U2 in its
most raw state. At the moment I’m toying with the idea of something
that keeps flashing up in front of me when [ hear the music, an image of
a father giving surrealist advice to his son. I also sce Charles Bukowski
in my head and the kind of advice he gives, like ‘Always give a false
name!” But whatever lyric [ finally put to it, the music strikes me as very
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sad. What I’m saying there is ‘Make
it better, son.” The feeling I get is
that the father has fucked off, or
something like that. Then again it
may end up being about Gorba-
chev! But what you're hearing there
is the base of what probably will
become a song, and the creative
process is obviously very much dic-
tated by the atmosphere the band
originally got while improvising,
That’s what will dictate the kind of
lyrics the song finally has.”

Continuing the father theme,
Bono laughs and says, “And here’s
another cheery little U2 ditty we
finished last night, ‘Daddy’s Gonna
Pay for Your Crashed Car.””

Bono sings: “You’re a precious
stone/ You’re out on your own/You
know everyone in the world/But
you feel alone.

“We use the reverb there to bring
my voice in and out of focus, so it’s
r1ght in your ear one moment, then
lost in the mix the next. We want it
to be disorientating, disturbing,” he
says, having cffectively fractured my eardrum with his shout. As the
tape winds into silence he picks up his guitar, saying: “That’s a blues, an
industrial blues. You could just as easily do it this way.” He continues
the above lyric but now sings it as a 12-bar blues. “Daddy won’t let you
weep/Daddy won’t let you ache/Daddy gonna give you/As much as
you can take.

“Now even though it has been heavily processed,” he explains,
“the point is it was written through that process, rather than written
as a blucs, then put through the technological mix you hear. It was
written back-to-front, as it were. Yet to me it’s definitely a blues song
for the *90s, as true to its roots as a song could be.”

Most of the new album was done in Dublin this spring. One song,
titled “Numb,” however, has its roots in Berlin, and in the recording
sessions tor Achtung Baby. It opens with a no-shit dialogue between
Larry’s sticks rapping a snare drum and Edge’s guitar spitting out
vengeful licks. The vocal, delivered through gritted teeth, is a litany
of commands made all the more powerful because they are almost
whispered.

“Edge has just got a list of things there, one following the other,”
savs Bono. “Don’t cry/Don’t eat/Don’t drink/Don’t sleep. 1t’s kind
of arcade music, but at base it’s a dark energy we’re tapping into, like
alot of the stuff on Achtung Baby. And, here, L use my Fat-Lady
voice that [ used on “The Fly.’ There’s a big fat mamma in all of us!
But you need that high wail set against the bass voice because the
song 1s about overload, all those forces that come at you from differ-
ent angles and you have no way to respond. It’s us trying to get
inside somebody’s head. So in that mix you hear a football crowd, a
line of don’ts, kitsch, soul singing and Larry singing for the first time
in that context. So what we’re trying to do is recreate that feeling of
sensory overload.”

“Numb” ends as it began, with a drumbeat yet minus Edge’s guitar
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lines. The drumbeat is sampled from the Nazi propaganda film 7r:-
umph of the Will.

Changing the tape again, Bono explains: “For us, it’s a new way of
working. We’ve been taking audiovisual loops and working with
them. That drum loop comes from the scene where an 11-year-old
Nazi plays the drum at the 1936 Olympic Games. And we’re going to
be playing, and using that loop, in the actual stadium where that boy
played, in Berlin. That’s going to be a very eerie moment, because that
boy could still be alive, I suppose.”

Silencing the DAT machine and switching on his PowerBook, he
brings up his “Lyrics” file, and says, “I wrote this piece called ‘In Cold
Blood.” I probably will recite it during the show. But this is as I wrote

it, L haven’t rewritten anything.” He recites the following;

I read a book once, called 7n Cold Blood.
Pages of facts did me no good.
I read it like a blind man, in cold blood.

So the story of a three-year-old child

Raped by soldiers, though she’d already died,

Made the mother watch as they fucked her in the mud.
’m reading the story now, in cold blood.

More now coming off the wire

City surrounded, funeral pyre

Life is cheaper than talking about it
People choke on their politicians’ vomit.

On cable television [ saw a woman weep
Live, by satellite, from a flood-ridden street
Boy mistaken for a wastepaper bin

Body thata child used to live in.

I saw plastic explosives and an alarm clock
And the wrong men sitting in the dock
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Karma is a word I never understood
How God could take a four-year-old in cold blood.

Ilive by a beach, but it feels like New York
Ihear about 10 murders before I get to work.
What’s it going to be, Lord, fire or flood?

An act of mercy or in cold blood?

Pausing after reading the lyric, Bono sips from his coffee and then
says, “Sometimes, in the middle of all the kitsch you have to stick the
boot in. But that lyric too is about overload and I want to use it as part
of ‘Numb’ live, though it may only be samples or lines I like. But it’s

not so much about the cold blood involved in the various acts 1
describe, it’s about the way we respond to those things. Maybe I'll just
do parts of that to the drum loop. And if I read it onstage I will be
standing in front of a 12-foot-by-12-foot television image of the child
playing that drum in 1936 in the Olympic Stadium in Berlin.”

Bono uses this example to highlight how deeply committed he is to
rock as an audiovisual form of expression. “The way we feel about it is
that rock 'n’ roll—whatever that is these days—is mutating and that
it’s always technology that spurs these mutations. It’s the electric gui-
tar that gave us the fuzzbox, the sampler that gave us rap music and so
on. And while I have respect for people who wish to ignore that
“filthy modern tide,” I don’t want to, I couldn’t. If you go back to the
birth of electric blues, many musicians didn’t want to leave their
acoustic guitars behind. If some hadn’t, where would the blues be
now, where would rock ’n’ roll be? Would we even have something
called rock ’n’ roll? And it was the bluesmen who also used electronic
distortion in its most basic sense. They’d attach bits of metal to their
drums so that they’d buzz and distort. And that’s what was happen-
ing right there at the beginning of the blues.”

The same, of course, applied to the birth of rock ’n’ roll when Sam
Phillips at Sun deliberately busted a speaker cone to get distortion on
“Rocket 88,” the track widely described as the first rock ’n’ roll recording.

“That’s what the whole thing’s all about,” says Bono. “Doing any-
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thing you can to feel the ground going from
under your feet and enjoying the sensation!
And that’s exactly where we’re at, though we
do alittle more than busting a speaker or an
amp! But the whole idea s as it’s always been
during the best moments in rock, pushing
things to see what might happen rather than
just sitting there and simply recreating, say, the
’70s, which is so fashionable now. Or any other
period in rock. If we’re committed to the art of
rock 'n’ roll at all we have to move forward to
see what we can make of the beast by pushing
everything to its limits. And, to me, that’s what
is most interesting about rock ’n’ roll and pop-
ular music, this state of flux.

“And this is where popular music, and
rock, is at right now,” he asserts. “People are
buying video games more than they are buy-
ing records. And I have to ask why would
people buy albums now? That’s why [ think
records should be more of a trip, literally. If
it’s just about songs, then make collections of
songs, taking the great songs from all over the
place, but for me it’s got to be more than that.
For me great records are, and have always
been, like books and movies. They’re another
place. And I’m not talking about concept
albums! Certainly our new record isn’t a con-
cept album. But the music of the Sex Pistols
was ‘concept’ music, a ‘concept album’ all
told. It was a world you entered into at 16, a
sonic experience hauling you in by throwing
images at you. And you disappeared into it.

“So, again, what we’re doing is not so far
removed from that, particularly when, on the
new album, the influence is so obviously
someone like William Gibson. All his con-
cepts about the future involve the use of
interactive means of communication. For all
these reasons it makes great sense to use all
that in our music. And that, to me, is where
music has to go.”

One track on the new album highlights the
ways in which U2 are intent on kicking rock
into the 21st century while refusing to deny
its equally important links to the past. That
track, “The Wanderer,” features a lead vocal
by Johnny Cash.

“Johnny Cash is a very smart man and he’s
definitely someone who had no problem
coming along with us for the ride, for the
trip,” says Bono, laughing as he changes the
tape. “He came in from day one and started
singing over what we described as this ‘Hol:-
day Inn band from hell!” And yet, seriously,
this song is definitely the antidote to the
Zooropa manifesto of uncertainty.

“Even if it begins with ‘7 don’t have a com-

pass/I don’t have a map’—in other words, [
don’t know, I don’t know, but I accept this
state of uncertainty—this track gives one pos-
sible solution. But overall on the album the
key is learning to live with uncertainty, even
allowing uncertainty to be your guide.”

Some of U2’s Christian fans may have
sensed the absence of the Lord on Achtung
Baby, despite the presence of the song “Until
the End of the World,” which Bono once de-
scribed as “a conversation between Jesus and
Judasin the Garden of Gethsemane.” Likewise
in relation to ZOO TV, which probably pre-
sented a new set of questions from U2 rather
than prescribing God as the answer.

“We deliberately kept that record for the
most erotic form of love so as to almost
exhaust it as a possibility, and I think that
makes it a kind of prayer, in a strange sort of
way,” says Bono, pausing and choosing his
words carefully. “Edge’s guitar solo in ‘Love
Is Blindness’ is a more eloquent prayer than
anything I could write.

“You go through phases in your attempt
to work out what it is you believe. And there
was a period back in the early *80s where we
lived a much more ascetic life and got a great
grounding in the fundamentals of what
Christianity could be. It wasn’t the kind of
Christianity that [ loosely grew up around. It
wasn’t particularly Catholic or Protestant, it
was more the cutting edge of Christianity.
And I’m really glad I have that base.

“At the time we probably were extreme,
because you are extreme in that honeymoon
period. And you’re always extreme when
you’re defensive. So I suppose we did build a
wall around us and just got on with what we
saw as our faith. But I do remember [manager
Paul] McGuinness saying to me, even back
then, ‘Look, I'm not sure [ share your faith
but I know it’s the most important question
to you. And that an artist, a writer, is going to
have to address that in whatever way you see
fit. And if you want to do so you'll get a lot of
stick, but go for it.” And we did so. And we
did get a lot of stick.”

Surely Bono himself, when he sees news
reports about atrocities in Bosnia, for example,
must have doubts about the existence of God.

“I’'m sure of one thing,” he replies. “Like
we say on Zooropa, ‘There’s nothing certain/
That’s for certain.” But if I was certain of any-
thing, I'm certain that you can’t pin our
actions, the actions of man in places like
Bosnia, on God. That is our final arrogance,
that we blame God for our own state. Most
people think we got kicked [cont’d on page 93]
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IKE SCOTT INSISTS OVER COFFEE IN MIDTOWN MANHATTAN.

E ENOUGH DAY, BUT AS SCOTT STARES AT A NASTY LITTLE

A @ 8 ENTRANCES, IT'S

AL SCOTTISH

DE HE CALLED




home before moving to New York a year and a half ago.

Still, wearing a floppy red hat and an out-of-towner’s casy smile,
Scott scarcely evokes a portrait of the artist as a bummed-out young
man. As the Waterboys’ frontman and driving creative force, the
singer has nurtured a reputation for sublimating his cranky and
melancholy impulses by writing romantic paeans that emphasize faith
and hope. His new album, Dream Harder, returns to the lofty, majes-
tic rock 'n’ roll that distinguished the Waterboys’ earliest efforts,
before Scott began the love affair with traditional Irish music that
engendered the band’s most recent studio efforts: 1988’s Fisherman'’s
Blues, a glorious Celtic brew of ballads and reels that was widely mis-
interpreted as Scott’s commercial death wish, and 1990’s gentler but
equally folky Room to Roam.

One of the most prominent themes on Dream Harder is that of
discovery. As song titles like “The New Life,” “Preparing to Fly” and
“Good News” imply, Scott’s new songs deal in liberating epiphanies.
Time and again, there’s a triumphant sense of having finally arrived at
that key kernel of truth that should have been obvious but wasn’t.

Scott looks down at his coffee cup. “Uh-huh. Yeah, it is so.
Ummn...yaknow, it’s hard for me to pick one area...I mean, you put
itin such wide-ranging terms...”

If Scott is carefree in spirit, he’s anything but glib in speech. Ask
him a question he finds vague, and he’ll call you on it. Ask him a ques-
tion he considers astute, and he’ll acknowledge your insightfulness,
then pause to consider whether or not he feels he can—or wants to—
answer it. And he knows such behavior hasn’t endeared him to every
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“We plaged
Lreamsongs
during Soundcheck.
and I realized it

journalist who’s crossed his path. “I've
come across a certain way in the past,
and it’s been my own fault. [ probably
took interviews very, very seriously.
But I'm lightening up now. I've always
been light in my Jife, but 'm trying to
lighten up where my media skills are
concerned.”

Light is hardly the word to describe
Scott’s latest music. With its crashing,
soaring modern rock arrangements and
passionate evocations of natural and

spiritual imagery, Dream Harder harks
back to 1983 and 1985, when the Water-
boys were being mentioned in the same
breath as U2, Big Country and a sprin-
kling of other bands who thought,
dreamed and acted big at a time when
popular wisdom dictated that less was
more. Of course, if these bands were
dissing the legacy of punk, it was news
to them. Just as U2 unabashedly wor-
shipped the Ramones, Scott harbors a
reverence for the Clash. In 1985, when
the Waterboys’ third album, This Is the
Sea, yielded a Top 30 single in England
with “The Whole of the Moon,” Scott
refused to promote the synth-laden
anthem on the popular British TV show
“Top of the Pops” on grounds “mostly
arising out of solidarity with the Clash.
The idea was that “Top of the Pops’ was
uncool, or ideologically unsound. ’'ve broadened my perspectives
since then.”

Scott still traces much of his personal and artistic growth back to
his move from London to Dublin after This Is the Sea was released.
His first years in Ireland were spent in self-imposed media exile.
Even the first album that would eventually materialize from his
growing infatuation with Irish folk music, Fisherman’s Blues, was
three years in the making. The idea was not to escape fame’s intimi-
dating shadow, as some assumed, but simply to get a life. “I had been
livin” in this kind of vacuum, doing interviews and going to sessions
and going to the studio. Anyone I met was someone [ was workin’
with. When [ moved to Ireland, the place and the people—and, soon
after, the music—enacted a great power on me. A whole new world
opened up, and [ wasn’t interested in playing stadiums or anything
like that. My sights and horizons just changed. The thing that [ was
missin’ in my life, which was a sensc of community and security,
came out of that time.”

So did the realization of his musical chemistry with Steve Wick-
ham, the Dublin-based fiddle player who played a principal role in
redefining the Waterboys’ sound and vision in the latter half of the
’80s. Wickham had first made Scott’s acquaintance while passing
through England around the time that Sea was released, just as key-
boardist Karl Wallinger was leaving the Waterboys to form his own
band, World Party. “Steve joined my band and became my best
friend,” says Scott—although he’s quick, as always, to point out that
the split with Wallinger was amicable. When Wickham left the
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Waterboys after Room to Roam was released, it was another turning
point for the band. In fact, it was before the fiddler bid Scott goodbye
and good luck that the singer first sensed that a change in direction
was imminent.

“I had been playing electric guitar during sound checks. And |
found that I didn’t want to put the guitar away; the bass player and
drummer would be there, and we’d play Cream songs and things.
And I realized that this was a sign: This is what I want to do! And
shortly after that, the band broke up. It was like a pack of cards col-
lapsing,” he laughs. Just as Wickham’s signing on had precipitated the
addition of traditional Celtic musicians—accordionist Sharon Shan-
non, flutist Colin Blakely—to the Waterboys’ lineup, his decision to
leave expedited the departure of those players. “All the folk instru-
ments just left, and I found myself on the road with a four-piece rock
band, playing electric guitar. And 1 was happy.”

After touring for a while, Scott and his Irish wife Irene—a former
recording studio manager whom he’d met just a few weeks after mov-
ing to Dublin—decided to relocate to New York City. As a native of
Edinburgh, the Scottish capital, and someone who’d spent a good deal
of time in London, Scott wasn’t intimidated by the prospect of living
ina metropolis. Still, he was wary of leaving Ireland, and the special
demands posed by the Big Apple. “Starting a new life in a city as
tough as New York is a very hard thing to do, and I resisted the idea
for a while. I had a lot of fear: Would I be able to make it in New
York? But I needed a new challenge, and I very much wanted to be in
the middle of everything, you know? I wanted to be where there were
all these recording studios, and lots of new musicians.”

One of the first things Scott did after settling in New York was to
hire a manager, Peter Leak, who handles 10,000 Maniacs and Cowboy
Junkies. “I'd been looking for a manager for a long time, but 1
couldn’t find the right one. That was another part of my problem with
doing interviews, actually. Without a manager, I had to cover a lot of
bases myself; to have done a substantial amount of interviews, at that
point, would have tilted the balance towards the insane.” The next
step was to recruit musicians for a new Waterboys album. Multi-
instrumentalist Anthony “Anto” Thistlethwaite, who had been the
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only original Waterboy
remaining besides Scott, left
the band after the Room to
Roam tour. In discussing
Thistlethwaite’s departure,
Scott speaks softly and seems
to weigh his words even
more carefully than usual.
“Anto and 1 had been
together for about 10 years.
We’d gone through a whole

fobethe
Iﬂn of rock
1 mII

journey together, and we
were beginning to repeat
ourselves. It’s very difficult
breaking up with someone
after that length of time, and
I think we both wanted to
keep it going for the personal
thing. We were very much at
case with each other; we’d
just laugh all the time. But
we would have been keeping
an old thing together for social reasons, not musical reasons, and 1
don’t think that would have been right. He’s releasing a blues album
now. It’s called Aesop Wrote a Fable. He’s been working on it for a
long time, and the songs are great.”

With Thistlethwaite gone, Scott had to start from scratch. His new
management company put out word in New York and Los Angeles
that musicians were needed for a new Waterboys project, and Scott
himself, still having something of the maverick in his system, went the
route of many a less established New York-based musician: He put
anad in the Village Voice. “It said, ‘Band sceking bass and drums, into
Clash, Hendrix, Waterboys.” In that order. “Yeah, it was very funny.
And we got to try out some great people. I think they were probably
told on the phone that it was for the Waterboys. Most of them proba-
bly hadn’t even heard of the Waterboys—probably had come down
because of Hendrix!”

In the end, Scott wound up using folks who were a little better con-
nected. Along with the singer—who also plays guitars, keyboards and
some percussion—guitarist Chris Bruce, bassist Scott Thunes and
drummer Carla Azar make up the nucleus of the band on Harder.
Azar, known for her work in Wendy & Lisa’s band, was the sugges-
tion of a friend of a friend; Thunes, who has played with Frank Zappa,
came to Scott’s attention through his new record company, Geffen.
Jules Shear and drummers’ drummer Jim Keltner are among the
musicians who make cameo appearances.

Asked to identify which members of this illustrious cast are consid-
ered part of the current Waterboys lineup, Scott smiles and sighs, “1
don’t know.” The singer glances out at the strect again. “I could settle
on a bunch of players now, and we could work together till the mil-
lennium. Or it could go another way.” As Scott himself admits the
next day, “the band is a floating, ever-changing thing. At the moment
it’s up on a sandbank, lookin’ for the next bunch of guys.” As it turns
out, not one of the musicians who played on Dream Harder will be
able to go on the road to promote it: “They all have other gigs. 1
haven’t nailed a touring band yet, but I'm workin’ onit.”

He’s also working on new material. Just as Dream Harder presents

areclamation of the Waterboys’ old epic rock turf, invigorated by a
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few offbeat flourishes—the chunky reggae
foundation of “Suffer,” for example, or the
acoustic folksiness of “Corn Circles,” which
evokes Neil Young at his cutest—Scott
expects that his next recording project will
turn another corner. “Most of the songs on
Dream Harder were written just before |
came to America or just after. The new songs
I’ve been writing since then are very much
influenced by what I'm hearing around me in
New York. I listen to gospel music, I like
blues music. I’'m hearing now how American
musicians play differently from European

musicians. [ mean, I’ve played with some
British musicians who are very free and far
out, but there’s something about the way the
American guys play that I find really fresh.
They get their balls out very readily, and I
like that.”

