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The Orion Birdseye Maple Series has been created

using six plys of cured and aged North American maple.
Orlon Birdseye Maple Drums feature 7.8 mm shell
thickness, precision 45 degree bearing edges with
counter cut, full length Gladstone style lugs, the exclusive
L.1.S. Isolated Tom System providing infinite tom positioning
capabilities and no shell penetration, the elegance of hand
stained maple, and coats of protective transparent
polyurethane so deep the drums appear to be encased in
purified water.

The sound of Orion Birdseye Maple drums?
Simple...indigenous to itself and second to none.

Washourn lnterational « 255 Corporale Woods Parkway = ¥ernoa Hils, It B0GB1-3103  USA « Tel: (347) 813-5511 « fax: (847) 813-7772 » Mt wvw.washbura.com
Wisit s at Booth Number 3.0 K74




Are there flies

inside your speakers, or

do you need a Furman Iso-Patch ? |

Get rid of buzz and hum caused by ground loops
with the new Furman IP-8 and IP-2!

Furman IP-8 Isolated Patch Bay

The new I'T-1220 provides
any studio or stage with
quiet, balanced power.

The Furman IT-1220 is a rack mount, 20
Amp Balanced Isolation Transformer designed
to provide ultra-quiet power to an entire
studio.

It can make your audio system dramatically
less susceptible to hum pickup, with a typical
10 to 15 dB improvement in noise floor—a
result often surpassing that obtainable from
complicated star grounding schemes with
heavy buss bars and ground rods.

And all you have to do is plug it in.

The back panel of the IT-1220 provides 12
isolated AC outlets for your equipment. The
front panel provides two more, plus a three-
color, 20-LED voltmeter.

Inside the IT-1220, a specially wound and
shielded toroidal isolation transformer delivers
perfectly balanced AC power—and very quiet
performance from the equipment that's
powered by it.

Find out how easy it is to produce with the
sound of silence, with the Furman 1T-1220.

1121220 20 Amp Balanced Isolation Transformer

ou should get a buzz from creating music

with your equipment, but not from __1a
the equipment. i/
Of course, any band or studio with a S A \
rack full of equipment can be plagued by ‘

buzz and hum.

ISO-PATCH
DUAL TRANSFORMER

ISOLATOR
MODEL 1P-2

Furman’s new Iso-Patch
series gives you a solution—
by (temporarily or perma-
nently) isolating

your rack \

components |~

from each %
IO L

other to \

break ground

loops, and put an end to buzz
and hum.

How does an Iso-Patch
work? Simple. Each of its
input/output module features

a low-distortion isolation
transformer, which isolates
line level audio signals, breaks
ground loops—and puts an end to those annoying noises.

The eight channel IP-8 Iso-Patch Isolated Patch Bay looks and
works like an ordinary patch bay with standard, half-normalled 1/4”
jacks. The IP-2 is a two-channel version, small enough to fit in any
tool kit—and priced so low you can afford more than one.

IP-2 Dual Isolator

See the new Iso-Patch series at your dealer today, or call, write or
fax us for a free Iso-Patch data sheet and a copy of our catalog.

rilnln a7V

Furman Sound, Inc. * 30 Rich St. * Greenbrae, CA 94904 USA
Tel: (415) 927-1225 » Fax: (415) 927-4548

Furman products are made in the U.S.A.




WHAT DO YOU THINK ABOUT
SUCCESS?
I don’t.

THAT'S A BALLSY TONE.
I've got more.
|hits the crunch switch} 3

WHAT'S THE COOLEST
SOUND YOU EVER HEARD?
The echo in Union Station.
What reverb!

WHEN YOU WERE YOUNG,
WHO INSPIRED YOU? \
Gilligan rocked my world. .'
|Kicks up the treble and
plays the TV theme] o

L]

IS THERE ONE GUITAR PLAYER
YOU'D LIKE TO BE?
I already am.

HOW DID YOU GET YOUR START?
Coffee and donuts.

YOU SEEM TO BE MORE
VERSATILE THAN EVER BEFORE.
I grew up.