According to Niko Bolas, the American
engineer/producer who recorded and mixed
Harder, Scott appreciates directness on the
other side of the board as well. “Everybody
told me he’d be difficult to get along with,
but working with Mikey was the easiest job
I’ve ever had. It’s just that he knows what

v, ML

U2 ZOOROPA

ﬂ

recowu! Mafch throu

broduém l*y Fl&d \Brian Enot‘nd‘

" l" lncludes"JWL ';‘
11} ‘\1 1 !

' N' 'i' llmuin'w

1" lt ulmlu{n
‘"i | umv

11: ’ || “l '“" |4
L

Il

44 AUGUST 1993

J.L

Ah May.of t

”‘Rub!in
| d*"* 1

|| 1

|‘.4_

" (lead voca{é by m ﬁjqﬂ) and “LEMON” '} '

" ‘.‘H"x‘,"

“'a i "'”M

feels good, and you can’t bullshit him. When
he’s not on, he’ll be the first one to admit it.
But get him in a situation where he’s com-
fortable, where he forgets he’s doing a job
and just lets things flow out of him natural-
ly—you just have to hit ‘record’ and you're
done. What comes out of him when he’s not
even thinking is the sort of stuff everybody
wishes they had.”

Whatever countries or planets the next
musicians who play with the Waterboys hail
from, Scott will choose them on his own
terms. “In my early days in the music busi-
ness, people were always trying to pressure
me to do things for reasons that had nothing
to do with music. You know: ‘Ah, just get a
pickup band and do the tour—doesn’t matter
who’s in the band.” I’d think, the hell with
that! I’m not gonna have a bloody pickup
band; I care about my music. I've always
been in this for the music.” But as Scott’s per-
spectives have broadened, he’s come to real-
ize that caring about music doesn’t necessari-
ly preclude promoting it in a media-savvy
fashion. Case in point: Having denounced
videos throughout the course of his career—
other than a live performance clip of “The
Whole of the Moon,” he’s never agreed to
take part in one—Scott says he has every
intention of using the medium to promote
his new album.

“It’s hard for me to explain, but I now feel
that I should use things that are here. I
remember when CDs first came out; I
thought, ah, [ don’t like that—because | was
attached to the old format. I get very attached
to things, but ’m realizing I can let go of that.
I can let go of my preconceptions about
video. I can step into what is, for me, a new
thing.” Easing the transition, he claims, is the
fact that David Geffen has made it clear to
him that he’s under no pressure to bow at the
altar of MTV. “He said, whatever you want, 1
want you to be comfortable. He’s a smart
man; he knows that if he allows me that free-
dom, I just might doit!”

So does Mike Scott want to be a full-
fledged modern rock star?

“Oh, I want to be king of rock ’n’ roll!”

No visible traces of sneering irony register
on his face. Does he really want to be a rock
star?

“Oh, yes! Id like to be selling many, many
more records than I've been selling.”

Scott laughs, “You know, I've always
loved Bob Dylan and the Beatles and the
Stones and Bruce Springsteen and David
Bowie. Those are the people I grew up lis-




tenin’ to, and the whole world listened to
their music. I was living in a small town
called Ayr, and all my first garage bands were
based in that town. And our dreams were to
be as famous as the Beatles and the Stones
and Bowie, so that people would feel as
strongly about our music as we did about
that music. That’s what drove me when I was
alad.”

Rock star ambitions notwithstanding,
Scott’s most consuming project these days is
“becoming more self-aware, and taking
responsibility for my own life.” Having
smoked cigarettes and the occasional reefer in
the past, he now rejects both habits as dis-
tasteful and insidiously diverting. And he and
Irene are now considering buying a house of
their own, preferably in a more rural area.
“I’d love to have a kid, ves. Never really
thought about it for an awful long time, but in
the last few years I've thought about ita lot.”

In pondering the Dream Harder lyric
sheet again, the question begs itself: Does
having “found God where He always was”
enter into any of this?

“I believe in a creator,” he says. “I read an
interview with Willie Nelson where some-
one asked him why his life had turned out as
it had, and he said, ‘Fortunately, we’re not in
charge.’ I knew how he felt. I never dreamed
my life would turn out like this. But I believe

l DREAM STARTERS |

n Dream Harder MIKE SCOTT and his
Waterboys used an '89 Les Paul Stan-
dard, a "78 “The Paul,” a Danelectro 12-
string, a gold James Trussart Steel Dev-
Hie and a Jackson Soloist, alf strung with
Ernle Balls; their acoustics were a Martin
Shenandoah HD-2832 with a Thinline pickup
and a Taylor S55 12-string with a Fishman pick-
up, strung with Martins. Also on hand were var-
ious electric and upright basses, sitars and
bouzoukls. Effects included a Hendrix wah, a
Rotovibe and Turbo Rat and Boss Turbo distor-
tions. The Boys ran through a Marshall JCM
900, an '89 reissue Vox AC30 and a Fender
Super 60. Microphones inciuded Neumann
U47s, Manly Gold References and AKG 414s,
and additional color was provided by a Roland
FP8 digital plano (sometimes through a JC-
120), a Hammond B3 with a Leslie, and a
Farfisa.
The Waterboys use dw, Premier, Pear] and
Ludwig drums, various American Indlan ratties
and shakers and tubular befls.

we’re here for a reason. Something made us. 1
think love made us, and I think love is our
true nature. I used to have an intellectual
notion of God, but it’s different now. God
has to come down from the head into the
heart to be effective in the world.”

Scott leans forward in his chair, nodding
thoughtfully. “The perception of God is an
unfolding thing. I have a very flawed and
cloudy perception of Him. But I do feel that
we’re closest to God when we experience
great love—any kind of love. There was this

anniversary of Sgz. Pepper’s... They went
back to all these people who had been around

in ’67 and said, well, how do you feel now?
Do you still think that ‘all you need is love’?
And people would say things like, of course
you need love, but you need money as well;
or, you need a steady job; or, you know, you
necd this or that kind of security. And the
one person they asked who stuck with it was
George Harrison. He said, ‘All you need is
love is my story, and I'm stickin’ to it.” And 1
think that’s cool. Because if you’ve got love,

great program that I saw on the twentieth

everything else gets thrown in.”

T
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There are three things you need to get a great recording: a great
microphone, a good compressor, and Lexicon Reverb. With
improved recording technology for home studios (affordable
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By now you probably realize that cheaper isn’t always less
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bought the instrument you really wanted? Instead, you couldn’t
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Down the road, you'll end up trading in your processor for
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doesn’t sound like such a great deal. And you'll be thinking,
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The fact of the matter is, Lexicon processing can be yours for
less than $399. With the new Alex Digital Effects Processor, you
can have the famous Lexicon sound in a simple, straightforward
package.
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' T’S BAD enough dealing with a

‘ handicap like being born with no

talent. Worse still is discovering

| your gift, slogging for years to cul-
tivate and maintain it, and in the
course of indulging rock-star ex-
cesses, obsessive practicing or just
being on the wrong end of plain
bad luck, inducing a handicap that
could cost you everything.

This is not to grieve those famous acci-
dents which happened early and were ta-
ken in as part of the learning process, like
the mysterious tragedy which cost young
Jerry Garcia most of his right middle fin-
ger, or the industrial mishap which now

requires Black Sabbath’s Tony Iommi to

wear plastic fingertips on his fretting

. -
hand. These are the cases of the unfore- ( : o
seen, and the struggle to overcome. éy W (4 d J /Z[CO/'




MICHAEL OCHS ARCHIVES

DJANGO REINHARDT
Injury: Paralyzed left-hand ring and pinky
fingers

Cause: Trailer fire

Treatment: Untreatable

Result: Forced to revolutionize jazz
guitar with two viable fretting fingers
and thumb

YNGWIE MALMSTEEN

Injury: Brain hemorrhage and nerve damage
Cause: Automobile accident, 1987
Treatment: Therapy, daily cight-hour prac-
tice sessions

Result: Prolonged hospitalization, coma

SHETIW TINXO

and impaired motor skills; rendered unable

to plav for three months. “But as this injury
healed,” Yngwie reports, “all the practice |
put in clevated me to another plateau. So
right now—I might sound alittle like I'm
bragging—but I feel like there’s no bound-
aries to what I can do.”

LARRY CARLTON

Injury: Severe nerve shock induced by neck
wound

Cause: Shot while standing in doorway of
studio, 1988

Treatment: Mood-clevation drugs, exten-
sive physical therapy

Result: Gradual convalescence; couldn’t so
much as raise a drinking glass because of
muscle atrophy in left arm, and had to hire
rhythm guitarist for a track on solo album.
“When I would pick up the guitar I knew
would be able to play it,” Larry smiles, “but
it just hurt too much and I would crv. One
evening I actually played a couple of licks on
a gut-string with the neck shaved down, and
that even hurt. My outlook was like the
devil’s advocate: “Yeah, I’'m gonna play
again, but I wonder if I'll ever play as good

»

as [ could before.””

MICHEL DELSOI

PAT MARTINO

Injury: Brain ancurism, 1980

Cause: Unknown

Treatment: Surgery

Result: After his operation, Martino had no
memory of playing, and completely re-
learned the instrument by listening to his
own recordings and taped performances; his
astounding “comeback” is documented on
1987’s The Return.

ROBBEN FORD

Injury: Tendon protrusion and inflam-
mation in left palm, severe aching in both
forearms

Cause: Overuse syndrome: manual overex-
ertion, 1989

Treatment: Massage, Nikken magnets
applied during sleep

Result: Periodic pain during and after play-
ing. “The magnets helped a little bit,” savs
Robben. “They aid blood circulation, which
helps your muscles heal faster; the ones 1
used on my forearms were about six inches
by one-and-a-half inches, attached with an
Ace bandage. Acupuncture didn’t work at
all. And though it was recommended to me,
I would say not to usc the hot and cold
treatment of warming your muscles before
plaving and then icing them down after-
wards. I think all of it probably came from

A
S

stress, of being in bad health on the road.
I’ve learned you really need to take good
care of yourself.”

:@
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JOHN MCLAUGHLIN

Injury: Left-hand index finger severed at first
joint

Cause: Sliced by television sliding over steel

mounting track, 1990

Treatment: Digit reattached and temporari
ly immobilized

Result: Couldn’t touch the instrument for
two months. “I was having nightmares,”

Tohn savs, “waking up in the middle of the

night sweating. Something like that can
happen. We don’t know what destiny has in
store for us, and vou can onlv deal with it
when it happens to vou. But 'm a very
optinmistic guv. [ believe evervthing is a
blessing, or in disguise. Even that is a bless
ing i disguise in some way. It’s hard to find
whatits....”

JEFF BECK

Injury: Snapped first joint of thumb

Cause: While sliding extremely heavy wood
planks covering his grease pit, the far end of
one slab fell in, causing the near end to trap
hand against underside of car, 1987.

Treatment: Onc bottle alcohol, taken
internally

Result: Didn’t release a record for three
vears. It was about a vear before [ got the
feeling back in the tip,” savs Jeft. “I could
stll play, because the thumb was poking up
verticallv when [ held the neck; [ couldn’t
bear to wrap it round. T couldn’t believe
that the broken tip of the finger could be so
painful. But vour whole body just feels like

1t's been run over by a truck. In the middle

of the night, sav, vou’d forget that vou've
done anvthing because vou’d be inadeep

sleep, and vou’d mavbe flex and stretch

aaahbh!”

PETE TOWNSHEND

Injuries: 1) Smashed and cut right hand,
1979; 2) impaled right hand, 1989; 3) broke
right wrist, 1991.

Cause: 1) Swung hand, windmill-stvle,
against heavy strings; 2) swung hand, wind
mill-style, into vibrato bar of guitar; 3)
broke wrist in bicvcle accident on holidav on
the Scilly Isles.

Treatment: 1) Intrepid efforts to perform
with cumbersome cast on picking hand,
1979; 2) cursed self until microsurgeon diag
nosed no permanent damage, 1989; 3) heli
coptered to mainland, had wrist set, 1991.
Result: Can no longer rotate wrist or strum
wiplets. “I used 1o console myself, ‘Okay, |
can’tdo what Yngwie Whatshisface can do,
but neither can he do my flamenco thing,””
savs Pete. “And having it kind of snatched
away, itjust made me think, “Well, this is ¢

clestastes, man. What do vou do now?” "™ &
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SLANDS OF COLOR dot the mountains around Los Angeles, as sudden bursts of springtime hue

mock the the scorched beige tinge of quickfire grass that covers this parched land. Jacaranda trees burst

forth in lavender bloom, like immense lilacs to these Eastern eyes, offering a gaudy promise of life and

renewal against the queasy climate of a stage-two smog alert.

Onc of the first things I sec when [ enter the workshop/studio section of Steve Vai’s multi-tiered hill-

side dwelling is a jacaranda-colored Taylor acoustic guitar, the spruce and maple grains luminescent in the

translucent lavender glow. “Too bad the weather’s so bad,” Vai shrugs as I admire the instrument. “We

could talk out on the back porch. My wife’s got a beautiful garden going back there.”

And Steve Vai has got a whole garden of viable possibilities blooming forth as he prepares, for all intents

and purposes, to initiate his solo career after more than a decade as a
sideman: first as the resident stunt guitarist for Frank Zappa (and
Satan in the film Crossroads); as a session whiz for artists as diverse as
Indian violin virtuoso L. Shankar and punk godhecad Johnny “Rot-
ten” Lydon (check out his soaring solo over Ginger Baker’s tribal beat
on “Easc”); and as a well-paid hired gun for arena-rockmeisters like
Alcatrazz, David Lee Roth and Whitesnake. Pretty cool for an Italian
rock *n’ roll guitarist from Carle Place, Long Island.

Vai’s first solo flight Flex-Able was a charming sketchbook of musi-
cal impressions and experiments, never intended for public consump-
tion, which sold like nobody’s business. But with the release of his
instrumental jubilec Passion and Warfare
(which went gold in nine weceks), all the
gyrations and aspirations in his music, the
wealth of contradictions and conflicting
impulses (extremes of order and chaos,
bliss and pain, spirituality and paganism,
lyricism and lunacy) were laid bare in a
swelter of commercial and avant-garde
styles for legions of stringslingers to wor-
ship in wonder. Would the real Steve Vai
please stand up?

Vai laughs off that notion. “I’'m one of
the fortunate ones who can really do
whatever the hell he wants. I think when
people perceive me, they see this weird
creature who synthesizes these different
clements, and just when you think it’s
going to do a certain thing, it goes and
does something else. Like, I say to
mysclf, I'm going to sit down and write

a song and make it real straight-ahead so
people can listen to it, and then I get these ideas and I'm forced to
throw things into them. I’'m cursed with this desire to express
mysclf in this weird sort of pandemonium, right when I've got
everything together.”

Such is the duality of guitar deity Steve Vai. With his composer’s
head and his rock *n’ roll heart, Vai is among the most intriguing of all
the scalar spawn who’ve been swimming upstream since Led Zep-
pelin conquered 'M radio in the carly *70s. Is Vai a bold conceptual

force or just another hot soloist? Morc ambitious or simply more pre-
tentious? Only time will tell, but based upon the cameos [ heard of his
first album of songs, Sex and Religion, the guitarist does indeed seem
capable of summoning light without heat; ready, willing and able to
test the waters of pop with something other than a tried and true gui-
tar jock record.

“I'vealways been interested in composing and the idea that you can
take little black dots and put them on paper and somebody knows
what you’re talking about,” he says. “I'm more of a musician than [ am
aguitar player as such. It’s more of a struggle for me to play the guitar
than it is to compose. [ have physical limitations. But when [ have a
picce of manuscript paper
and an instrumentation to
work with, I feel more free
than in any other aspect of
my life. And I've gone
through several changes—or
at least / haven’t, but the way
people view me has—because
I like rock ’n’ roll; I like the
high energy. What I try to do
is fuse more of a musical as-
pect into it but people don’t
understand why, because
they feel that if you are edu-
cated musically, you can’t
really bearock *n’ roller. Peo-
ple who are dogmatic cut
themselves off from things,
and their experience would
probably be much richer if
they could open up.”

Like most young electric guitarists of the post-Zeppelin era, Vai
was swept away by the technological and artistic breakthroughs of
rock’s first great instrumentalists: Jeff Beck, Eric Clapton, Carlos San-
tana, I'rank Zappa, Jimi Hendrix, Jimmy Page and Allan Holdsworth
can all be heard peeping through Vai’s arrangements on Passion and
Warfare. Still it all comes out sounding like Steve Vai, as if those styles
were churned through a late-Coltrane Cuisinart, liberally whammy-
bar’ed with Tabasco overtones and cranked through a MESA/Boogic




“Weting lyecs aboul what I feel & sqppy
and would matke eveybody cange. I like to walh the lie

between cangy and acceplable.”

for maximum overdrive, velocity...and melodic content. Because for
all Vai’s chaotic instincts, for all the bizarre vocal effects he can wrest
from a guitar, lyric instrumentals like “For the Love of God” and
“Sisters” reveal him to be a romantic at heart.

But it wasn’t romanticism that arrested the endocrine systems of
millions of teenage boys—it
was noise, Jim, and if there
hadn’t been an Eddie Van
Halen or a Steve Vai to key the
stylistic evolution of the clec-
tric guitar, nature would have
been compelled to create one,
because those ideas were sure-
ly in the air some 20 ycars
ago...waiting for the prophets
and lawgivers. Van Halen put
modern electric guitar on the
map, but [ doubt if he was out
there alone.

“It’s hard for me to sit here
and tell you [ was doing that
hammer stuff before I heard
Van Halen do it,” Vai points
out. “I’ve never said that in an
interview; it sounds like I’'m
trving to take credit for some-
thing he made popular—but [ was doing it, long before I heard him. 1
have a lot of admiration for the guy, even though he gets in the press
and says that every single thing / do is a rip-off of him, only alls I do is
play it faster. Which I don’t really care about, first of all. Second, he
was inspirational because he did it much better than me when I first
heard him—he made hammering work. I mean, [ was already doing
hammering stuff, but when he started doing it, it was just devastat-
ing—it was simpler.”

Thanks to Van Halen and Vai, the floodgates opened and the instru-
ment may never be the same. [t’s all a bit imposing to a semi-en-
lightened noodler like myself, for whom Tal Farlow’s choruses of har-
monics on “My Romance” seemed plenty adventurous, thank you.

“Yeah, like Lenny Breau and Eric Johnson,” Vai concurs. “That’s
something ditferent.” Vai grabs his Taylor acoustic to demonstrate.
“You see, there’s different harmonics. You divide the string in half and
you get an octave, and if you do it in a third, you get a higher octave.
There’s harmonics all over—that’s just the overtone structure of the
instrument.

“When it comes to fast hammering, I try and hit the notes so they
ring as evenly as a note that's picked, then pull off to vibrate the string
so that next note you pull off to has a clean and level vibration. So to
hit three notes, you pick a note, hammer a note, and then you can’t
just let go of it when you pull off—you have to sort of pluck it. Then

vou add distortion, which allows for all those screaming notes, and
harmonics where there are no harmonics, and those notes can be even
more piercing.

“I was sitting in my recording studio, and Edward came in and
picked up my guitar, and played it, and it sounded like him; it didn’t
sound like me at all—it didn’t even
sound like my tone. He’s a natural. |
don’t know if guitar players figure out
Steve Vai riffs. [ mean, I’ve heard guys
who sound like me, or are trying to,
but from it will come things that they
canuse.”

Even for so gifted a stylist as Vai, the
temptation towards self-parody is enor-
mous, but the guitarist is too talented
and ambitious to be defined by his
instrument or his chops....or the compa-
ny he’s kept. And, of course, the most
natural way to get past the technique and
image trap is to come up with your own
music; it’s here that Sex and Religion
offers the most tantalizing hints as to
Vai’s vision of the future.

In a sneak preview of Vai’s maiden
voyage as asongwriter and bandlcader—
admittedly stacked in favor of his beloved
“outside” arrangements—I experienced a churning, propulsive, unpre-
dictable kind of highbrow hardcore, with a crafty pop overlay and a lig-
uid-cherry center of post-adolescent angst and rebellion. That basic
crunch beat was always lingering around, even when Vai and company
went off on his patented harmonic/metric tangents—which was often
enough to keep me satisfied.

And it’s hard to overestimate the impact of Vai’s 21-year-old vocalist/
guitarist Devon Townsend on all this—he makes Ax] Rose sound like
Johnny Mathis. Townsend’s is something of a Cinderella story. The
Vancouver native mailed an unsolicited tape to Relativity, whose presi-
dent flipped and sent it along to Vai. He flipped. Now Townsend’s
rolling around naked in the snow, howling at the moon and helping
define the tone of what may turn out to be a very forward-looking, vital
rock band. Townsend has enormous grace and musicality and Vai’s
tricky, carecning melodies faze him not a whit, but it is his beserker
emotional range that helps focus Sex and Religion, gives ita dynamic
edge and keeps it from making an overly artsy descent into fusion/pro-
gressive purgatory. [ was surprised by the music I heard and said so.

“What were you thinking that it would sound like?” Vai wondered.

Like some of the more grandiloquent passages from Passion and
Warfare.

“Grandiloquent?”

Sure, you know...ahem... “If [ were king of the foresssst...”
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“When I staited lnking aboul money, lke a SHollywood
guy, Lappa said: Do the musc Yoe way i stotld be dore.”
Sl toaecd moze tmpact than any rotes fe weote.”

Vai laughs. “This band that I'm working with, there’s a lot of high
energy. I have fabulous musicians in T.M. Stevens and Terry Bozzio,
and Devon...” Vai pauses in delight. “Wooooo00! 1 tell you, this boy
1s a wild card—he’s the anti-rock star. He’s got the pulse of creativity
that youth has, and doesn’t have the hangups of caring if it’s accepted
or not.

“Live, this is going to be spectacu-
lar. I've been in big rock bands, and
I’ve learned where the gaps are and
what you need to do to fill in where it
was lacking, and I want to bring all
that to this band. I especially want to
bring back that aspect of improvisa-
tion that’s disappeared from rock ’n’
roll. But it’s a show, too. Everybody’s
got cool hair and clothes, and that’sa
big part of the presentation. If some-

one wants to go grunge,
that’s great, but I happen to
like the stylistic look of a rock
band.

“Musically, T.M., Terry
and I could easily go to fu-
Mars. When we
jammed it was the most

sion

powerful thing I ever felt.
And I think I captured some
of that on Sex and Religion,
even though we didn’t all
play together. TM. brings a
great feel to everything.
He’s like...big. His aura fills
the room. And his bass
sound 1s so big and funky. And it’s been a dream of mine to play with
Terry, and it was quite the honor to have him on Sex and
Religion—he was fabulous. People think of Terry as a great drum-
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KNOW YOUR MARKET:
With Zappa (“profound”),
David Lee Roth (“intense”)
and Whitesnake's David
Coverdale (“enjoyable”).
“Why condemn yourself
because you have the
desire to do a lot of differ-
ent things?”

mer, but they don’t know that he’s an incredibly musical person. His
drumming is an orchestration of his musicality.”

Still, for all of the creative input Townsend, Stevens and Bozzio
bring to Sex and Religion, this is by no means a purely collaborative
project. He’s been such a stalwart team player for so long, has subli-
mated his ego for so many leaders, that
the allure of micromanaging every
aspect of these songs was irresistible to
Vai the arranger.

“I needed to get more freedom in this
situation,” Vai explains. “I’'m such a
control-type person that sometimes it’s
to the detriment of the band or the per-
sonalities. Because a rock 'n’ roll band is
really an unconditional acceptance of
somebody’s offerings. Although I'm
not incapable of that type of situation...
right now it doesn’t feel right. I need to
be a bandleader, to be the juggler.

“The process for this record was different. I
ended up writing itall, and doing it in my house in
Tahoe, away from the musicians, just imagining
what they would do, instead of us all being in a
room and saying ‘let’s jam’ and seeing what we
come up with. It wasn’t unconditional accep-
tance, so by those standards, it’s not necessarily a
band band. What someone like Terry is looking
for is that unconditional acceptance. So it would
be very hard for him to join a band like this. In the
future I’'m hoping to make it more cooperative,
but because of timing and distance between people, it didn’t turn out
that way—maybe that’s what I chose to do, too.

“The songs were my focus on this project. I think lyric writing is
such a subliminal art that you can write something and not understand
whatit is, then look at it and realize it came from someplace within you
that was real—and then you can attach meaning to it afterwards. And
one word could change it completely. Sometimes certain words may
be wrong, but you can’t really explain...why. I realized that in doing
this record, because I'm not a terribly experienced lyricist.

“It’s quite a blanket to shield yourself from writing lyrics,” Vai
laughs. “I’ve never released [a whole record] with lyrics, and it’ll be
interesting to see how it’s received, because [as an instrumentalist]
what you’re saying and feeling is what you’re saying and feeling when
you play these melodies. But give someone a pen and paper and they
express it differently. I could easily go off into realms of fantasy about
what I feel when it comes to writing lyrics, but it would be sappy, and
would make everybody cringe. So I try to construct those feelings in
such a manner that they have a subliminal impact. I walk the line
between cringy and acceptable, which is a border I like to walk.”

PHOTOGRAPHS: NEAL ZLOZOWLR;
(ZAPPA) NORMAN SEFFF
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The American Southwest is full of rich traditions. Few
places on the globe have as unique a character — from
the organic architecture to the enduring native culture.
The Takamine Santa Fe captures the personality of the
Southwest in an acoustic/electric guitar

that’s unlike any other.

An extraordinary black crow rosette, made

of padauk, ebony and maple, is hand-inlaid

into the select solid cedar top. The richly

figured silky oak back and sides

are bound with multi-colored binding.

Natural turquoise inlays decorate the

fingerboard.

But the stunning look of the Santa Fe
is only the beginning of its appeal.

Acoustically, its got a sound that’s as big as the Grand
Canyon and clear as the Taos sky. Plug it in and you’ve
got an instrument that’s as hot as a jalapeno. Six individual
vibration sensitive pickups capture the true sound of the
: Santa Fe and the onboard electronics feature
active high and low pass filters in addition

to a parametric band that can contour any

frequency between 100Hz and 10kHz.

So you see, with a Takamine Santa Fe,
you get a guitar that’s every bit as
versatile and exciting as the land that
inspired it. Try one at your Takamine
dealer today.

For complete information, write to:
Takamine Guitars, PO Box 507, Bloomfield, CT 06002
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ET EVEN BEFORE Vai could walk, he was touched by a sense
of music’s essence and its possibilities, and of his talent for actu-
alizing those feelings and bringing them to carth. “The carliest
memory | can recall was [ was slecping and woke up—and |
wasn't quite awake—I was in this strange mental state and was
hearing a sound. It was
like a bell or a whurrr;
it wasn’t like [ was
hearing with my phys-
ical ears, it was an internal thing,
and what [ was witnessing was
this...vastness. [ can’t really
explain it. It was this state of
mind where everything was
expanding,

“I’ve always felt the same
way as long as I can remember.
[’ve always been interested in
constructing melodics. [ would
try to take melodics and play
them on this little Kenner
organ my mother bought me
for my sixth birthday, on
6/6/66...but I'm not the devil.
That organ was precious to me.
[ remember playing cvery little
theme [ heard, and it scemed so simple to me: The notes get higher,
and then they get lower, y’know, and if you want a melody that
sounds like this, you go like this—it just scemed natural.

“My dad was militant about practicing the accordion a half-hour a
day. Iralian family from Long Island, so you had to play the accor-
dion: ‘Lady of Spain,’ ‘Arivederci Roma,” ‘Volare’—the whole nine
yards. I developed a great sense of melody, but [ was appalled by the
accordion. But when I finally said I didn’t want to play anymore, he
was okay. Meanwhile, [ developed good keyboard skills.

“I used to hear this strange music coming from my older sister’s
room, Led Zeppelin I1,and [ was totally enamored with the guitar play-
ing. “This is just it. This is what [ want to do!’ I literally slept with my
guitar—still do sometimes.

“I practiced no less than nine hours a day, because I had a list of
things [ had to get through. And 1 used to write down my regime
every day. [ would have everything mapped out, even my masturbat-
ing time, all in hour increments. And by hook or by crook [ made that
my objective every day. It got to where Id come home Friday from
school and sleep until the middle of the night, then practice until I had
to go to school on Monday.

“I'learned all the different techniques: retrograde and inversion, all
the classical parameters like figured bass, and all the drop voicings, all
the regulations. [t was wonderful in high school that way, because [
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was moonlighting with the rock band, playing Kiss, and meanwhile |
was composing a score for the school orchestra, the first score I wrote,
called ‘Sweet Wind from Orange County.””

Vai went to Berklee to keep his rock chops together. “It was educa-
tional because I felt inferior to all the wonderful musicians there so [
didn’t compete,” he says, “I just tried to
absorb. And I got Zappa’s phone num-
ber from a friend of mine who got it
from this studio in New York. So [ sent
Frank some Edgard Varése scores he was
trying to get, because the Boston Public
Library had an incredibly rich music
department. And [ sent hima tapcand he
just flipped. He wanted to fly me out and
audition me for the band but [ told him 1
was 18—it was just like, whoa...sorry.

“So I made my way outto L.A.and
began transcribing for him, and he was
impressed enough to hire me to tran-
scribe guitar solos and drum parts. It
would be something to the cffect of tak-
ing a bar and then, say, any meter—pick
a meter—and then a polyrhythmic
structure that spanned one or three or
parts of those bars, and that polyrhyth-
mic structure may be something like 10
cighth notes played in the space of seven eighth notes, and then within
those 10 cighth notes there’s subdivisions of rhythms thereof.

“But what I learned from Frank was much greater than music. [
was doing this transcription, a lead sheet thing. And at that time what
they did was pay you for the number of bars of music—some
ASCAP/BMI kind of thing. There was this one song which could
have cither been done in 2/4 or 4/4, so almost tongue-in-cheek I say to
Frank, “You want me to do it in 2/4 so there’ll be more bars and you
can make more money?’ And his reply was just so pure: ‘I don’t need
to make my money that way. You’re starting to think like a real Hol-
lywood guy now. Do the song the way it should be done.” And that
probably had more of an impact on me than any notes he wrote.”

Soon, Vai launched his apprenticeship as a full-fledged member of
Zappa’s ensemble, assisting the leader with arrangements, playing the
impossible written parts, even getting the occasional solo feature. But in
the mid-"80s the young guitarist hit an emotional wall, out of which
came a much stronger, more mature individual. (“It was a death—I
spent 15 percent of the time doing what adolescents do, and spent the
rest playing the guitar.”) After a bleak period of spiritual soul-scarch-
ing, he moved on to a number of high-paying, high-visibility arcna-
rock gigs that helped bankroll his current artistic independence,
cement his divinity among teenage stringslingers and provoke a cer-
tain ambivalence about his artistic goals among fellow musicians and
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Only N/DYME® Series III microphones deliver ultrawide, smooth frequency response, high output
and great feedback rejection —along with the lowest overall handling noise going.

Critics say, “EV N/DYM Series 111 scores tops in handling, hum and pop sensitivity. They are much
better than the rest...”” N/DYM mics have also received #ux Magazine's TEC Award
for excellence in transducer design.

So get to your EV dealer and compare N/DYM to any other mic. N/DYM Series 111

will turbocharge your performance!

Electro-Voice, Inc. a MARK 1V company 600 Cecil St. Buchanan, M1 49107 616/695-6831 800/234-6831 In Canada: 613/382-2141

“Reprinted with the permission of Live Souna! and Touring Technology magazine.



members of the press. Still, Vai, as self-motivated a cat as you're ever
likely to meet, was always able to manufacture some sort of challenge
to drive him forward.

“I don’t discount onc second of any of my performances with any
of those bands,” he says. “One of the things [’'m most attracted to is
energy—intense fecling. And with David Lee Roth or Whitesnake you
can experience an cnergy you may not get playing with someone like
Zappa, and vice versa. I don’t have any limitations; if [ want to take the
guitar off and throw it in the air, I've got the freedom to do it.”

And now Vai has the freedom to do pretty damn much whatever he
wants. And that covers a lot of ground, from his burgeoning aspira-
tions as a composer, the directions he wants his career to take, and his
sense of inadequacy as an instrumentalist. “With Sex and Religion, 1
didn’t focus on the guitar per se,” he says. “I focused on songwriting,
producing, working with musicians; the keyboards took a lot of
work, but I wanted that flavor. My playing suffered because [ haven’t
had the hours to put in, but that was a conscious decision.

“My decision is that I'm going to go into hyper-guitar mode,
because it’s going to take a lot to get this show out on the road—a Jot of
guitar playing. Then I have this project with the Orchestra of Our
Time in New York. And I'm orchestrating two-and-a-half hours of
my music for a 30-piece orchestra and a rock band. We’re trying to
schedule some shows on the East Coast, like at Radio City Music Hall,
which is all down ultimately to how many tickets I can sell. And there
are other projects which are too far off to talk about, but they’ll consist
of alot of guitar. [ want to create some things that are very adventurous

on the instrument: not just a melody, but a complete guitar piece.

“Contrary to popular belief, [ have to work extremely hard to play
the guitar. | have to work very hard to make my fingers sound like it’s
effortless—therc’s a lot of effort involved. But the positive side is that
[ know what it takes to be completely limitless as far as it’s physically
possible for anybody, although I haven’t achieved it. But for all the
time I putin, I should probably be better than Iam. I’'m a very sloppy
player in many respects. That’s probably why I like distortion so
much. It’s sometimes easier to play faster with distortion, because
there’s a lot more sustain so you can rail about. Which is why there
was a period where I'd perform on electric, but spend all the rest of
my time with an acoustic. Pick every note, and more than that, get
rhythm together and really listen to chords; make up big, weird
chords—TI learned all my chord chemistry that way.

“But, man, there’s a lot of things I can’t do on that damn instru-
ment. Have you heard of [chord-melody master] Ted Greene? The
guy’s monstrous. [ want to study with him. [ mean, if you’re open-
minded you can learn from anybody. I have no qualms about teaching
anybody that wants to know, or if [ want to go to lessons with Joc
Pass. You nced to be free like that or you’ll never progress.

“But by the same token I'm looking forward to the time when I can
do a record that doesn’t have any guitar whatsoever, all melody and
instrumental textures. Maybe that’s a problem for some people: I'm
sure it is for my record company, because in order to sell five, 10 mil-
lion records, you've got to be focused on a sound and know your mar-
ket. I've agonized over that. ‘How am I going to sell a lot of records?’

Janm A rden

T umne For Nercy

The debut album from Canadian singer/songwriter
Featuring: "Will You Remember Me?", "I'm Not Your Lover" & "l Would Die For You"

If you enjoy good music,
we would like to extend a very special invitation to you.

To receive a FREE sampler cassette of Jann's music, call 1-800-933-1 |164. Quantities are limited, so please act now!

Produced by Ed Cherney
Executive Producer: Neil Mac Gonigill for Musicworks, Inc.
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1ety.
Why condemn

And it was very painful. You wake up in the morning with this a
And then...this is a while ago, ! thought, “This is sil

myself because [ have the desire to do lots of different things?™”

But didn’t Passion and Warfare sell a respectable number of copies?
‘Passion and Warfare sold more than a...it made me a multi-mil-
lionaire, vou know,” he chuckles. “You can leave that out,” he sug-
gests self-consciously, but upon reflection his voice grows softer and
more assured. “Ah, you can put it in if you like,” he says offhandedly.
“Look, it was wonderful the wav it sold.

my, compulsively divining its secrets, living by its symbols and para-
bles, unto and through death. To conquer time, dress up his dreams so
that someone else could understand...so no one could. Sensitive
arranger, gonzo guitarist. The pagan in the varmished car.

[ practically trip over the spread of guitars germinating out and
about Vai’s home studio, all ringing in a variety of curious open tun-
ings. “That’s Devon,” Vai says proudly, citing the handiwork of his
brash young vocalist. “He’s a unique young man—they’ve all been

Devonized.” Strum. “Except that one—he

But when vou start selling records, it’s a VAITAL
trap, because then vou have to keep selling
records, and let me tell you, there is noth

ing as addictive in the world as a hitsingle.
Because with it comes evervthing: the
money, the glory, the fame, the drugs, the

. And
that’s terrible, because it binds vou to the

pussy—whatever it is you w

world. And vou become a caricature.
That's why I respect Prince. He does what
is him, and balances it with the type of or wave
stutf that’s very accessible, but is always
growing, Always stretching.”

Vai stretches and yawns. Time to go
stargazing. The dark star is calling. This
biker Dogon yearning to master astrono-

Al uses Marshall, Boogie and Soldano ampli-
fiers. Though he’s known for using a complicat-
ed rack effects system, these days he’s reverting
back to the old-style pedals: MXRs and Mutrons,
Maestro phasers and Vox CryBaby wah-wahs.
His Ibanez lem guitars have DiMarzio pickups and Floyd
Rose-style tailpieces: “I’ve got this little thing in the
back, a clutch, that prevents the bar from going sharp
g when you rest your wrist on it, because with-
out that you traumatize all the notes every time you hit a
note.” Vai is also testing his intonation and range on a
fretless guitar, and on the seven-string he designed. He

uses Dean Markley Blue Steel strings.

doesn’t like Les Pauls.”

He draws at himself with those graceful
hands, coloring himself in gestures,
pulling compulsively at the corners of his
standard-issuc, Prrates of Penzance rock-
star shirt. I’ve been staring at those twin
scars on his clavicle all afternoon. Ask.

“I thought vou said vou were an Italian.
You been trafficking with Transvlvanians?
What are those Dracula fangs?”

“Oh,” he says matter-of-factly, “these are
piercings that I had made, going through
my neck. ..like these.” Hello. A dual wham-
my-bar nipple ring. “I took them out he-
cause they got in the way of my guitar play-

ing. But this isanother whole story.” M
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Telex wireless. Guaranteed to
reduce annoying feedback from

your best customers.

When your customers have  to last right here in the United
problems with their equip-  States. And backed with a full
ment, the message comes one-year warranty.
through loud and clear. Not that your'll have much

That’s why 'Ielex is once occasion to use it. ProStar
again proud to feature ProStar - wireless systems have a return
at NAMM '93. Stop by our :

& C (074
rate of less than 1%. The ProStar R-10 recetver; G-10 guitar transmitter

booth to experience alineof  ProStar. Designed to keep AR R
true diversity wireless that customers coming back. Not T E l E X
makes quality affordable. Built  their equipment. 2

See us in Booth #2929 at NAMM.
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" It’sthe Scoﬁeld dgfputxc tour bus, a 31lvcry, ;

« nie’s dad tuning in g()roth y Love Coates on the cassettc as he gul " he West Side ngg

way. First stop, the loft of Joe .ovano, who piles his saxophonec 2 ‘?_ der the rear hatch 2

rides shotgun. Up front, it’s talk of Yusef Latcef, happy jazz, Joe’s trﬂ arraigements for a
tour with Charlic Haden. In back, it’s young Bill Stewart on drumS1-.:pract1cally sitting on
them—and Jeannie, who’s old enough for Steinbeck but s Stlll abit young for Brubeck. “She’s

A’ -

on English,” says her father.




The car plays a key part in the changing Scofield life plan, within
which a longtime Greenwich Village homebase will soon become a
pied-a-terre, second to a new house up in the Westchester suburbs.
From Huntington to Hamburg, he travels a lot; luckily the Taurus is
solid, practically drives itself. Tomorrow there’s an early pickup, a
four-hour trip out to Pennsylvania for two sets, with a high school
band playing in between. Probably because of such a dedicated sched-
ule, Scofield is now a jazz artist of the highest visibility, a composer of
high order and an improviser of mindbending proportions. In the hal-
lowed tradition of free jazz spirits, he makes personal, riveting music,
and in that even grander tradition upheld by legends like Elvin Jones
and Sonny Rollins, is managed by his wife.