WHAT DO YOU™ T _ i N\
THINK ABOUT FLEXIBILITY = &

1 , v N
You either have it or you don't. P
lgoes from shred to vintage blues| . i

WHAT'S YOUR FAVORITE

MEANS OF SELF-EXPRESSION ? o
I'm plugged into it.

tkicks the volume up and

starts 1o wail|

WHAT IS THE BEST PART
ABOUT PLAYING GUITAR?
The part where you split
and I play.

There is a response for everything. 2

[=Roland

\‘f

TuggLogic

e doie

%%
A
Roland Corporation U.S., 7200 Dominion Circle, Los Angeles. CA 90040 (213) 685-5141 Roland Canada Music Ltd., 5480 Parkwood Way, Richmond, B.C. V6V 2M4 (604)270-6626

.
ﬁ/’l/ﬂl@ COMPUSERVE : GO ROLAND  Fax-Back Information: (213) 685-5141, ext. 271

World Radio History



frontwoman: enya

geman: kenny aronoff

The story behind}
Rhythm tricks from & Sati
downs of club residencies. Agt’lpts more

-

o

-

Hamell On Trial: bald, loud, gifted—and improbably

signed to Mercury’ﬁ.rober g

Tips from the biggies on how T the jump from
band gigs to movie soundtracks. by roy trakin

Hair-yanking, harpsichord-tweaking, space-staring:
Such Is life with Tori behind the scenes on Boys
For Pele. by robert |. doerschuk

Gear breakdowns and user tips from AC/DC,
Lenny Kravitz, KMFDM, the Rentals and
Bad Religion.

fast forward

editor’'s pick
nched by tf
T. by howa

amps fur & P
Op emi-unplugged from Jarro
Fisiiman, Marshall and Trace Acoustic.

and Korg lef
mathematics.

New keyboards from Yamaha, Rol
you build virtual instruments thro

One of the toughest guitarist/produc '
New York packs plenty of recording po!
economy-sized space. ) “Y'

An expanded listing of ads and product mentiong.
Also masthead, 10; letters, 12; classifieds, 104. |

il
Mark Eitzel, the Afghan Whigs, and Husikesque. [
Also, Ivan Neville hangs with Keith Richards, and Joe
Lovano remembers Gerry Mulligan.

The Ramones, R.l.P.—maybe. by charles m. young
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The Whirlwind PM Story

Whirlwind’s Precision Manufactured
tubes are designed to exceed original
type specifications—to perform better
and last longer without compromising
the classic tonality of the tubes. How is
this achieved?

Several years ago world consumer
demand for tubes was collapsing and
western manufacturing facilities were
shutting down. We believed tubes would
continue to be important to the music
community and began a multi-year
process of developing manufacturing
capability in China.

The assembly of tubes has never been
fully automated. The tiny parts are
assembled into their glass envelopes by
hand, like building a model ship in a bot-
tle. As with the Soviet Union, China had
the workforce available and tube facto-
ries in place—still producing tubes for
domestic equipment. However, both the
Chinese and USSR plants used equip-
ment, materials, and procedures that
were well below the level of technology
being developed in the West at what was
thought to be the end of the tube era.
Compared with the USSR, China’s
strong economic and industrial growth
made it the obvious choice for our efforts.

We could have simply bought thousands
of tubes from the existing factories,
thrown away most of them, and sold the
ones that happened to accidentally per-
form well. That system is inherently
unpredictable, however, and there is no

way to guarantee that the tubes which

do pass will continue to perform after a
few hundred hours of use. We also had
new designs we wanted to produce.

So with the services of some of the top
engineers from the world's classic tube
companies, we set out to match and sur-
pass the best of the classic tubes using
selected Chinese manufacturing plants.

To achieve this goal we modernized the
systems of our partner factories and
imported equipment capable of produc
ing better mechanical connections and
higher vacuums—keys to consistent per-
formance and ionger tube life. We
brought in high-tech alloys for a new
generation of superior tube designs and
developed rigorous quality control proce-
dures. Finally, we placed our own people
at these factories to work hand in hand
with their production staffs. The result
of these efforts is a tube quality unparal-
leled in the history of tube manufacture.