“Who wants to manage a jazz act?” he says. “It’s not the big time,
like a pop act that has a chance in one year of grossing millions. But
our booking agent says his favorite managers are Susan and Lucille
Rollins. Most managers are not as good as she is. Susan doesn’t do it
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because she wants to be in the
music business. She does it because
we have our own little cottage
industry and it makes sense for her
to do it. Mainly, you have to be a
businessperson, not a jazz fan. My
thing is like, ‘Oh, I’ve got the shad-
ow of Bud Powell on one shoulder,
and then trying to get my amp to
work....” Susan sees it as a business;
[ can’t. I’'m always thinking about
‘ART, godammit!””

Suburban scenes whiz by as the
great Jazz eras are relived night by
night at Paul’s Mall back in Boston,
where Lovano and Scofield spent
their music college years watching
Joe Henderson, Bill Evans, Little
Feat. As they laugh, Jeannie notices

what she calls very tacky condo
housing in the outskirts of Levit-
town. “That’s where we’re moving,
sweetheart,” comes the response
from up front. “Elvin told me that
when he was growing up in
Detroit, he used to listen to the
Grand Ole Opry,” John says, not
missing a beat. “He liked Uncle
Dave Macon. I've never even heard
Uncle Dave Macon. [ just remem-
ber Elvin telling me that. That’s sort
of like Martin Luther King saying
he listened to George Wallace. But
that’s just how beautiful Elvin is, to
hear music anywhere.”
| As the car pulls up in front of
| IMAC,aquiet little auditorium ina
quiet main street on a quiet Long

Island Saturday night, Lovano
~ reaches for his horn and catches
sight of the venue’s coming attractions, one promising the appearance
of a popular elevator-jazz saxist. “I can’t believe it,” he exclaims.
“That guy actually performs? In front of people?!”

Scofield can’t resist. “He’s sitting in tonight, Joe.”

YES CLOSED, WIPING and scraping and scratching, bobbing
and weaving and heaving, Scofield is hunched over a bluesy
solo while he and his band work through “Camp Out,” from
their latest album What We Do. What they do is pretty incred-
ible. Scofield eggs Lovano on with pecks, volume swells and
squawking close-voiced chords, harmonizing the saxist’s lines
sometimes into three parts. Bassist Dennis Irwin walks a solid
line between them as Stewart adds sharp, responsive accents—
the drummer swings his ass off, implying a tune’s chords in a
roaring solo.
Lovano is a cat, a goateed anachronism, the guy sent to the principal




“You take whal you gol, sel youw: seghty, and g you
warna sel them on abiolutely masteang the gudac, boy, you ve
golalol of wodklo do. S never lued. I vesurt
teaad o two - oul mese I lihe on a vewy dgfecedl tnstewmnent.”

in sixth grade for bringing a Roland Kirk record to show-and-tell. As
Scofield solos, Joe steps behind the curtain and reminisces about sceing
Jimmy Giuffre clear a hall with his experimental, beautiful playing. “It
was important music for the time,” Lovano says, fiddling with his
mouthpiece, “but nobody was ready. You can’t wait for anybody.” As
he steps out to finish the tune, even Jeannie Scofield is dancing,

After soundcheck, while everyone’s getting rallied for Greek food,
Irwin spots an issuc of down beat magazine on a table in the intermis-
sion waiting area, its cover graced with a familiar face. “Is that the one
with Lovano on it? [ wouldn’t pay $2.50 for that!” The magazine has
printed music notation of Scofield’s isolated guitar accompaniment on
“What They Did.” His rhythm section laughs—“They knew they
couldn’t capture our shit on that!”

Scofield takes the transcription and pores it over. “Wow. Could
you imagine if a piano plaver played this stuff, how stupid it would
sound? Clitknk, cllansd! Actually, compared to jazz guitar tradition it
sounds weird, but so much has gone down in the music in the ’60s in
jazz, really wild stuff, that it’s not that out. That stuff is just responses
to what's going on around me when I'm comping. Sometimes I listen
back and go, ‘Somebody might think this is funny.” Actually, the first
cut on our new album has this amazing, weird guitar sound behind
Lovano, and that was an accident: [ think it was my pedals freaking
out, like a broken chord, aawwhackchww.”

Artists usually aren’t able to see their own work as anything other
than one long continuum, but if one were to break down the evolution
of modern jazz guitar after the phases created by Tal Farlow and Jimmy
Raney and Herb Ellis, one would detect a rupturing shift inspired by
rock. With his pantonal understanding of the instrument, Scofield is
straight-ahead’s next step. “I always wanted to sound like a horn player,”
he says, “so the more sustain you had, the more vocal and hornlike you
would get. Herb Ellis and those guys had just never experienced playing
a guitar like that, while anybody from my generation had at some point
played through a tuzztone. By the time you’ve been playing profession-
ally for a while, adding stuff is harder because you've got a sound. [
know Jim Hall really likes other sounds than his, but if you’re Jim Hall
and you’ve developed your sound for 40 years, why change it?”

These are unusually accommodating circumstances for making
music, and after the gig, all are happy as they pile back into the car,
especially the driver. “Once you get some ability, you realize, ‘Hey, |
can—maybe—say something special, and we as a group can come
upon a mood that’ll be really special tonight, in this little joint.” It’s not
the same as, “We’re gonna play our shtick and hopefully the audience
willloveit,”” he laughs, “you know what I mean? It’s, “We can actual-
ly create something tonight.” So that makes the surroundings tolera-
ble, like not having the club or the business things exactly right,
because they never are. The gig takes on a very special meaning when
you’re into the music that much. Especially with a band like these

guys, [ really look forward to every night, to trying to do it. And it’s
hard. One out of every five nights [ get bummed out because I'm not
living up to what [ can do, and then one out of five nights [ go over the
top and say, ‘Wow! I've finally become great.” And the next night you
come crashing down to the depths again!” Back on the Long Island
Expressway, half the cargo is asleep. Talk up front turns to Thad and
Mel and Miles with the wah-wah pedal on his trumpet at Paul’s Mall
with Jarrett and Gary Bartz and Stan Kenton’s great arrangements, all
the way back to the city.

HE SCOFIELD MANOR in Manhattan is usually thick with
sunlight and cats and hermit crabs and noise and music. Today
Susan is out of town, the kids are at school, and for once in a
long while John is enjoying a real break from a schedule based
around 120 yearly gigs. Apart from visits here and at his shows
around town, I’ve only seen him out of his house three times:
one very early morning on a bleary passport-related errand, in
the audience at a Joe Zawinul show (where Joe interrupted the
performance to point him out at a v.i.p. table and shout, “Hey
boy!”) and at one by the Meters. “Hey, but between 1975 and 1980 I
probably went out 10,000 times to hear bands,” he dissents.

These days, most music John hears is at festivals or sessions he’s
working. His shelves are stocked with jazz imports, and videos of
Monk, Sonny, Sesame Street, Miles. “This is the greatest thing,” he
nods towards a fat box set of compact discs, “the Miles Davis Group at
the Plugged Nickel. They recorded two nights, four sets on one night
and three on the other. That’s the old days—even Miles, the greatest
star in jazz in 1965, still had to play four sets a night. So that’s how the
business has changed right there. The audience is real noisy; the band is
taking chances, maybe playing over their heads. But it’s great to be
transported to Chicago in 1965 and hear a st with no interruption,
glasses clinking, cash register goin’—every time Ron Carter plays, a
drunk guy says, ‘Paul Chambers!’ and at the end of Wayne's solo you
hear him say, ‘Yeah, you blew Miles off the stand!” As a musician, too,
to hear these guys play four sets in one night and all the ups and
downs...it’s a lot of work, a lot of notes.”

Before he was a comer, before he was even a musician, Scofield was
a fan, and the fan’s obsession governs his approach to the music, even
through his dates with Mingus, Joe Henderson, B.B. King, Gerry
Mulligan and Jay McShann. “I thought about this, and playing with
somebody ultimately is great when you can play with them a lot, and
develop some music, like Lovano. [ mean, my idols, Wayne Shorter,
Sonny Rollins—I'd love to play with them, but the all-star jam ses-
sion leaves something to be desired. You need time, more than 45
minutes onstage at Carnegie Hall as part of the Newport Jazz Festi-
val. You can admire somebody and learn from their music without
playing with them.”
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John played a lot with Davis during the
mid-"80s, doing the kind of heavy funk that
became a model for several excellent records
he made after leaving the group; the Blue Mat-
ter band, as it’s known informally among
diehards, reunited last year for the guitarist’s
Jazz-Funk Guitar videos. “When we did
Miles’ Decoy, one or two really good pieces
weren’t released,” he remembers, “long things
Gil Evans had written out that were derived
from solos that either Miles or I took on gigs;
he turned them into melodies for sax and gui-
tar, and Miles would answer them. I saw the
music Gil wrote out to a Miles solo that’s
never been recorded...and that’s what I do
when I write. I mess around until I come up
with something. I forget five minutes later
what it was. I need to be pushed to write. But
it’s rewarding in a way that improvising is not;
I canssit for five hours and not come up with
anything. It feels like a waste of time, even
though it’s not because the next day you may
get to something. It’s not particularly fun.”

In two years at the Berklee College of
Music, John made good on numerous trips as
a teenager from New Canaan, Connecticut to
the Village Vanguard, the Fillmore East and a
club called the Guitar. Most important, he
met other musicians who loved jazz, saxists
like Steve Slagle and Lovano, and mentors
like Steve Swallow, who later would play bass
on Scofield’s trio dates Shinola, Bar Talk and
Out Like a Light; at one point in the carly
’70s John, Pat Metheny and Al Di Meola were
all studying under the same roof. He prac-
ticed the days away, hoping to convince his
parents he was no rock 'n’ roll hedonist, and
that a boy brought up on the “Hootenanny”
TV show could actually make it through
Charlie Parker’s “Au Privave.”

“You know what it is?” he bursts out. “It’s
the guitar. Just to have Jeannie take piano
lessons has shown me that. To play augmented
chords going up in whole steps, arpeggiated, is
s0 hard on the guitar, but on piano you can get
it right under your fingers in two seconds. I
was like, ‘Oh, no fair!” On guitar you have to
do some ass-backwards jumping around to
getat em. Ina way, it wasn’t meant to be a lead
instrument. The thing that’s been the biggest
help is sitting down and just playing tunes, and
improvising. If you hear some melody you
can’t execute, you analyze it.

“Pm still trying to figure out guitar, but I
gave in a long time ago, saying, ‘Man, this
thing is impossible, so I'm just gonna get a lit-
tle at a time.” And some people, that really
hangs them up. They say, ‘Well, I'm gonna

master the guitar, and then become an impro-
viser.” They play every possible position and
get into this technical thing—which we all
have to deal with—but it can be overwhelm-
ing, and then no music comes out. I'd rather
hear Albert King play two notes; he hadn’t
been worrying about those augmented chords
and whole steps. But you set your sights, and
if you wanna set them on absolutely mastering
the guitar, boy, you've got a lot of work to do.
I never tried. I've had to work out music that I
like on this difficult instrument.”

Perhaps because of those limitations,
Scofield writes tunes that have an undulant, en-
ticingly disorienting mood, even when steeped
in countryish twang, funk backbeats or full-on
swing. “Mainly, the reason I write is for us to
have something to play,” he admits. “When
you play a standard or somebody else’s origi-
nal, it always fecls like treading on somebody
else’s property. There’s so much history that
you feel, my god, Charlie Parker or Bill Evans
said so much with this, why should I even
bother? When I play my tunes there’s no histo-
ry atall, and I feel much more free with it. But
nowadays the only reason anybody writesis to
make arecord.”

Could anything he’s composed become a
standard? “In a way, things have changed,” he
says. “Some of my tunes recently have been
more in that tradition. But the thing of stan-
dards was like folk music, these tunes every-
body knows, and they would improvise on
"em and turn them into weird vehicles. It
made sense, because everybody’s old Aunt
Edna had sung ‘Bye Bye Blackbird’ and
played piano in the straight corny way. And
then to hear Miles was great, because here was
this statement about how you could change a
familiar thing and make magic with it. That’s
not happening anymore because people
younger than myself don’t know ‘Bye Bye
Blackbird’—/ only remember it because my
mother sang it around the house. Those tunes
followed an AABA formula; today it’s more
of a blues thing, or just different settings, but
not easy for a musician to pick up, play the
melody, then extrapolate on it in a natural
way. I'm not saying, “They don’t write em
like they used to,” it’s just if you have a band,
you do your own music.

“When I was in a fusion thing, I heard
fusion bands in Colorado and Paris playing
my tunes. But if there are still bands in Holi-
day Inns playing ‘Jeremiah Was a Bullfrog,’ or
“Tiea Yellow Ribbon’—maybe those are stan-
dards. I mean, can you think of any jazz stan-
dards that have happened in the last 20 years?
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Ax PERSONAL COLLECTION OF

FOURTEEN TOPICAL AND POIGNANT SONGS;
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Brand X- Xcommunication
0OZ001

Feoturinﬁ Percy Jones on fretless bass, John

Goodsall on midi guitars and guitars, Frank Katz on
drums. Special guest Danny Wilding on flute.
Voted #4 fusion album 1992- Pulse g/\ogozine.

Wilding/Bonus- Pleasure
FSigm::ls 0z002

ring Danny Wilding on flute, Pete Bonus &
John Goodsall on guitars, Phil Collins & Michael
Shrive on drums, John Giblin & Phil Chen on bass
Robin Lumley & Bayette on keyboards, Rebop
Kwaku Baah & Morris Pert on congas. A classic
reissue from 1978

Paranoise- Start A New Race
0z003

Featuring special guests Percy Jones on fretless
bass, Anthony Joc%son on contrabass guitar, Gary
Windo, Lenny Pickett & Steve Marcus on tenor sax,
James White & Roy Nathanson on alto sax, Steve
Elson on baritone sax, Miles Evans on trumpet.
The long awaited new album.

COMING SOON:
Percy Jones with Tunnels
0z004

Featuring Percy Jones on fretless bass, Frank Katz
on drums, Mark Wagnon on midi vibes controller,
Van Manakas on guitars.

All titles available only on CD. $14.99 includes s & h.
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Phone/Fax: 718-383-5195
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| Maybe you would hear Chick Corea’s ‘Spain’
in a Mexican restaurant if there was a guitar
duo. Or what the ‘Tonight Show’ band plays,
because they have to come up with 150 tunes
a year to play on the breaks, and they play a
Billy Cobham tune, ‘The Red Baron.” I recog-
| nized it because I used to play it with Cob-
ham. It’s not ‘Lush Life,” those great harmon-
ic forms. But that was done already. We can
learn from it, but you can never go back.

“I'm following the same direction I've
always wanted, and I’ve always liked pop
music and rock ’n’ roll a lot. I've also played
on jingles. When I didn’t have much of a
career in jazz, | would take any gig I could.
I've played for strippers, I've played in really
bad rock bands, weddings, bar mitzvahs. You
know, people used to talk about doing a wed-
ding and there would be Lee Konitz or some
Jazz great in there. Jazz musicians have never
made a lot of money, except for the Miles
Davises, the Mahavishnu Orchestras or the
Benny Goodmans. Most respected jazz
greats have to work for their money. That’s
| the way it’s always been. But then somebody
like Wynton Marsalis will sell a lot of rec-
ords. And you wonder, ‘Well, how come
Kenny Dorham had to work at Manny’s
music store?’ Kenny Dorham was a really
beautiful musician.”

Does that ever get you down? “No, you
know why? Because I'm doing pretty good.
I’'m making a good income and I have a real
nice life with my wife and kids. 1 have
enough. Now. [ also spend a lot of time on
the road and work my ass off. But that’s
okay—I'm playing good music. When I was
akid I actually tried to convince everybody I
knew that jazz was where it’s at and they
were jerks to listen to pop. That was some-
thing [ got over by the time I was 18-and-a-
half—you know, going up to girls at rock

concerts and saying, ‘You’re really stupid to
| like this! You should come over to my house
| and listen to a Charlie Parker record, you
fool.”” He laughs. “It’s only music after all,
you know what I mean?” M

I WHAT HE USES |

COFIELD spends so much time overseas
that he leaves his Boogie Mark Ilis in
Europe. Otherwise, he runs his Ibanez
AS-200 through two Sundown combos, a
Boss stereo chorus and a Rat fuzz. His
strings are D’Addarios, .011 through .049, with
an unwound G. J
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If you think only your eyes can play tricks on you...

©1938 M.C. Escher / Cordon Art - Baarn - Holland - All Rights Reserved

Study the illustration. Are the geese becoming  with each other. In the laboratory, they work with — loudspeaker system to handle the wide dynamic
fish, the fish becoming geese, or perhaps both? quantifiable parameters that do have a definite range typical of the digital domain. And, finally,
Seasoned recording engineers will agree thatyour  impact on what you may or may not hear, Dispersion, which determines how the system’s
eves and your ears can play tricks on vou. Inthe  Distortion, which effects clarity, articulation, energy balance changes as vour listening position
studio, sometimes what you think you hear isnt imaging and, most importantly, listener fatigue. moves off axis.
there. Other times, things you don't hear atall end ~ Frequency Response, which measures a The original 4400 Series monitors have played
up on tape. And the longer you spend listening, the  loudspeaker’s ability to uniformly reproduce a major role in recording and broadcast studios for
more likely these aural illusions will occur. sound. Power Handling, the ability of a vears. Today, 4400 Series “A” models rely on low

The most critical listening devices in your frequency transducers with Symmetrical Field
studio are your own ears. They evaluate the Geometry (SFG™) magnet structures and large
sounds that are the basis of your work, your diameter edgewound ribbon voice coils. They
art. If your ears are deceived, your work may incorporate new titanium dome tweeters, oriented
fall short of its full potential. You must hear to create “Left” and “Right” mirror-imaged
everything, and often must listen for hours on pairs. Refined crossover networks use
end. If vour studio monitors alter sound, even conjugate circuit topology and tight tolerance

slightly, you won't get an accurate
representation of your work and the potential
for listener fatigue is greatly increased.

This is exactly why our engineers strive to
produce studio monitors that deliver sound

Models pictured (1-R)

components 1o give 4400A Series monitors
absolutely smooth transition between
transducers for perfect imaging and
unparalleled power response.

If you're looking for 4 new pair of studio

with unfailing accuracy. And, why they create 3-Way 10 H104. 2-Hay 8" 44081 and 3-Way 12" 4124

components designed to work in perfect harmony

monitors, look into the 4400A Series. We think
vou'll find them to be a sight for sore ears.

JBL PROFESSIONAL, 8500 BALBOA BOULEVARD, NORTHRIDGE, CA 91329, PHONE (818)893-8411, FOR FAX INFORMATION, CALL (818)895-8190

H A Harman International Company




he world of MIDI can be intimidating
to even the most interested parties, and

guitarists have a particularly hard

time. Living Colour guitarist/song-
writer Vernon Reid fought to become a
cutting-edge technophile. “I’ve been
working with the quandary of how to

get a guitar to control a synthesizer for

avery long time,” he savs. “The biggest problem with guitarists feeling like Lud
dites and all anti-technology is because the aspect of creating your own environ
ment has been so de-emphasized, and needs 1o be made more ‘user-friendly”!”
MIDI has allowed Living Colour dominance over their ideas. Vernon brags, “I've
had guitarists walk up after hearing our song ‘Nothingness’ and say, ‘Me and my
friend have got a bet that there’s a kevboard plaver offstage!” I'say, ‘I don’t know

who put up the money, but vou lost!” The four of us onstage control almost every-

e Plunge

Sowund expansion
through autonation
by PETER MENGAZIOL

thing, as far as the options in terms of switching effects, pro
grams within effects, the use of MIDI note-on commands to
control samplers and the use of pitch-to-MIDI conversion to
control synthesizers. Ninetv-nine percent of what happens
at a Living Colour concert happens in real time. The idea of a
‘small sclf-contained intelligent unit,” like Fripp’s concept,
really appealsto us.”

Guitarists need to understand that MID!I doesn’t neces
sarily mean computers, databases and contusion. The most
basic thing vou need to know is that MIDI is a control sig,
nal that you never hear—you hear the synth or sampler it is
controlling. Your guitar tells the synth only what note 1o
play, and when; in the world of MIDI, it’s the module, not
the guitar, that generates the tone. A “patch” onasynthisa
sct of parameter values that configures it to sound a certain
way. By changing patches, you change the way a synthesiz
er sounds.

Sav vou’ve decided to take up the challenge. You may
have purchased an integrated system that incorporates the
guitar, MIDI pickup and svnthesizer or, like Reid, decided
1o build vour system in modular fashion: first, the guitar
to-MIDI converter and a single svnth or sampler, cither a
rackmount module or with a built-in piano-style key
board. (Vernon now uses a Gibson Max interface on acus
tom Sustainiac’ed Hamer guitar controlling three racks:
an amp rack, an eftects rack and a synth rack consisting of
a Korg Wavestation A/D) and Proteus and Vintage Keys
modules by E-mu.) The allure of MIDI is having access to
the entire universe of sounds; like a sonic Lego artist, you
can amass new modules one at a time and integrate them
just by connecting a cable.

Two basic accessories (besides more sound modules) are
essential for expanding a MIDI guitar systen: a quality line
mixer and a MIDI “brain” to access the sounds vou want,
when vou want them. And lots of MIDI and audio cables. If
vou only have one sound module, vou can patch its audio

output into an effects loop or spare input channel; the gui
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tar’s MIDI pickup triggers the module, which
returns a normal audio signal to your amp. If
you have several modules and perhaps an
effects box or two, you'll need a line mixer. As
you add modules you'll see the benefits of a
good, flexible mixer, since most new MIDI
modules have multple outs (E-mu’s popular
Proteus series has six programmable outputs).
“Keyboard” mixers are perfect because, these
days, they’re designed for MIDI systems.

The “brain” of your MIDI system can be as
stimple as a pedal or as elaborate as a program
running on a MIDI-enabled computer—to the

modules it’s all the same bits and bytes. To
explain the function of this brain, let’s take the
simplest case: an interface with a single MIDI
module or keyboard synthesizer. You change
patches via buttons on the synth’s front panel or
through a special mode built into some guitar
interfaces that allows you to change patches by
picking notes on your guitar. As vou add mod-
ules, cach with its own control panels, things get
more complex. Do you want to play them one
atatime, or mix and layer them? How fast can
vou push buttons?

Keyboard players use special “master” key-

Is Your Music
Getting To
The nght people?

TAXI subseribers get their tapes to people at

companies like Atlantie, CBS, Mcereury, Motown, MC.\, SBK,

Epic, and many more. Major publishers and music libraries
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when it comes to getting vour music where it needs to go.

And we'll get it there, from wherever vou live.

Sound too good to he true? Find out for vourself.

Call 1-800-468-2111

The Vehicle for the Music Industey
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boards that perform such control functions
with a single keystroke—MIDI guitarists need
every available finger just to play. A resourceful
guitarist can go just as far with a MIDI con-
troller pedalboard (by Digital Music Corp.,
DigiTech, Peavey, Meico, Zoom and Lake But-
ler Systems, to name a few).

When your foot hits one of its switches, the
pedalboard sends out a string of MIDI messages
that control the way the module responds to
your playing. Each module in your system “lis-
tens” for messages on its own MIDI channel—
up to 16 of them—so you can address each one
separately, or all of them at once, with a tap of
your foot. Messages can change the sound, the
volume, the key and a number of other useful
parameters.

Say a rig contains three modules set to MIDI
Channels 1, 2 and 3. To hear only Module 1
would require three volume messages: You
need to turn up Channel 1 all the way, and turn
Channels 2 and 3 all the way down. Layering
Modules 2 and 3 would also require 3 mes-
sages—Channel I down, and 2 and 3 up. Since
the MIDI volume message (a “continuous con-
troller,” not a switch) has a range of “0” for off
1o “127” for all the way up, you can just as easily
usc these commands to set mix levels. In a nut-
shell, that’s how MIDI pedalboards work.

Your pedalboard may well be limited to
sending only patch changes and not volume
messages. In that case, here’s a trick that can be
used to mute modules: Program a patch on
cach module (usually given the location “0” for
convenience) as a quict or “null” patch, with all
sound-production parameters turned off.
When you want to mute a specific module,
send a message on that module’s channel to
change to the null patch “0.” To turn it on, just
send a patch-change to the desired patch. While
you still have to deal with other modules to
play a single one exclusively, you have simpli-
fied the process.

Whatever brand of MIDI foot controller you
choose, make sure it can be programmed to
send a variety of MIDI messages and can storc a
long enough series of messages to give you
some flexibility (255 bytes is a good number).
Keep in mind that other units like signal proces-
sors, mixers and even lights can be controlled
from these pedals.

Via MIDI, guitarists have opportunitics.
As Vernon puts it, “MIDI guitar is not about
having an organ sound, it’s about sound pro-
gramming and coming up with other am-
bicnt colors—I mean, really dealing with
synthesis.”

Welcome to the machine.... M
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AND GET YOUR MUSIC HEARD

Musician Magazine announces the 1993 BEST UNSIGNED BAND CONTEST. All tapes will be reviewed by the publishers and
editors of Musician Magazine. Winners will be chosen by an all-star panel of music industry judges featuring the talents of
David Byrne, Rosanne Cash, Sonny Rollins, producer Butch Vig and the Red Hot Chili Peppers’ Flea.

iIF YOUR MUSIC DESERVES TO BE HEARD, WE’RE READY TO LISTEN.



The electric guitar hurtles

forward into the good old days

vy STEVE BLUCHER

resides in equipment built the old way, we naturally gravitate
toward the promise of the real (old) thing. Some of what’s
promisced may be real, but some is advertising smoke, wish
ful trend-riding at best.

Two classic examples of magic instruments are the 1959 Gib

son Les Paul sunburst and the 1954 Fender Stratocaster. The
virtues embodied in these very different instruments have been
mythologized to the point that they often appear to represent

unattainable standards to which all later guitars must be com-

pared and found wanting. The aura around these guitars should

not obscure the fact that thev actuallv are fine instruments. On
another level, they are simply solidly constructed guitars made
from (relativelv) good pieces of wood, about whose construc-
tion not much mvstery exists. One possible point of sonic supe- '
riority these guitars (and other similarlv aged instruments) l
possess is the likelihood thev've been plaved a long time.
There is some debate about this, but it’s a strong belief among

experienced builders that a well-played instrument has a more

even, detined tone and better sustain. P've played a number of
t doesn’t req uire great powers of observation to veteran instruments from the *50s and *60s that reinforce this

iof o ¥ /‘ ¥ 3 1 - 3
notice that the dominant trend in the guitar world beliet. I've also seen several virtually unplaved instruments,

lately has b d all thi assi ‘ cluding an astounding mint ’59 sunburst Paul and 2’58 Strat,
ately has been toward all things classic (or vintage, which behaved a lot like new guitars: stiff-sounding, with

or authentic original, or just plain old). In electric merely average tone and sustain. That’s not much evidence to

guit'll' terms. that appears to mean 1nything devel- base a conclusion on, but it does suggest that a well-made new

oped before 1970 (or maybe 1975—these things

instrument has the same chanee 10 sound cool as did its prede-
cessors, given a sutficient amount of playing time.

change rapidly). A very limited amount of equip- I don’t want to downplay the contribution of pickups to
ment from that period survives in working and the creation of a vintage electric sound, but it’s been disheart
ening to see some players and builders overstate the impor
plaving order, so we now see a market in which large and small companies offer new tance of electronics and underestimate the role of the instru
gear designed 1o be as close to the old stuff as possible. The major companies have shops ment itself. “They’re all just planks of wood” is an attitude
devoted to reproducing aceurate versions of older-model guitars and amps, and there is that still exists, although I think it plainly hurts the state of the
an expanding group of smaller companies offering evervihing from hand-made ampli art (and also fills music stores with bad instruments—but
fiers to pre-aged pickguards. [ haven’t seen anyone oftering pre-rusted screws. Yet. that’s a ditferent subject). For the record, it’s not easy to quan-

I'don’t know if guitarists are a singularly superstitious erew, but we devote much tifv the contribution of pickups in an old vs. new context. in
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effort looking for equipment possessing magic. If we're convinced that the magic large part due to manufacturing inconsistencies of almost all
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old pickups, as well as the wear and tear that has
caused a gradual weakening of the magnetic
fields over 30 years of use (and misuse). The idea
that an old-sounding pickup can “age” the
sound of a new guitar depends, again, on the be-
lief that the guitar has less of an effect than the
pickup. It might be better to focus on how an in-
dividual instrument might be changed by a pick-
up substitution, rather than believe that a specif-
ic pickup can convert 2’93 guitar into a ’63.

I¢’s in the field of amplifiers and effects that
the retro wars have really heated up. To question
the sonic virtues of handwired vs. printed circuit
boards, tube vs. solid-state rectifiers, or EL34
tubes vs. 6L6s may seem like a bizarre exercise in
audio political correctness to some, but to others
it takes on the musical equivalent of revealed

truth. People wha believe handwired circuit |

boards and IC-less audio paths create a sound
which is unapproachable by any other technolo-
gy feel they are the true practitioners of the
Book of Leo. The loval opposition believes that
Leo Fender would make full use of new tech-
nology and manufacturing techniques, were he
here today. Judging from the comments of those
who worked with him, as well as from his own
later designs, there seems to be enough evidence
on both sides to keep the argument alive. The
underlying conflict might be put to rest if and
when an amp built completely with recent tech-
nology can fool (literally) blindfolded experts in
direct, hands-on playing comparisons.

This last thought crystallizes my deepest objec-
tion to the retro revolution. This resurgence has, at
least partly, been fueled by merchandisers bent on
convincing musicians that the “magic” sound of
the '50s and '60s can be captured by buying prod-
ucts built like those used by the players who cre-
ated that sound in the first place. It may not be in-
tentional, but what this does is disrespect the
players, who deserve far more credit than the
equipment. If there’s any real magic, it was wield-
ed by musicians who had no assistance or advice
in discovering musical expression far beyond
what the equipment of the time was intended for,
or even what was widely believed possible. Even
the best players had to deal with guitars that
wouldn’t stay in tune, microphonic pickups, am-
plifiers that might not live through a set and inex-
perienced technical support from afield in its in-
fancy. The ability to create great music, or any
music, while engaged in a constant struggle
against the restraints of the instruments (to an
clectric guitarist, amps and effects are instru-
ments) is remarkable. [t is more than a little ironic
that this achievement is now cited as evidence of
superior instruments, rather than as a triumph
over the limitations those instruments imposed. ‘%

loud.
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ou know you’re in Texas when vou

get picked up for a lunch appoint-
ment and the restaurant is a 75-mile
drive away. “Hop in,” says Stephen
Bruton from the front seat of a Mer-
cedes station wagon. “I call it the
Prairie Schooner,” he shouts, throw-
ing back the sunroof as we speed
west out of Austin into wide-open Texas hill country. I get the reassuring feeling that
Bruton is real comfortable on wheels. As guitarist on Bonnie Raitt’s last two albums
and tours (and Kris Kristofferson’s last 100 or so), the Fort Worth native has over a
quarter-century’s worth of musical miles behind him. And although he likes 10 say
he’s been “hiding in a band,” Bruton has been developing into that rare player who

knows how to really listen. His experience at the right hand ot Raitt, Geoft and
Maria Muldaur (separately), Bob Dylan, Christine McVie and especially Kristoffer-

Riding shotgun
with Raitt’s right hand
by PETER CRONIN

son, has molded the Austin-based guitarist into a consum-
mate sideman, with an uncanny sense of what to play and
when, and the musical vocabulary to pull it off.

Bruton was just 21 when he began his on-again-off-again,
18-vear gig with Kristofferson (“Roger Miller had just cut
‘Me and Bobby McGee’”), and found himself suddenly and
constantly on the road and out on a limb, learning songs on
the run. “Kris and [ like to say we both owe our jobs to Billy
Swan,” Bruton laughs. “When he quit his job as janitor at
Columbia Records, Kris took it. And when Billy quit Kris’s
band overnight, I got the gig.” The 44-year-old guitarist
admits that vears on the road as second fiddle made him hun-
grv to make his own musical statement and saddled him with
a few bad habits. But with his just-released solo debut, It /s
What It Is, Bruton spits in the eye of those devils, and deliv-
ers amusical and lyrical catharsis of a record that swaggers
with attitude without sacrificing the panoramic musical out-
look that’s at the bottom of his heart.

“Growing up in Fort Worth, vou had to play country and
blues, and vou had to do it well, a lot of times for the same
audience,” he savs. “So as a musician, I don’t feel confined, I
feel compelled to play different styles of music.” The stylistic
leaps come tast and furious in a Stephen Bruton solo, with
frenetic jazzy licks tumbling over elastic pedal stecl-ish
bends. But to him, it’s all just music. “In North Texas there’s
always been this huge exchange between different plavers—
jazz, country, black, white, voung and old,” he says. “If you
keep vour ears open, it widens your horizon.”

Bruton’s been kicking his songs around on the road with
Raitt for a while now, and he brought the core of her band into
record It Is What It Is. 'he experience of countless soundcheck
sessions shines through. Producer Don Was had been carrving
abootlegged copy of Bruton’s “Getting Over You” around in
his pocket for a couple of vears. When it came time to produce
Willie Nelson’s Across the Borderline album, Was cast the song
asa duet between Nelson and Raite. “I was in the studio work-
ing on my own record when 1 got the [cont’d on page 94]
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DEVELOPMENTS

THE ULTIMATE AMP
FOR ACOUSTIC GUITARS

Choosing an amp setup can be difficuli—especially if you play acous-
tic guitar. Traditional guitar amps are designed for electrics, while the
usual solution for ensemble players, plugging your pickup’s output
directly into a PA, denies you the kind of on-stage sound and tone con-
trol that inspires great performances. The variety of pickups available
complicates matters further, not to mention the endless array of

preamps, amplificrs and speakers if you’re interested in “separates”

rather than a combo amp. But
if you’re serious about your
sound and willing to invest in
it, the marketplace offers some
excellent options.

Allclse aside, a good ampli-

fied acoustic sound starts with
agood pickup. The DiMarzio
Natural ($89) and the Dean
Markley SST ($100), both pas-
sive pickups, are exceptionally
transparent and flat in their
price range. For more money,
the active Fishman Acoustic Matrix ($140) and Highlander IP-1 ($197),
and the passive L. R. Baggs ($110) and Sunrise ($170-$200), arc among
the best on the market. Proper installation is critical, so make sure 1t’s
done by an expert. If you need an in-line preamp—required by any pas-
sive pickup—the $140 Fishman Model G is one of the most popular and
effecuive. Baggs and Sunrise also ofter high-quality preamps, the cream
of the crop being the Sunrise Tube Interface ($750).

When it comes to amplitiers, most players go with a combo simply to
avoid matching up separates and transporting them. Fortunately, a
growing number of combos are designed with the acoustic guitar in
mind. Guild offers the Tamarack (20 watts sterco and 1wo eight-inch
speakers, $600), Aspen (25 wats stereo and two 10s, $790), and Sequoia
(55 watts sterco and four eights, $990). Given their low power ratings,
these amps are best suited for small rooms and low volumes, their strong
points being price, portability and a wealth of features. The 100-watt
Gallien-Krueger 200MV ($899), which I didn’t listen to, sports two 61/2-
inch speakers, a seven-band graphic EQ and chorus.

At the other end of the price spectrum, Trace Acoustic offers the pop-
ular two-channel TA100R ($1850) and three-channel TA200S ($3+450).
Both models deliver 100 watts and feature tone controls on each channel,
asingle master five-band graphic EQ and an onboard Alesis Microverb.
To my ear, the TAIOOR’s four five-inch drivers aren’t quite up to the job,
sounding thin and compressed and decidedly lacking in lows. The
TA200S, with twice as many speakers in a sterco configuration, sounds

bigger, if not much berter.

The sound of Seymour Duncan’s 100-watt TARA ($1350), which
1ssues from two six-inch drivers and a one-inch dome tweeter, boasts a
good deal more body and warmth. Each of two channels has its own
five-band graphic EQ, plus a notch filter for dialing out feedback. This is
onc great-sounding little amp, and you can slide your favorite effects
unit into the optional one-space rack slot ($50).

Those with a larger budget should look out for the Fishman Acoustic
Periormer-8 ($1600), scheduled for August release. This unit’s specs call
for considerably more wattage than the competition, biamped to an
eight-inch driver and a one-inch dome twecter. The grapevine predicts
that it’s going to be a monster.

Combos are convenient, but for those who will drive all night for
tone, a separates system (hand-picked preamp, amp and speakers) tends
1o deliver more bang for the buck. A clean, transparent amplitier runs
between $400 and $1300. Anything by Carver, Hafler or Crown is a
good choice. As for high-end preamps, don’t miss the truly spectacular
Pendulum HZ-10SE ($695), designed specifically for the acoustic guitar.

I listened to a number of fine speaker enclosures, but when I plugged
into a Daedalus—again, designed specifically for acoustic stringed
instruments—1 heard a curtain lift. The C-81 (5695), a two-way ported
cabinet with eight- and five-inch drivers, sounds absolutely gorgeous.
The larger C-82 ($795) offers twice as many speakers, in stereo, for a
louder, richer sound with more depth and spaciousness. Both models
include rack spaces for mounting electronics directly into the cabinet,
making your system a virtual combo.

The Pendulum/Carver/Daedalus combination is an acoustic player’s
dream come true, a bounty of warmth and detail. The bottom is tight and
well-defined, while the highs retain their brilliance without any solid-
state harshness. It doesn’t come cheap, but if you’re serious about ampli-
fving vour acoustic, this is the best, most musical sound available.

DAVID LAWRENCE

Special thanks to New York guitar builder Roger Sadowsky.

¢ DiMarzio, 1388 Richmond Terrace, Staten Island, NY 10310; (718)
981-9286. ¢ Dean Markley, 3350 Scott Blvd. #45, Santa Clara, CA
95054; (408) 988-2456. ® Fishman, 5 Green St., Woburn, MA01801; (617)
938-8850. ¢ L. R. Baggs, 483 N. Frontage Rd., Nipomo, CA 93444; (805)
929-3545. ¢ Sunrise, 8101 Orion Ave. Unit 19, Van Nuys, CA 91406;
(818) 785-3428. » Highlander, 305 Glenwood Ave., Ventura, CA 93003;
(805) 658-1819. ¢ Gallien-Krueger, 2240 Paragon Dr., San Jose, CA
95131; (408) 441-7970. ¢ Guild, 2885 S. James Dr., New Berlin, W1
53151;(414) 784-8388. ® Trace Acoustic, 1330 Blue Hills Ave. Box 507,
Bloomfield, CT 06002; (203) 243-7941. ® Seymour Duncan, 601 Pine
Ave., Santa Barbara, CA 93117;(805) 964-9610. ® Pendulum, Box 339,
Gilletre, N 07993; (908) 665-9333. ® Dacdalus, 18 Irish Hill Rd., Box
124, Newfield, NY 14867;(607) 564-0000.
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ART
SGX 2000 EXPRESS
GUITAR PROCESSOR

,

WA

Tubes or transistors? The choice has plagued guitarists since tube
combo amps gave way to solid-state models that were cleaner, louder
and cheaper. Then the pendulum ook another swing and guitarists
started plugging into tube amps and preamps. Combining tube technol-
ogy with digital mulu-effects, ART’s SGX 2000, released in 1991, was a
surprisingly successful attempt to be all things 1o all players. The SGX
2000 Express ($849) updates the original unit with new eftects, more
juice to the tubes, and tour times the number of on-board presets.