These superior tubes are then final-test-
ed and grouped in the U.K. using a com-
puterized multi-parameter matching sys-
tem. This system allows us to compare a
range of key parameters and orzanize
our power tubes by group number. The
process is so precise that once your amp
has been properly biased for a set of PM
tubes, new PM tubes as much as 10
group numbers away from your originals
will generally not even require rebiasing.
Our designs have restored and upgraded
thousands of classic and current amps.
Yours could be next. Ask your dealer or
contact us directly for more information
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our work relies heavily on electron-

ic instrumental technology yet

retains an organic quality one hears

more often in acoustic and folk-ori-
ented music.

I think that’s because everything
starts with the melody. When I intro-
duce it to [producer] Nicky Ryan and
[lyricist] Roma Ryan, we begin a lot of
trial and error in finding ways to
enhance that melody.

Why is melody, rather than harmony or
rhythm, your foundation?

Because that’s my first love. Even if
it’s simple, like things I used to sing in
the church choir back home. Often
when you’re singing a hymn you know
what the next note is; you want it to be

nya

“People don’t know
what I look
like, but they know
the music. That's
important.”

that note, and it is that note. That’s as
beautiful as a very complex melody,
even though some people can be afraid
of that simplicity.

Aside from an occasional bit of arpeggia-
tion, everything on your albums is done live,
and nothing is sampled. This is especially
remarkable in your lush, multi-layered

M U S I C1t AN

vocal pads.

Well, each melody is different, so it
requires different multi-vocal harmonies.
After the melody, we put on the strings and
percussion. Then I go in to sing the har-
monies, but I never know what I'm going
to sing. That only comes when I put on the
headphones and listen. There are no short
cuts; if it takes three or four days to do the
multi-vocal, that’s irrelevant. There’s as
much erasing as work going on. But it’s
exciting to hear it build up each time I sing
a new part: To start with there’s only one
voice, then the second time [ sing there’s
two, and so on.

You've never performed your recorded
works live.

That’s true, but the nice thing is that we
aren’t dependent on tours, which means
that the music is actually bigger than I
am. Some artists are to a certain extent
bigger than their music: People know
what they look like and how they per-
form. People don’t know what I look like
or anything about me, but they know the
music. 1 enjoy that, because that’s what’s
really important.

What sorts of music do you listen to
these days?

I don’t listen too much to music.
When 1 was beginning to write music and
experiment with Nicky and Roma, 1
found it distracting to hear the radio,
because what was being played caused a
kind of negative reaction in me. A lot of
bands were trying to emulate U2; that’s
what people were expecting to hear when
they came to Dublin. I felt that what I
was doing was so different that nobody
would listen to it. I realized I shouldn’t
have this negative feeling in the studio,
because when you’re working on some-
thing you have to be very open and
enjoy what you’re doing. So the three of

us had to isolate ourselves completely; one
negative opinion would have caused terri-
ble damage.

Still, if you had to listen to something dif-
ferent ...

.. . it might be Rachmaninoff: Those
piano melodies, so beautiful, so beautiful.

—Robert L. Doerschuk

MAY 1996 "



omebody told me that you're getting

quadruple scale for sessions now.

What?! 1 didn’t even know there was

such a thing! I'm generally a double-
scale player. I get triple when the budget
permits. And in certain situations where
they can't afford double scale, we'll work
out a day rate. To me, it's not about getting
quadruple scale; it’s about working all the
time. You have to keep improving and
staying abreast of what's going on. One
way for me to keep learning new things is
to work constantly. A lot of times, I have
to be the one to come up with a new idea
or sound. That's not to say that you have
to be a genius every day. On some sessions
they just want my time, groove and per-
sonality; they don’t need me to reinvent
the wheel with a drumbeat. Then there are
situations like a Mellencamp record where
John wants me to give him something he’s
never heard before.

Has anyone ever given you royalty
points for your creative contributions to
a song?

A couple of times. But there doesn’t
seem to be a law regarding who is worthy
of points. A guitar player can “compose” a

résume
Bob Seger
Molissa Etheridge
Meat Loaf
Bob Dylan
Corey Hart
Waylon Jennings

I-IV-V chord progression and share in the
songwriting royalties. Where's the unique-
ness in that? Whereas a drummer might
influence the whole feel and direction and
come up with a beat that is totally unique.