The Express’ analog half offers compression, tube and solid-state dis-
tortion, high-frequency enhancement, envelope-controlled filtering,
gating and EQ. On the digital side, there’s reverb, 1300 ms. of delay and
one-shot sampling, chorusing, flanging, phasing, dual-interval pitch
shifting, panning, tremolo and programmable EQ and levels. A
crossover filter on the analog output adds flexibility by passing only
high-frequency partials to the digital section, and the mix between the
dry signal and digital and analog outputs is programmable. Up to eight
parameters can be controlled by MIDI continuous controllers.

The front pancl offers knobs for drive (input level 1o the compressor),
five-band EQ, tube contour (pre-tube tone control), pan and master
volume. As convenient as these are, they present a dilemma since there’s
no way to save their settings as part of a preset. The rear pancl is a
recording engincer’s dream come true, providing balanced and unbal-
anced outputs and two effect loops.

When it comes to tone, the Express is versatile enough to satisty 95%
of the people 95% of the time. The distortion plus multiple EQs, tube
contour and programmable mix make for an extraordinarily broad
palette. The digital effects are clean and lush, and the 400-plus factory
presets cover the gamut from screaming, screeching, echo-overdosed
guitar sounds to kick-drum fatteners. No matter what your taste, you’ll
find a substantial number that are immediately useful. In fact, it may bea
long while before you need 10 do any programming—which, by the
way, is remarkably easy for a device this complex.

To pick a few nits: I find the unit a bit limited when it comes to the
ordering of the effects and creating parallel signal paths. Also, those
using their guitar to drive a synth will miss the ability 1o mix it into the
Express’ output. Still, the SGX 2000 Express will make a lot of people

happy. It doesn’t offer all of the flexibility that serious effects hackers

DEVELOPMEN =

might want, but it provides most of what guitarists want in a quick and
easy format. WARREN SIROTA
o Applicd Research & Technology (ART), 215 Tremont St., Rochester,

NY 14608; (716) 436-2720.

MARTIN BACKPACKER
GUITAR

If you’re going through an obsessive guitar-playing phase, the
prospect of a business trip fecls like doom. To bring your axe along vou
need a hard case, which takes up so much space that it needs to be
checked as baggage at the airport. Then
vou spend the flight in terror that il
end up broken or stolen. 1If you travel
by car, putting vour guitar in the trunk
poses similar problems. So does the
stress of traveling with a guitar out-
weigh the stress of not playing?

Martin renders this dilemma obso-
lete with the Backpacker ($210), an
acoustic that fits easily where other gur-
tars can’t. I don’t recommend 1t for
backpacking (get a harmonica), but 1
did take it on a recent wrip. It fit easily in
the airplane’s overhead bin, and it was
better than beer for cooling out in the
hotel room alter astressful day.

Made of mahogany with a spruce
top and “selected hardwood” (usuall
rosewood) for the fingerboard and
bridge, the Backpacker weighs just over
two pounds plus a one-pound padded
gig bag. lts 33-inch body slopes out
from the neck (standard Martin width
of 111/16") to a maximum width of 71/4"
at the base. At 247, the scale is nearly
standard, so you get a real guitar neck
with 15 normally spaced trets.

The action is slightly high, and the
Backpacker’s odd shape requires a strap and takes some experimentation
1o brace properly. Its tone falls between a banjo, a duleimer and a guitar,
although the electric model (equipped with a Martin Thinline pickup,
$335) delivers an inspiring, purely guitar chime through an amp.

Quibbles aside, the Backpacker is simply the best guitar for travel
I’ve also found it indispensable for playing supine while watching T\
at home. CHARLES M. YOUNG

* Marun, 510 Sycamore St., PO. Box 329, Nazareth, PA 18064; (800
345-3143.
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THis YEAR, SOUNDCHECK -THE TICKETMASTER YAMAHA MUSIC SHOWCASE
PRESENTED 150 BANDS IN LIVE PERFORMANCE TO REPRESENTATIVES
OF THE RECORDING INDUSTRY AT 30 SHOWCASES THROUGHOUT THE
UNITED STATES. AT EACH EVENT, ONE BAND WAS SELECTED TO ADVANCE TO
THE NEXT STAGE ~THE REGIONAL SHOWCASE.

THE STAGES ARE NOW SET. THIS SUMMER FOR THE FIRST TIME, DETROIT,
CLEVELAND, ATLANTA, LOS ANGELES, AND DALLAS WILL HOST
REGIONAL SHOWCASES FEATURING THE 30 BEST NEW BANDS
FROM ACROSS AMERICA. ONE BAND FROM EACH REGIONAL
SHOWCASE WILL GO TO THE NATIONAL FINALS IN SEPTEMBER WITH
THE CHANCE TO WIN $25,000 IN CASH OR YAMAHA MUSICAL/PRO AUDIO
EQUIPMENT AND A TRIP TO JAPAN TO REPRESENT THE UNITED STATES AT
THE INTERNATIONAL FINAL, “MUSICQUEST.”

FOR SEVEN YEARS, SOUNDCHECK HAS BEEN A PROVEN MEANS OF
EXPOSURE FOR UNSIGNED BANDS, PROVIDING MUSICIANS WITH THE
ULTIMATE OPPORTUNITY TO SHOWCASE THEIR MUSIC TO THOSE WHO
CAN MAKE THE DIFFERENCE. AND IT WORKS.

SOUNDCHECK-SETTING THE STAGE FOR AMERICA’S NEW MUSIC.
BE A PART OF THE DISCOVERY
THERE IS NO OTHER EVENT LIKE IT.
R -

TICKETS ARE NOW AVAILABLE AT
m:KE'fa'merH TickeT CENTERS OR CHARGE-BY-PHONE.

SOUNDCHECK

)" rexasmre YAMAHA

8] MUSIC SHOWCASE

'\'(‘g"»&%
WL

The Official Hotel
of SOUNDCHECK

iNn association with MUSICIAN macazine

IFyou or your band is inferested in entering SOUNDCHECK in 1994, call tolfree 1-800-451-ROCK (7625). SOUNDCHECK is open to any musician who writes
original music, performs with a band, and is not currenty signed to a nafionally distiibuted record label or a major talent agency. Al styles of music are welcome.



NOW PLAYING

MusSICIAN MAGAZINE’S NEW MuSIC SAMPLER
A LitTLE ON THE CD SIbE - VoLUME 10

ALL NEW .
EDITION Featuring...

* PJ Harvey * X ¢ Daniel Lanois
e Frank Gambale » Maria McKee * Zap Mama
e Johnny Clegg & Savuka ¢ The Devlins
e Guru with Donald Byrd * Ashley Cleveland
e John Altenburgh * Pere Ubu * A.J. Croce

e Craig Chaquico * Zachary Breaux

Tune in to MUSICIAN Magazine's quarterly new music sampler [ 4 22ine~
A LITTLE ON THE CD SIDE for the most convenient way of checking ;
out today’s newest arfists and latest releases. A mere $3.00
quarantees you the most eclectic collection of music that the labels
want you to hear. With so much music flooding record stores every
day, you deserve a chance to try ‘em before you buy ‘em! To order
your CD SIDE, just fill out the coupon below.

:-Send me ____copies of A LITTLE ON THE €D SIDE Volume 10.

I Endlosed is $3.00 per disc, P. & H. included. ($4.00 for foreign orders.)

: SUBSCRIBE TO THE CD SIDE and hear o minimum of 75 new releases a year! A mere $15.00 ALSO AVAILABLE G2 e

| Quorantees you the next six (D Side Samplers. (A new volume every 3 months. Double discs count os 2.) Volume 8, featuring Paul Wefler, Jeff Healey, Julian Cope Muce.o. i
| — Sign me up! Endlosed is 515.00 for my (D Side Subscription. Please start my subscription with Parker Briurll B, el Pmis’e Th eloniou; o urlld Siw ol
)2 Vol. 8 ¢ 15 Vol. 9 — Vol. 10. *ifthe volume you reguested is sold out, your subscription will begin with the next ovailable sompler. Sen(’i me ’(opies of éD Sidle Volume 8. 0n|y15300 per di.S(, ]
: Send your check /money order to: €D SIDE, 33 Commercial Street, Gloucester, MA 01930 P & Hinduded. (54.00 for foreign orders.) :
| Volume 9, featuring Michael Penn, Goo Goo Dolis, Rosanne Cash, I
P SO Hothouse Flowers, The Tragically Hip, The Rembrandts, Robben Ford & |
| o the Blue Line, and 10 more. |
| Send me ____ copies of €D Side Volume 9. Only $3.00 perdis, |
I ALOW 40 6 WEEKS FOR DELVERY P & H included. ($4.00 for foreign orders.) |




RECDODRDINGTS

SMALL WORLD AFTER ALL

JULIANA HATFIELD

BECOME WHAT YOU ARE

(MAMMOTH)

] @ he second solo album
for former Blake Babies

bassist/vocalist Juliana Hattield 1s
the sort of anonvmous pop success
that the insulated world of indie
rock cherishes. [Us full of gavage
band workouts—sweaty bass and
drums, unrefined wbe amp distort-
ed guitar—uwith lvries that plainly
state frustrations and exultations,
coming at vou in Juliana’s Litde
airl-squeak voice. (She's got a bit
more of Belinda Carlisle inher than
she’d probably like to admit) Ina

more mainstream world, these

songs would be tleshed ou, sweet-
ened: in alternative America, the
engaging demo-esque sound will
suffice. She's not Jonathan Rich-
man, but she knows all about mod-
ern lovers.

“Tsav that I'm cool/But really I'm
not,” Hatfield sings at the end of
“For the Birds,” the album'’s fourth
cut and its tirst to show off the
melodic treasures that overtake the
rest of the album. She's fully aware
that with her fragile voice, she can’t
v and wrick anvone into thinking

she's out to kick ass. So she solicits

sympathy. She sings. “T don't wanna
care atall/1e's gota lite without ine”
in * Litde Pieces™ and vou just have
to wonder what the hell was this guy
thinking? Leave ber? Hattield's ex
citement is positively infectious in
the acoustic guitar—dnven “Spin the
Bottle,” where she waits tor the bot
tle to pointat the object of her desire.
But “lFeelin® Massachusetts” sug
gests that her romantic judgment
may be a bitfaulty: “Introduce me to
someone really cool/Not another
crazyv.crazy fool.”

The music s very garagey, even

87



at its grandest—the choogling guitar coda of
“President Garfield”—small enough to fitin a
box. The songs themselves are offthand-sound-
ing, even-tempoed. Not surprisingly, the
album’s structure most closely resembles the
Lemonheads’ It’s a Shame about Ray, where
Juliana guest-vocaled with Evan Dando, who
didn’t return the favor this time out.

The result is a close-knit atmosphere where
humility makes all the difference. There are no
grand illusions, no attempts at mystifying the
ordinary. Every day: Sun rises, sun sets. Maybe
today’s the day you fall in love, maybe it isn’t.
But like an unconscious smile, Become What
You Are has a way of catching you off-guard
and making the world seem like 2 manageable

place after all. —Rob O’Connor

CARLENE CARTER
Little Love Letters

(BranT)

JOHN ANDERSON
Solid Ground

(BNA})

FLL, IT'S HAPPENED—COUNTRY MU-
w sic is “popular.” And all you have to do
is check out the biggest stars to see just how safe
it’s become. It’s enough to make you long for
those wacky ’70s, when Johnny Paycheck was
out there shooting people, Gary Stewart was
crawling in a dumpster looking for his drugs and
David Allan Coe was busy making demos of
cringe-inducing pornographic country songs.
Those days are gone, folks, but with Little Love
Letters and Solid Ground, two hardcore sur-
vivors of that bygone era manage to break the
bland barrier with some of the best music of
their careers. Both are “follow-ups” to success-
ful records that brought those careers back from
the dead. And in both cases, the artists have
opted not to mess with the formula, and depend
heavily on the team that brung ’em back.
Carlene Carter’s producer (and Tom Petty’s
bassist) Howie Epstein once again applies his pure-
pop-for-new-traditionalists approach to Carter’s
songs, proving that too much overdubbing can be
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agood thing. On tracks like “World of Miracles”
and “Sweet Meant to Be,” Epstein floats Carter’s
pure country voice over a zillion shimmering
musical layers. The result is a heavenly—and,
miraculously, never muddy—mix of hillbilly and
high tech. On the album’s centerpiece, the gor-
geous “Unbreakable Heart,” the producer wise-
ly chooses a bare-bones backing, letting Carter’s
frail warble, and the song itself, do the work.

Anderson’s comeback also got a boost from
the rock world when Mark Knopfler wrote a
song for his last album; here producer James
Stroud frames the singer’s left-of-Lefty Frizzell
vocals for *90s radio. Quirky but commercial
songs like “Money in the Bank” and “Nashville
Tears” show that Anderson still knows how to
pick ’em, and his songwriting chops are as sharp
as ever on songs like “All Things to All Things”
and “Solid Ground.”

Over the years, Anderson and Carter have
done a lot of kicking at their major-label stalls,
and God bless ’em for it. It’s that stick-to-their-
guns stubborn streak that will keep them out of
the rubber rooms of Branson, while contribut-
ing some much-needed musical depth to the

mainstream. —Peter Cronin

sute 43 A0 (( ; onzado rubakaba

GOoNzALO RUBALCABA

4 Y 20 Suite

(BLUE NOTE)

HE JAZZ-CRIT CONSENSUS ON CUBAN
T expatriate Gonzalo Rubalcaba, now four
albums into a career as a jazz pianist, goes like
this: He’s a hot-blooded Oscar Peterson—style
player who disregards subtleties in favor of the
flash preferred by compatriots Arturo Sandoval
and Paquito d’Rivera. Rubalcaba, who retains
Cuban citizenship but resides in the Dominican
Republic, hasn’t countered well. Though his
projects contain contemplative moments, his
whole-keyboard runs and massive chordal
seizures do most of the talking. And they tell a
familiar story—about an artist content to flaunt
the fire that is by now a stereotype and to up-
hold the rigid, unimaginative formulas of what’s
called “Latin Jazz” rather than explore.

The 30-year-old pianist has been plenty busy
establishing jazz credentials (playing a whiplash-
tempo “Giant Steps” with Charlie Haden and
Jack DeJohnette, for example), but portions of
the tender 4 Y 20 Suite find him asserting his
Cubanness. Finally. Celebrating the swing of the
clave rhythm and introducing elements of
mambo into otherwise linear solos, this subtle
work suggests it’s too early to pigeonhole Rubal-
caba. With furtive, pawing lines, he takes material
familiar to any Miami lounge band (“Perfidia,”
the Beatles’ “Here, There and Everywhere”) and
finds ways to wring fresh tears from it, as though
playing for a room of exiles longing for any hint
of the old country. His own ballads (for piano
trio and sometimes an added trumpet) reflect the
tension and release of the sentimental bolero
even as they stray miles from conventional
notions of melody. Stately and proud and
remarkably fluid, they’re imbued with a surging
pulse and a restless sense of invention.

This thirsi for something new is responsible
for the most interesting music on 4 Y 20, which
is marred by a few wandering compositions and
the by now predictable sweeping runs. Rubalca-
ba still overplays in spurts, though the fiery
results often justify the excess: On the gentle
bossa “Comienzo,” his solo ends in an eruption
of salsa-style montuno—crisp chordal clomps
that echo, and advance upon, Eddie Palmieri’s
classic dragon-slaying outbursts. But Rubalcaba
doesn’t want to be a salsa pianist; he’s using his
heritage to create a defiantly individual hybrid
that’s still under construction, a music that
reflects both the ruminative spirit of Bill Evans
and the percussive charge of Los Van Van. It’s a
road that hasn’t been negotiated successfully
before, but parts of 4 ¥ 20 indicate Rubalcaba’s
got the poise and the passion to make the jour-

ney interesting. At least. —Tom Moon

GumMBO

Droppin’ Soulful HyO on the Fiber

(CHRYSALIS)

F ARRESTED DEVELOPMENT'S UNPLUGGED

made you suspect Speech was running out




of ideas already, here’s proof 1o the contrary.
Ostensibly the work of Gumbo, an engaging
Milwaukee trio fronted by exuberant
teenage rapper Fulani Faluke, Droppin’
Soulful H50 on the Fiber offers more of the
homespun grooves and Afrocentric sensibil-
ity that graced AD’s monumental debut.
Speech has left his fingerprints every-
where: producing, writing most of the
material and even playing D], which makes
it his record, too.

Emboldened by success, Speech seizes the
occasion to intensity the debate over the identi-
tv of hip-hop and, by extension, the future of
the black community. Themes such as self-
respect, spiritual liberation and regard for
women dominate the discourse; occasionally,
Droppin’ Soulful HyO suggests a sermon
punctuated by beats, not actual music. Howev-
er, these righteous vibes don’t equal sweetness
and light. Contentiousness abounds, from a
testy diatribe on diet in the raucous “Basement
Music” to the inspired “Soldicr Boy,” a call for
young African-Americans to tend their own
back yard rather than heed the army recruiter.
“The Boat,” a crackling jam equating the
oppression of slavery dayvs with modern ills,
has an exhilarating kick, but “Do You?,” a sar-
castic lecture from Mr. Specch himself, just
seems cranky.

Despite the hefty agenda, Droppin’ Soulful
H5O goes casy on the cars, tempering the
potentially harsh aftertaste of zealotry with
genuinely friendly noises. Buoved by funked-
up pop melodies, Fulani Faluke radiates energy
and charm, whether damping racist fears (“No
Need 2 Run Anymore”) or playing the tender
lover (“I Know You’re a Virgin”). Connois-
seurs of cool will dig the light-headed title
track, which could be a transmission from deep
space, and “The Jungle.” featuring a sample
from the Jungle Brothers, a prime AD mnspira-
tion. Allin all, Speech’s master plan for world
domination is off to a good start.

—Jon Young

BiLLY IDOL

Cyberpunk

(EMI)

LI THOSE GREAT PUNK SURNAMES
A that celebrated ugliness—Vicious, Rot-
ten, Scabies—now seem quaintly dated, while
Billy Idol’s nominal nod to self-hype has lasted
him right into the *90s. Of course, Billy has
endured this long primarily because he’s always
been more of a friendly, cager-to-please, Satur-
day morning cartoon punk than a stinky, gob-
bing anarchist. He made his millions as a major
face on early MTV, and has scemed satisfied in
recent years as a lord-about-town in L.A. But
he must know his riff 'n’ sneer formula went flat
on albums like Whiplash Smile and Charmed
Life, because this time around, he’s tried to
shake things up by running his spiky head
through a computer-driven home studio.
Inspired by William Gibson’s futuristic nov-
¢ls, and fascinated by the electronic “bone stim-
ulator” he wore while recovering from his 1989
motorcycle accident, Billy has embraced the
high-tech world of computer recording as a
way of returning the DIY edge to his work. On
Cyberpunk, first-ime producer Robin Han-
cock pushes the mouse around, while guitarist
Mark Younger-Smith and Living Colour bassist
Doug Wimbish add some live heat to the hard
drive. In between menacing samples, Idol
croons and hollers, pouts and shouts against a
thick backdrop of digital bleeps and burps.

The result is a sometimes heady, sometimes

Only a Gibson Is Good
Enough!

(800)-4-GIBSON
621 Massman Drive
Nashville, TN 37210-3781

dopey collection of 1dol-ized techno-grooves,
ranging from the whitened hip-hop of “Tomor-
row People” to the apocalyptic booty-shake of
“Neuromancer” and the New Age lull of
“Adam in Chains.” The raging “Shock to the
System” is supposedly a take on the L.A. riots,
although Billy’s commentary 1s limited to
repeating the title phrase and growling, “Feels
good, well all right.” Low point: the techno-
disco reworking of “Heroin.” It might have
been a good idea for Gloria Gaynor, or SCTV’s
Eugene Levy, but here it’s a painful misfire.
Cyberpunk is both intense and ridiculous,
depending on your level of Billy-tolerance. For
real rage and insight, you're better off watching
C-Span and listening to old Clash records, but if
you think of Billy Idol simply as a vaudevillian
punk-trouper with an incurable lip-curl, this
lurch into the future definitely has entertain-

—Chuck Crisafulli

ment value.