You generally haul a dozen or more
snare drums to sessions. How does one
achieve a signature sound if the instrument
keeps changing?

It's the way [ hit the drums; the way I
express myself on the kit. If I played on
Peter Erskine’s kit and he played on mine,
we'd both still sound like ourselves because

“It’s not about
quadruple scale,
it’s about working
all the time.”

Kenny

World Radio His
\

we each have our own sound and approach.
I do have a snare drum I like—a 1950s 5x14
Ludwig Supra-Phonic 400—but I can sound
like me on any snare drum.

A good studio player needs consistency
and control. A convincing rock performance
demands a certain amount of abandon.
How do you balance the two?

The consistency has to be there in
terms of solid time and solid groove. If
you’re playing with a lot of sequenced
stuff, then every note has to be perfectly in
time or the live drums won't sound right

next to the sequenced stuff. But even
though each snare drum hit is landing
exactly on the beat, each one can sound a
little different in terms of the dynamic or
how you're hitting the drum. It’s subile,
but that makes the feel good. On sessions
where you're looking for that uninhibited
feel, you can be a little looser. You can

ronoff

have a little bit of sloppiness in terms of
every note not landing exactly with the
click or using a loose hi-hat.

You record in L.A., New York and
Nashville. Any differences in procedure?

Nashville is set up so that one session
starts at ten in the morning, the next one is
at two, and there’s another one at six.
They're three-hour sessions, so you have
an hour in between to eat and get to the
next one. You have to get down to busi-
ness pretty quickly in Nashville because
people have to get to their next session.
Sessions in New York and L.A. are more
like a rock 'n’ roll hang. They block out a
whole day where you start around noon
and go to whenever. I once chased Belinda
Carlisle down a hallway with my pants
down because she wasn't in the mood to

sing. But that was in L.A. You can’t do
stuff like that in Nashville.
Did that put ber in the mood?
Yeah, she sang after that. s
—Rick Mattingly :




The most advanced drum set technology ever developed
has now passed its toughest test.

The Jeff Hamilton Test.

Jeff Hamilton has chosen a new REMO MasterTouch® VenWood™ drum set, topped by our
FiberSkyn® 3 heads. Why? Well, there’s our warm traditional sound.
The unrivaled consistency and durability. Not to mention a fusion N

of modern materials only REMO can deliver. “Venwood and

FiberSkyn 3 is my sound,” says Jeff.

Mayt}g& | be yours.

e

14

Whether Jeff Hamilton is playing with
Oscar Peterson, Ray'Brown, Natalie Cole,
Clayton-Hamilton Jazz Orchestra, or the
Jeff Hamilton Trio, it's a3 sure bet he's play-
ing a REMO MasterTouch VenWood drum
set with FiberSkyn 3 heads. “Iit's got the
whaole sound,” explains Jeff, “a big round
sound, All the calf's off my drums.
Everything's FiberSkyn 3.”

Put REMO VenWood drums and FiberSkyn 3
heads to your own test. Visit your music
products dealer today.

REMO, INC. 12B04 Raymer Street North Hollywood, CA 91605 U.S.A.
(818) 983-2600 Fax (818) 503-0198
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How do you improve on the most

successful professional multitrack tape
recorder of all time? Listen to your
customers. Do some heavy thinking, and...
Make the transport four times faster
and put it under constant software control.

Incorporate acdvanced onboard digital editing

P T

with track copy, auto
punch, track delay, tape offset, 10-point

autolocator, rehearse mode and more. Use

'/
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the latest oversampling converters for the

ultimate in digital audio quality. Design a

beautiful vacuum fluorescent display that J J,J [‘ }J
”,

professional six-pound solid die-cast aluminun

chassis. Of course, make it 100% compatible -j -I-LJ J "-/ J 1 ,j I-/ {’J j J - J! f_)j

with over 70,000 ADAT™s already in use

worldwide. Introducing the new, definitely m r
improved ADAT-XT" 8 Track Digital

Audio Recorder. Consider it a think tank

provides all the critical information. Wrap all

this well-thought-out technology in an utterly

for your creativity. See your Alesis dealer.
Don't think twice.