FoOLEY
7 Years Ago... Directions in Smart-Alec
Music

{MOJAZZ)

FiISHBONE
Give a Monkey a Brain and He’ll Swear
He’s the Center of the Universe

(CoLumBA)

USIC HAS THE POWER TO TURN COM:-
M plaint into pleasurable sound, a feat
amply demonstrated by these two examples of
African-American nouvelle[cont’d on page 94
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VAN MORRISON
Too Long in Exile
(PDLYDODR)

roR THOSE wHO feel his last few albums have
taken him too far into the mystic, the straight-up
jazz and blues performances served here may seem
like a return from exile. But the only real difference
is song sclection and a couple of John Lee Hooker
cameos; otherwise, Van and band deliver the same
spirited and soulful sound he always has, from the
bitter, bluesy “Bigtime Operators” to a surprising-
ly adroit “Moody’s Mood for Love.” And though
much will be made of Flooker’s contributions to
“Gloria,” the gritty, conversational “Wasted Years”
is by far the better duet.

CLANNAD

Banba

{ATLANTIC)
No, Banga 1s not Gaclic for fahroergniigen, but
given what Clannad has gained from the use of
“Harry’s Game” in that VW ad, who could blame
them if it was? The songs here play off the same soft-
tocus harmonies and stately Celtic airs as their best-
known work, while Clannad continues to expand its
sound, clearing space for jazzy extrapolations in
“Banba Oir,” hearkening back to folk roots with
“Caide Sin Do N Te Sin,” and uncorking some won-
derfully catchy choruses for “The Other Side” and
the stately “Struggle.” Talk about a drive to succeed. .

STEVE MILLER
Wide River

{PDLYDDR)

SHAILOW SONGS.
TIM FINN
Before & After

iCAPITODL)
1¥ ALL YoU want from Tim Finn is exquisitely
crafted guitar pop, full of effortlessly arching
melodies and wondrous minor-key modalities,
you won’t be disappointed by this one. Between
the heartbreak chorus of “Alwavs Never Now”
and the lilting waltz cadence behind “Many’s the
Time,” these songs are as catchy as any he’s written.
Butif that’s all you expect, you’re in for a surprise.
Because in addition to the usual repertoire of

REVIEWS

N f}

DICK DALE, TRIBAL THUNDER (HIGHTONE)

THOUGH DALE sTiL1L relies on the combination of tricky-picking and heavy reverb that

launched the surf-guitar era, be has a wealth of new applications, from the psychedel-

ic habaiiera of “Esperanza” to the untitled Afro-flamenco number that closes the

album. And if vou think he’s lost any of his old flare, cie up “Shredded Heat” and

stand back as the waves of sound wash over you.

strum-and-thump arrangements, FFinn manages to
slip enough rhythm into the mix to lend a smooth
funk sheen to “Protected,” and a raffish, reggae
edge to “Strangeness and Charm.”

BELL BlV DEVOE

Hootie Mack

iMCA)
SINCE IT WAS street savvy that made BBD's debut
a smash, it makes sense that this new one would be
obsessed with keeping current. But in their rush to
find the phattest, freshest grooves around, the BB

crew forgot that it wasn’t beats that made Porsor a

killer, but the way those beats begat songs. Here, all
the beats beget is sex talk, and apart from the nicely
harmonized chorus to “Something in Your Eyes,”

thereisn’t a memorable melody to be found.

CYNDI! LAUPER

Hat Full of Stars

(EPIC)
FORGET THE DESPERATE attempts at hip; what
really sinks this is its total lack of personality or
charm. True, her mock-bluesy moan on “Broken
Glass” has probably put white soul back half a cen-

tury. But that’s less a problem than her perfunctory
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reading of “Sally’s Pigeons,” because it’s the sort of
nostalgic ballad that Lauper made her name on.
And that, not contrived dance pop, is what she
needs to restake her claim to the charts.

BAABA MAAL
Lam Toro

(MANGO)
LIKE FELLOW SENEGALESE crossover Youssou
N’Dour, Baaba Maal is blessed with a lithe voice,
an infallible melodic instinct and wide-ranging
tastes. But unlike N’Dour, he’s found an easier way
of bridging the gap between African and Western
pop: reggae. So even though much of Lam Toro
sticks with home-grown sounds, the more adven-
turous tracks flesh out the traditional with club
beats (“Olel”), dub bass (“Ndelorel”) and dance-
hall rhythms (“Hamaday Bioro”) without diluting
the music’s indigenous charm,
THE BATS
Silverbeet

{MAMMODTH)

BETWEEN THFIR GARAGEY guitars and understat-
ed vocals, the Bats suggest a cross between early
Buzzcocks and later Go-Betweens—a sound that’s
too unvarnished to pass for pop, but too tuneful to
be anything else. At its best—“Courage” or the
swirling “Alight from the Rear”—it’s as infectious
asitis unassuming,

DAVID CROSBY

Thousand Roads

(ATLANTIC)

...LEADING NOWHERE.

[ = sz= |

BY JIM MACNIE

BERANFORD MARSALIS
Bloomington

(COLUMBIA)
FORMALLY, IT's THE “soundtrack” toa D.A. Pen-
nebaker profile of Marsalis; informally, this trio gig
is a casual/daring historical artifact that buries last
year’s conceptual/dumb blues record. You can
hear the leader discovering ways to make swing
sound fresh. Monk’s “Friday the 13th” is amore
demanding training ground than any of Branford’s
originals, and as the group tinkers with melody,
their authority is amplified. Bad luck doesn’t affect
this “Friday"—like much of Bloomington, it’s got
plenty of elbow room and zing.

NED ROTHENBERG

The Crux

(LED)
THE TECHNICAL MASTERY—oh, hell, let’s just call
it brilliance—of myriad reeds has shaped Rothen-
berg’s solo aesthetic for a decade now. These unac-
companied pieces aren’t only about serendipitous

expression; they show off the saxist’s absolute

authority over his horn—multiphonic intricacy,
textural and tonal breadth—while maintaining a
totally musical demeanor. It’s emotional stuff that
sounds weirdly scientific. Twenty years after Brax-
ton’s For Alto, Rothenberg continues to do the
genre proud.

JAZZ FUTURES

Live in Concert

{RCA/NDVUS)
THE YOUTH BRIGADE, each with careers on-line,
still play like they have something to prove on this
snappy, straight-ahead blowing date from "91. The
news comes from guitarist Mark Whitfield, who
upends the creamsicle demeanor of his solo rec-
ords with a few piercingly exclamatory passages.
But everyone has a turn cutting loose. A Roy Har-
grove/Marlon Jordan trumpet battle gives way to
an inspired squawk-off from saxists Antonio Hart
and Tim Warfield on a piece called “The Public
Eye.” These young adepts are responding to
scrutiny with natural and individualistic flash.
SIMON NABOTOV
Tough Customer

(ENUA)

TRAVIS SHOOK

Travis Shook

(COLUMBIA)

TWO PIANISTS LEADING trios who could stand to
rub off on each other. The middle-aged Russian
comes up with a slew of unorthodox phrases,
coercing them into tunes that are sometimes in,
sometimes out. As Nabotov flips through multi-
ple tempo changes, his drive (along with that of
Mark Helias and Tom Rainey) intermittently van-
ishes. It’s the opposite problem for young Shook,
whose facile antics could stand some meat and/or
abstraction. He’s got plenty of oomph, but too
smitten with credentials to challenge his team
mates (Tony Williams and Ira Coleman). It’s just
riding and riding, tripping through the changes
without a destination in mind. Someone set up a
conference call.

DON BYRON

Plays the Music of Mickey Katz

(ELEKTRA/NONESUCH)

HOKUM ALWAYS GOES farther when it’s in the ser
vice of virtuosity, and as the hippest clarinetist to
come down the pike in ages addresses the music of
the hot-shit klezmer bandleader, high brow and
low brow snuggle tight. The conception of this
tribute depicts Byron’s well-informed, wily nature.
It puts fun up front, but it wouldn’t exist if it
weren’t for the formidable musical opportunities
that Katz’s klez offers. Compact orchestrations
retain the drama and accentuate the frolic, and the
shtick is nudged into a spot where the essence of
entertainment befriends both adventure and bril-
liance. C’est si bon, baby.




KEITH JARRETT

Bye Bye Blackbird

{EC M)
IF THE PIANIST'S lyricism is what leads him into
meander land on his rapturous solo dates, it’s also
what plenty of his listeners sign on for. With a trio,
this melodiousness has a righteous context: swing.
Poise is the common link among the participants on
this kinda/sorta Miles eulogy; Jack DeJohnette and
Gary Peacock can match Jarrett nuance for nuance.
They push, too: Oliver Nelson’s “Butch and Butch”
has some rumbling drive, and “I Thought about You”
blends suspense with sentimentality. You expecta Jar-
rett record to be gorgeous. This one’s robust as well.
TOM CHAPIN TRIOD
PLUS BRASS

Insomnia

(FACTORY WORKS)

THIS ALTO PLAYER has alwavs had brass, but now
he has the horn ensemble to back it up. Their col-
lective boisterousness finds a slew of ways to shift
the focus away from the leader’s fierce but finite
sax prowess. If you miss the Art Ensemble’s “Old
Jed,” and Air’s “Great Body of the Riddle,” then
these are the settings for you.

LISA SOKOLOV

Angel Rodeo

(LAUGHING HORSE)

THE VOCALIST'S LIITING post-folk/out-jazz gets
overly arch in spots, which multiplies the melodra-
ma. But when her singing is on, her voice spirals
through the lyrics, effecting a confluence of
Meredith Monk and Betty Carter. On paper, the
Peter Pan move seems contrived—“I’m Flying,”
indeed. But the gypsy strains and constant caprice
give her glide plenty of slide.

DOLLY PARTON

The RCA Years 1967-1986

{RCA)
I'M NOT sURE what’s more perverse, the current
practice of cramming pop CDs with 70 minutes’
worth of noise just because the space is there...or
this CD twofer retrospective, which could easily
accommodate twice as many quality tracks as the
30 here meted out to two decades’ worth of song
by—to quote the liner notes—*“the most famous,
most universally beloved and most widely re-
spected woman who has ever emerged from coun-
try music.” If you think that’s hype, this package
will at least set you straight, for Parton’s greatness
has less to do with her pleasing Appalachian trill or
her charisma than with the trove of honest, well-
crafted, achingly personal songs she wrote and rode
to stardom in the *70s. From “Coat of Many Col-
ors” to “Just Because I'm a Woman” to “My Blue

Tears” she revamped the rules for women in coun-

try music, and created more than a few classics in
the process. That she’s preferred to spend the last
decade warbling assembly-line pap makes the gold
here shine even brighter—Mark Rowland

ROBERT JR. LOCKWOOD

Plays Robert and Robert

{EVIDENCE)

THE ROBERTS REFERRED to here are Lockwood
and his stepfather, blues legend Robert Johnson.
That fact alone should set this tribute apart from
other Johnson homages, and Lockwood’s walking
basslines and beautiful slidework have a stylistic
purity that came straight from the master. Original-
ly released in France about 10 years back, highlights
of this solo/acoustic set include “Take a Little Walk
with Me” and “Little Boy Blue”—reputedly John-
son titles never recorded by their author—and a
bonus cover of “Sweet Home Chicago.” One of the
smartest reissues this year—Thomas Anderson

{cont’d from page 36] out of the Garden of Eden.
I’'m not so sure. I think we kicked God out of it.
And what [ don’t see is evidence of God in man.
There is enough food, for example, but we just
won’t share it. We always see this planet as
belonging to God—TI think it belongs to us. We
probably stole it from God. But you can try and
give bits of it back in any way you can.

“People ask me, ‘Are you exorcising or exer-
cising your demons through your music?’ [ can
only say that [ hope I'm exorcising my demons.
That’s what I'm banking on. Maybe the word
‘demon’ isn’t the best choice though. It’s more a
matter of tapping into your own darkness. And
maybe that has to be a part of creating any form
of substantial art. That certainly is something
I've come to believe.

“Van Morrison’s philosophy is ‘more light,
less darkness.” On the other hand, maybe
sometimes you must use darkness to show up
the light. And that is something [ believe to be
true. But this is a problem I have with many
religious people today. They refuse to stare into
the face of the world they’re living in. And they
refuse to describe it in anything other than the
most bland way. They’re not attempting to
understand the darkness in the world, or to get
into it and describe it from the inside so people
can really get a sense of what you’re talking
about. But, more and more, I realize that
everything tells us who, and what, we are.

“That, too, is why we drew on so muchin
the ZOO TV tour, from pornography to
images of the Gulf War. Thats our way of de-
scribing the world.”

There have been rumors that Bono is now so
interested in exploring darkness that he has
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begun to examine Satanism. [s that true?

Laughing loudly, Bono leans forward in his
chair and says, “Can I say yes, please? Can you
imagine the stories that would spin out of that?
That would be something else.”

He pauses and shakes his head in disbelief be-
fore answering more seriously. “You are attract-
ed to the darkness—attracted in some strange
way to the things you are afraid of. But [ never
really had that shit of denying the darkness in
your nature as a child. [ was just given a few clues
and directives and told to get out there and find
the answers for myself. But what’s really impor-
tant is that [ wasn’t spiritually abused. And just
as you can be mentally and physically abused as
achild, you can be spiritually abused. I wasn’t.

“Idon’t buy that Robert Johnson selling his
soul to the devil for the blues idea. [ know your
original question about Satanism is very real for
some people and it’s going on. And [ know that
in the vacuum created by the church, people
look into expressions of other kinds. But I see
explorations of darkness to that degree as very
dodgy. And the truth is that I've too much
respect for the devil to fuck with him.

“There was a song on The Joshua Tree called
‘Exit’ and I just want to take a bath after we do
that. I just want to wash it off my skin. I broke
my shoulder and did unearth a lot of shit—
from within myself—doing the song on stage.
It also was a song somebody used in a murder.
It came out later that the guy claimed the song
had made him do it. That’s what I mean about
not wanting to fuck with the devil.”

Does Bono feel in any way responsible for
the fact that a work of U2’s ended up allegedly
making someone commit a murder?

“Not at all. That sounded to me like a good
lawyer at work for his client. But [ still feel that
you have to go down those streets in your
music. If that’s where the subject is taking you,
you have to follow. At least in the imagination.
I’m not sure [ want to get down there to live. I'll
take a walk occasionally, and have a drink with
the devil, but I'm not moving in with him.” %

BRUTON

[cont’d from page 80] call,” Bruton says. “They
played it over the phone, and it’s two of my
very favorite artists doing my song. I looked
out into the control room and said, ‘Somebody
take my picture, I'm having a good day here.””
On the heels of his production success with
fellow Texan Jimmie Dale Gilmore’s After
Awbhile album, Bruton has been spending more
and more of his time in his favorite local studio,
producing Alejandro Escovedo’s critically ac-
claimed Gravity LT, as well as the recent debut
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of Austin rockers Loose Diamonds. As we
drive out of town, Bruton points out an unas-
suming little Austin store front. “There it is,”
he says with mock drama, “the Hit Shack!”
What the modest studio lacks in big gear, the
producer more than compensates for with a
“big ears” musical philosophy. Both of these
rootsy, off-kilter records pack a bigger-than-
their-budgets sonic wallop.

Bruton is aware that the same wide-angle
view that makes him so well-suited to the pro-
ducer/sideman role may be what relegates his
hard-to-pigeonhole solo debut to indie-label
status. “There used to be a thing called scope,”
he says. “You spend years and years working
on your craft, and they say you’re too eclec-
tic.” But the guitarist shrugs it off, saying how
much he “loves playing behind people,” and
maintaining a very Austin-like attitude about
the whole business. As we finally pull up to
the Hilltop Cafe in Middle-of-Nowhere,
Texas, the conversation comes back around to
why he started playing music in the first
place. “It’s all about having fun,” Bruton says,
“and making somebody shake their ass with

total abandon.” ‘ N

| WHAT IT IS

TEPHEN BRUTON's main guitars are Paul
Reed Smiths and Fenders {Strats and
Teles), and he's got a few of each. On the
acoustic side, he owns several prized
'40s-era Martins, each of which he used
on It Is What It Is, He strings them all with
D’Addarios, or with “half-price” sets he picks
up at Austin’s Heart of Texas Music. Bruton
calls his black-faced Fender Vibrolux “the best
amp they ever made,” but onstage things get

more heavy-duty. He swears by his Marshall
100-watt Super Bass head, especially in tan-
dem with any of his PRS guitars. He's also fond

of his customized Rivera 100-watt amp. On |
Raitt’s tour, Bruton played through a Bob Brad-
shaw preamp powered by a VHT 2150. His rack, r
which contains a t.c. 1250 chorus, Roland
DEP6, CAD stereo compressor and a Lexicon
PCM70, was controlled by a big ol’ Bradshaw
stomp box.

RECORDINGS

[cont’d from page 89] eclecticism; the confluence
of funk, rock and more exotic tastes makes the
bitter pill of the cumulative message of these two
discs easily swallowable. And it’s a message which
maintains its potency even at a time when anger
has begun to sound rote and frustrated outrage

can’t help but shade into self-pity and paranoia.

Foley was the bassist and musical director
for Miles Davis for seven years and the chops-
driven funk fusion of late-Miles is an important
part of the thing here, along with a well-digest-
ed George Clinton influence (Clinton appears
ona few cuts). Foley does his version of art rap,
heavy on the voice distortion, and likes to trick
up his mix with the soon-to-be-forgotten
sound of scratchy vinyl. He segues and layers
his songs with documentarian touches—phone
conversations, public voices proclaiming, con-
fessional soliloquies—and has mastered that
beguiling post-Funkadelic combination of
light, even delicate, textures and lines over a
hard groove. His two Miles tributes, “Septem-
ber 28th, 1991” and “Little Davis,” come dan-
gerously close to fuzak but are saved by bent
harmonies and Foley’s most original touch—
his bass, pitched high and with sustain, is indis-
tinguishable from a lead guitar. Ax courant to
the max, he addresses a laundry list of hot top-
ics on cuts like “If It’s Positive” (AIDS), “Date
Rape (Remix),” “40 Solos and a Mule” and
“Better Not Die (N Amerika Being Black).”
With the Clinton pedigree and the guesting of
Arrested Development’s Speech, Foley’s papers
are in order—and if the grooves sometimes
sound unfocused, at least he errs on the side of
ambition. Which is to say: Check it out.

Fishbone makes a big mess too, again. Mon-
key doesn’t have the frantic sloppiness of their
last album, which brought the full hairiness of
their stage presentation into the studio, but it’s
still cranked. The *bone dialectic breaks down
into two different responses to the same unjust
world. First there’s the salvation-through-uplift
approach represented by the group’s guitarist/
philosopher Kendall Jones on such songs as
“Servitude” and “Unyielding Conditions.”
Then there’s the more goofy/profane take, usu-
ally supplied by the group’s bassist Norwood
Fisher and lead singer Angelo Moore, on cuts
like “Drunk Skitzo” and “Warmth of Your
Breath” (“May your dog’s colon be familiar/
With the warmth of your breath” goes the re-
frain). Large helpings of what one can’t help but
think of as College Metal are spelled by Clinton-
esque funk and slow-drag ska.

The group’s former good humor seems to have
curdled somewhat in the heat of their new intensi-
ty—a sign of the times. Seesawing between Jones’
impressive naivete (how does he keep the faith?)
and Norwood and Moore’s crypto-humanist
class clowns, Fishbone offers energized righ-
teousness and didactic doo-doo jokes side-by-
side as a creative shield against despair. Which is

tosay: Youmay needit.  —Richard C. Walls
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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

BOOKS/PUBLICATIONS

MUSIC BUSINI S\ SECRETS REVEALED!

How et s tls. Show Onvy, PO Box 2434, 1t

1 I 74»4

TOTALLY | RO-MUSIC I/\N W stship, ROCK &

RAPCONEI wonly place to hind out why record
e w 9 by Gr

\I $3 n RRC, 1 MU, Box 341325,

[os Angeles CA 93234

GUIDI TOWHO, WHAT, ANl) Wi lI RE tor pertorming

mnl.A VT Publishing, $9.95, 8868 Corbin Ave., #131, \ur"m

STREET SMARTS (FOR SONGW RITER§)
¢. NG 1

I ( port. §
1ynum & Associates (M), 5512 Stantord St., Ventura CA 93003

HELP WANTED

Publishing company
seeks new, unsigned artists
k for possible record deal. Also
/7 /' looking for songs (all styles) to
pitch to major and indie labels.
Send demo and bio/photo to:

e _
STATE 51 MUSIC
PUBLISHING INC.

PO BOX 465, CORAM NEW YORK 11727

A bi-monthiy publication that's
IN TUNE with the practicing guitar player.

I

L4 Jy talented guita ye

. o3 w we w Ywith
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.
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wi
IN TUN, Newark

ewark

Suite 253 CA 94560
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CATEGORIES: Please mark category desired

 Accessories J Books/Publications J Computers |
J Employment J For Sale JInstruction JInstruments 1
J Miscellaneous J Musicians J Records & Tapes i
J Services J Software J Songwriters J Talent JVideo

|
Your Name S
Company i
Address 1
City - State Zip ]
Telephone - N 1
Please fill in the information below if you want to charge the I
cost of your classified advertising 1
< American Express JVisa < MasterCard 1
Credit Card # 1
Exp. Date Bank # i

i

Your Slgnaturer
INSTRUCTION
=30
a- RECC

Y TRAIN AT HONME

Easy Home-Study practical trairing In
Muiti-track Recording. Join our successful
working graduates or build your own studio.
Diploma. Job Placement, & More.

i FREE INFORMATION;
Audio Institute of \imerica
2258-A Union 81, Su San Francisco, CA 94123

INST MENTS

FLATIRON, NATIONAL  STELLING, MARTIN, Gi8
SON. BREEDFOVE. STIVER. GUITD, DEERING, REITER,
COLLINGS, SANTA CRUZ, much more, in stock now at the best
prices. Free discount catalogs. FEDERLY INSTRUMENTS, 1100 N
Washington, POB 14208 CY 5, Lansing M1 48901 (517) 372-789C.

MUSICIANS

DISC MAKERS

Cassette & CD
Manufacturing

. ‘r - - -
FREE Graphic Design ) 500 CDS

Complete Packages »
Mojor Label Quality « |

[ with

| Money Back Guorantee * | B\ inserts
| Call Today For Qur | In two piece
| |ewe (o) ¢

FREE Full Color Catalog:
1-800-468-9353 | o *1790 |

1328 N. 4th St., Phila., PA 19122
215-232-4140 FAX: 215-236-7763

MUSICIANS—looking tor B

pe
( M 513)522
) or 743 ¥
MUS]( TANS NATIONAI I(I~|’l KI(/\I Professiona
MUSICIANS S ‘.‘x wds-—bands seek protessional musicians
ow forintormatso V'{CA 366-444

POSTERS

I)O P POSTLRS - New—i48 pag log. Musie/Impornts
al Reggae and more, $3.00 PO #106, 10683 1Loveland-Madeira,
O 45140

SERVICES

LOORING FOR A L ABEL DEAL? Or Y'L'vk‘vl-.iOfl\m‘.mg’
1 represent vou. Call

Former major fabel exec. can help and may eve

FBS. i A(312)20 ‘N\ \rmuw quiries \m“

'])|T|(\\]]()1] |\1 Musicians! Songwriters! Singers! Jump start
! 1-900 1133.(82.95/min.) You'll

SONGWRITER PR()DU( IS ll)E AS, NECESSITIES!

( Short C
eclIBR b, MIDL Track smu,.mu ation! IRI L( ATALOG! 345

Sumu woud Rd.. #MU, Lake Mary Il 32746-591 . 1-80C-487-5PIN




SERVICES

TAPES

COMPACT DISC MANUFACTURING &
HIGH QUALITY
CASSETTE DUPLICATION

We offer the most professional, friendly service in
the industry for independent labels or individuals

Complete services indude
DIGITAL MASTERING * TYPESETTING
GRAPHIC DESIGN ¢ PRINTING
PACKAGING ¢ SHIP ORDER FULFILLMENT

Our prices, quality product and super service
cannot be beat. All work guaranteed.

| }
Yeava s, INC.

WORLD MEDIA QROUP

8472 Brookville Road Indianapolis, Indiana 46239
phone: (317) 353-1113  fax: (317) 353-0750

THE BEST CD MASTERING. ..

Custom-designed hardware and sofMarebyChleiEngmeerBob
Katz. 128x Qversampling 20-Bit Ato D. Unique Digital Processors.
Hard Disk Editing.Tube and Solid State Analog Recorders.

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

1000 CD's at $1.55 ea. w/Jewel &Shrink. 2500 at $1.50
ea. Glass Master Free with 2500+ CD's.

CD BOOKLET PRINTING...
1000 4-Panel Booklets at $.23 ea. Full-Color Outside,
B&W Insidé. Full-Color Tray Card
Latour Graphic Artist give your presentation the same

attention you give your music.
+..COSTS LESS!
Wa/ , Audio for the Golden Ear...

o5

3//7 New York, NY (212)369-2932

Complete Cassette and
Compact Disc Manufacturing

1-800-261-3504

BIG QUALITY,
LOW PRICES.

bEECH two Productions
P.O. BOX 751
OXFORD, OHIO 45056

500 Compact Discs
§ 1199

300 Discs/300 Tapes

Complete Combo Pachage!

B&W Full Color |
[ $1999 | %2350
Look at CASSETTE PACKAGES
these Complete & ready to sell!
deals! 300 Full Color $799
JooB & W 8599
Cassette & CD :
Manufacturing Houmminghied
FREE CATALOG!
RECORDINGS
1-800-933-9722

Tired of Looking for the Right Musicians
ond Comprehensive Music Services?

UDITIONLINE

MUSICIANS NETWORKING INTERNATIONAL INC

Does it forYou.

TO FIND Musicions, Producers, Managers, Promoters
Photogmphets Studios, and Other Reloted Services Call:

900-285-2.IAM

TO PLACE Yout Own Ad (nl "
-900-77-2LI1S§T

Colbers must be 18 years or older. Averoge Col. 3 Mumwtes Customer Servces 51802293955

RECORD PROMOTION

EXPERIENCE! EXCELLENCE! 25 YRS.!
Working All Leading National Charts
‘One Of The Foremost Names in Music Promotion™
RCI Records Inc., 1-800-737-9752
4815 Trousdale Dr., Nashville, TN 37220
615-833-2052 « FAX 615-833-2101

COMPLETE CD AND CASSETTE
PRODUCTION

DIGITAL HBUSE
212-333-5950

MASTERING  REPLICATION
PRINTING TOTALPACKAGING
POSTERS GRAPHIC DESIGN STUDIO
PERSONALIZED EXPERT SERVICE

330 WEST 58TH ST. NEW YORK, N.Y. 10019

"FOR THOSE WHO HEAR THE
DIFFERENCE"

ORD MANL ﬂ'(ﬂl'i NG &

:
0

A

TALENT

NATIONWIDE TALENT SEARCH “93

SEEKING: » BANDS » ARTISTS
* ACTS » SONGWRITERS
®|x All types of original music considered.

:  FREE Promotion & exposure if you qualify.
"% NOT a contest! This is a career-launching opportunity.

w

Send a cassette of your music with name,
" oddress, phone & best fime fo contoct to:

RODELL RECORDS ‘l

LA A RN N AN
=

P.0. Box 934574 e Holywood, CA 90093

llllllllllllllllll-....l-

WANTED TO BUY

WANTED TO BUY/S] LL: GUITARS, BANJOS, Man-
dolins: Gibson, C F Marun, (vnls.dl DAngelico, D'Aquisto,
Stromberg, Dobro, National, older Fender, Rickenbacker, Git
B&D, Epiphone, Paramount, Vega. Iurh.ulks Stewart. MAN-
DOLIN BROS., 629 FOREST, #MU, STATEN ISLAND, NY
10310. FREE CATALOG. 718-981-3226,

von,

MAXELL XLII BULK

Custom Loaded Chrome Cassettes

Quantity | €10 | €20 | ¢30 [ cas [ ceo | €90
100 59 | 63 | 69 | 81 | 94 | 133
500 53 | 57 | 62 | .73 | 85 | 1.0

available ONLY from

(=) SONOCRAFT

575 Eighth Ave., New York, NY 10018
(212) 760-9300/Fax (212) 564-9488

FREE SAMPLE CASSETTE
Ask For Ed Stern

1-800-274-7666

| The following componies are more than willing to
| fill you in on their products. Call or write them, ond
| tell ‘'em you saw it in MUSICIAN.

PO. Box 1202, Lo Puente, CA 91747
(818) 968-4100.......cccmueeercvreencreceesceees e 29

| Anvil Cases

Back Issues-—33 Commerciol St., Gloucester, MA

01930 ... e

Bose Express Music—The Mountoin, Frominghom,
MA 01701-9323 (800) 451-BOSE ......cocovreercneas 78

|

|

[

1

‘ B.U.B.—33 Commerciol St., Gloucester, MA 01930 ...71
| CD Sampler—33 Commerciol St., Gloucester, MA

\

|

[

01930 .t 86
Celestion—89 Doug Brown Woy, Holliston, MA
01746 (508) 429-6706 . 61
Community Professional Sound Systems--333 €. 5th
St., Chester, PA 19013 (215) 876-3400 78
D’'Addario—210 Route 109, € Formingdole, NY
11735(516) 391-5400........cccoveneee 69
DOD Electronics—5639 South Riley Lone, Solt Loke
City, UT 84107 (801) 268-8400 .........cccoerrnennnn 99
Drum Workshop—2697 Lovery Ct. #16, Newbury
Park, CA 91320 (805) 499-6863.......c.cccvevveennen 62
Electro-Voice—600 Cecil St., Buchonon, Ml 49107
(616) 6956831 ..o 33
Fender—7975 North Hoyden Rd., Scottsole, AZ
85258 (602) 596-9690.......cooieriiiiirinieiniane 2
GHS Strings—281 3 Wilber Ave., Bottle Creek, MI
49015 (616) 968-3351 20
Gibson Guitar Corp.—641 Mossmon Drive, Noshville,
TN 37210(615)871-4500 ........cooovee 23,89
Ibanez—1716 Winchester Rd., Bensolem, PA 19020
(215) 638-B670......eeeeeeee et 46
JBL—8500 Bolboo Blvd., Northridge, CA 91329
(818)893-84T1 ..ot 6,72
Martin Guitar Co.—510 Sycomore St., Nozoreth, PA
18064 (215) 759-2837 ..o |
Peavey—711 A St., Meridion, MS 39301 (601) 483
5365 firii e e fohese e VRIS 120 s s s s s 9
Roland-—7200 Dominion Circle, Los Angeles, CA
90040 (213) 685-5141 .o,
Sennheiser—é Visto Drive, Box 987, Old Lyme, CT
06371 (203) 434-9190 ... i, 37
Shure Brothers Inc.—222 Hortrey Ave., Evonston, IL
60202 (708) 866-2200 ... 27
Soundcheck—(800) 451-ROCK (7625) ........... 84-85

|

|

| Tokamine—PO. Box 507, Bloomfield, CT 06002
| (203) 243-7153
|

|

|

|

|

|

|

Toscam—7733 Telegropl
(2131072650303 B vrerersrmmrmr

TDK Electronics Corp.—12 Horbor Park Dr., Part
Woshington, NY 11050 (516) 625-0100............ 50-51
Telex—c/o Adtrock, 931 Bloirs Ferry Rd., Cedor
Ropids, IA 52402 (312) 395-9777 .59
Yamoho—6600 Orongethorpe Ave., Bueno ork CA
90620 (714) 522-9011 ..o, 84-85 100
Yorkville Sound Inc.—4600 Witmer Industriol Estote
Niogoro Folls, NY 14305 (716) 297-2920.............. 28
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36 VOTES
Robert Fripp
30 VOTES
David Gilmour

29 VOTES
Les Paul

28 VOTES
Steve Howe

23 VOTES
Brian May

22 VOTES
Adrian Belew

16 VOTES

Roy Buchanan
Danny Gatton
Robert Johnson

14 VOTES
Dickey Betts

13 VOTES

Larry Carlion
Johnny Winter

11 VOTES
Mick Taylor

10 VOTES
Ritchie Blackmore

9 VOTES
Mike Bloomtield

8 VOTES

Billy Gibbons
Lonnie Mack

6 VOTES

Bonnie Raitt
Hubert Sumlin
Andy Summers
Joe Walsh

1-5 VOTES
Stuart Adamson

|

Lindsey Buckingham

Jan Akkerman
Laurindo Almeida
Pete Anderson
Joan Armatrading
Randy Baclman
Derek Bailey
Micah Ball
Martin Barre

Paul Barrere
Jennifer Batten
Charlie Baty

Jeff Baxter

Elvin Bishop

Bob Bogle
Tommy Bolin

1. Boon

Paul Brady

Julian Bream
Lenny Breau
David Bromberg

Clarence “Gatemouth”

Brown
Peter Buck
Kenny Burrell
Chris Cain
Toy Caldwell
JJ. Cale
Randy California
Glen Campbell
Al Casey
Eugene Chadbourne
John Cipollina
Roy Clark
Bruce Cockburn
Jimmy Colvard
Robert Cray
Marshall Crenshaw
Dave Davies
Rick Derringer
Jerry Donahue
Jerry Douglas
Bob Dylan
Elliot Easton
Dave Edmunds
Nokie Edwards
Jesse Ed Davis
Herb Ellis
Tinsley Ellis
Everly Brothers
Marianne Faithfull
Tal Farlow

B ACKSIDE

Since making that goof we’ve had stones in our passwayv and hellhounds on our trail.

Tim Farnss
Don Felder
Ray Flacke
Lester Flatt
John Fogerty
Peter Frampron
Acc Frehley
Glenn Frey
John Frusciante
Anson Funderburgh
Eric Gales
Rory Gallagher
Cliff Gallup
Frank Gambale
Amos Garrett
Lowell George
Paul Gilbert
Andy Gill
Egberto Gismonti
Davey Graham
Peter Green
Ted Greene
Woody Guthrie
Steve Hackert
Kirk Hammett
John Hammond
Mike Hampton
Richie Havens
Eddie Hazel
Justin I layward
Jeff Healey
Richard Hell
James Hetfield
David Hidalgo
Steve Hillage
Buddy Holly
Earl Hooker
Lightnin’ Hopkins
Son House
Ernie Isley

Skip James

Bert Jansch
Blind Willic Johnson
Brian Jones
Steve Jones
Henry Kaiser
Terry Kath

Phil Keaggy
Freddie King
Danny Kirwan
Dr. Know

Karl Kress

Robby Krieger
Sonny Landreth
Eddie Lang
Bruce Langhorn
Leadbelly

Alvin Lee
Adrian Legg
Alex Lifeson
David Lindley
Arto Lindsay
Steve Lukather
George Lynch
Ellen Macllwaine
Magic Sam

Phil Manzanera
Joe Maphis
Johany Marr
Hank B. Marvin
J Mascis

Fred McDowell
Roger McGuinn
Steve Miller
Joni Mitchell
Ronnie Montrose
Gary Moore
Thurston Moore
Tony Mottola
Bob Mould
David Navarro
Bill Nelson

Ron Nichols
Ted Nugent

Christopher Parkening

Carl Perkins
Luther Perkins
Joe Perry
Glenn Phillips
Richard Pinhas
Andy Powell
Baden Powell
Prince

Riley Puckett
Robert Quine
Trevor Rabin
Lee Ranaldo
Alvino Ray
Jerry Reed
Jimmy Reed
Lou Reed
John Renbourn
Suzanne Rhatigan

THE 100 GREATEST GUITARISTS:
THE READERS VERSION

nour February issue the editors of Musician listed our sclection of the 100 greatest guitarists of the 20th century, and invited readers to
send in their choices for guitar greats omitted from our list. The response was fast and voluminous. It took us a month to dig out our let-

ters page cditor, and several more months before the flood ebbed down to a manageable trickle from which we fished the following list.
Our faces are red on a few counts. Why was top readers’ choice Robert Fripp not on the original list? Probably because Fripp was a
long-time Musician contributing cditor; we were worried about showing favoritism so we overcompensated. It also seems likely that Robert
Johnson’s omission was a flat-out mistake—apparently Johnson’s name was accidentally dropped during the switch from one ballot to the next.

Mare Ribot

Tony Rice

Don Rich

Howard Roberts

Nile Rodgers

Jimmic Rodgers

Dexter Romweber

Mick Ronson

Michael Schenker

Tom Scholz

Neal Schon

Bola Sete

Brian Setzer

Jimmy Simmonds

Kim Stimmons

Slash

Hillel Slovak

Roy Smeck

G.E. Smith

Chiis Spedding

Bruce Springsteen

Leni Stern

Mike Stern

Steve Stevens

Steve Suills

Matthew Sweet

Gabor Szabo

Hound Dog Taylor

George Thorogood

Johnny Thunders

Steve Tibbetts

Glenn Tilbrook

Tiny Tim

Paola Totani

Ralph Towner

Pat Travers

Robin Trower

James Blood Ulmer

George Van Eps

Tom Waits

Robert Ward

Johnny “Guitar”
Watson

Leslie West

Brad Whitford

Mike Wideman

John Williams

Don Wilson

Ron Wood

Link Wray

Angus Young

Malcolm Young
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he ultimate in instrument harmonizers, the new

DigiTech DHP-55 is the first five-part oversampled
intelligent harmony processor designed especially for
studio and instrument applications. Based on an inno-
vative dual-micro/dual-DSP architecture, the DHP-55
can operate either as a true stereo or mono signal

Afglach

processor. Proprietary technology allows th :
DHP-55 to provide a host of functions
including intelligent five-part harmonies
multi-octave pitch-shifting and, for
the first time ever, true polyphonic
(chordal) harmonizing.

Experience
the power of
intelligent
harmony with
DigiTech's revolu-

tionary DHP-55
harmony processor and
multi-effects system.

A Intelligent 5-part

A Muiti-octave pitch

harmonies shifting
A 7,15 0r 31-band A True stereoc or mono
digital EQ

A Digitally controiled
analog compression
and gating

A Modulation effects

A Ducking and dynamic

configurations

A Up to 6 full seconds of
digital delay, sampling
and muliti-tap stereo

\ ﬁeiahysh . filtering effects
ush chorusing i
et ol A Powerful continuous

control functions
A Full MIDI control

2 Digilech

H A Harman International Company

A Dual DSP architecture

8760 S. Sandy Parkway
Sandy, Utah 84070

Tel. (801) 566-8800

Fax (801) 566-7005
intemational inquiries:
Fax (603) 672-4246

DigiTech™ s a registered trademark
of the DOD-Efectronics Corp.

© 1993 DOD Electronics

D



Sound will obey.

The dog will never be the intelligent, obedient and loyal

servant you would like him to be. Your music,
however, will do whatever you want. How come?

Quick Edit. It's a mode of programming in the
SY85 AWM synthesizer. It allows you to, very simply,
create any sound you can imagine. How simply?

You can layer, split, and cross fade up to four voices at
once. Eight control sliders let you modify any parameter
vou like. It's easy and it's quick, hence the name.

You need more control? While playing live those same
sliders can modify the effects, filters, attack, release,
and balance, all in real-time. And the SY85 has SIMMs
as well as battery-backed, expandable RAM, MIDI
capability and, of course, our distinctly superior sound
quality and playability. It is, after all, a Yamaha.

Would you like more information? Call us. Obediently,
we'll send you our brochure.

1-800-932-0001, extension 100. THe SY85.