For more information about the ADATXT, see your Authorized Alesis Dealer or SelliCRIOS KRR Y
® Alesis ond ADAT ore registered trodemarks; ADATXT is o trodemork of AlesSEeeeetietten]

Alesis Corporation 3630 Holdrege Avenue Los An(EICI ORI FCRCR VSV ) B i T [ [ @R I ML Ret ol ALE'S



straight talk on tori
Finally, a more than decent review of Tori
Amos's latest album, Boys for Pele (Mar. '96).
After reading countless other reviews of the
album, | was most happy to find that Robert L.
Doerschuk did it justice. More often than not,
reviews of Tori's music are lopsided, only striv-
ing to emphasize how weird or queer she is and
not discussing the ingenuity of her music.
Kudos to Mr. Doerschuk for his just criticism.
Sze Tan
Columbus, OH

[Tori speaks for herself this month, beginning
on page 42.]

women of the board

Marc Weingarten's article about women’s oppor-
tunities in the recording business (Mar. '96) was
great to see. Those of us with the interest and
determination to search for careers have been frus-
trated by the sexism and also the racism of the
recording industry. As in Hollywood films and TV,
there are lots of people of color in front of the cam-
era but few behind. One place that men of color
and women have had great opportunities for train-
ing is in public radio. Pacifica Radio stations, locat
ed in five major cities, recruit those who have not
had the opportunity in the mainstream and give
them the skills in production and broadcast engi

neering—for free. Thanks for spreading the word.
Pamela Burton
Director, Pacifica Radio Archive
N. Hollywood, CA

Marc Weingarten's story could leave readers with
the impression that it is usual for a recording engi-
neer who has training and talent, a sparkling
demo DAT and the desire to work for practically
nothing to get a studio job, absent some sort of
discrimination. Maybe that was true 20 or 30
years ago (or maybe it was tougher than people
remember), but it's not the case today. There
must be a million frustrated engineers out there.
For all the whining in the story, the engineers
Marc talked to have had an easier time of it than
any of the engineers I've known.
Rick Aster
Phoenixville, PA

keith jarrett vs. jazz newbies
I's my guess that the Keith Jarrett article (“Keith
Jarrett On Virtual Jazz,” Mar. '96) generates more
letters than any other Musician article this year.
Yet | can certainly empathize with Jarrett’s concern
that the minds that are closed to experimentation
and open only to the bottom line are setting the

[ 22 ] MAY 1996

rules. Would any of Coltrane’s mid-'60s works be
made in today’s “marketplace™? | doubt it. it's
hard to garner much interest in today’s younger
players, because most of what comes out is form,
not essence; image, not art; imitation, not
homage. But | do not think that Wynton should
shoulder the blame for this. | can only hope that
this debate will force people to think about the
future “soul” of jazz.

Michael Macchi

W. Roxbury, MA

subhead subtleties
| can't believe that on the cover of your “100
Years of Recording” issue (Mar. '96) you added
the subtitle “Will Music Survive 100 More?”
Ever since some caveman started beating a
stick on a gourd, people have been making
music. That was a long time ago and music is
still going strong. Music will last forever. I'm
shocked that a magazine that is printed by, for
and about musicians would doubt this.
dimebag37@aol.com

[Actually, it's music journalism we're more
worried about.)

To dismiss Wynton Marsalis as an unemotional
technician is to lack insight into his music. The
last time | heard his septet, a couple of years
ago, the music was warm, humorous, generous,
moving and filled with ideas. No one *“ran
scales.” The tune choices were interesting and
varied. Toward the end of the evening Wynton
played a beautiful ballad—! think it was “I
Thought About You"—soulful and exquisitely.
Sure, Marsalis can come across in inter-
views as stuffy and dogmatic. (Come to think
of it, so can Jarrett.) But | have never gotten
that impression of him at one of his con-
certs. Do yourself a favor, Keith. Go to a
[Marsalis] show, preferably in a small club.
You might be surprised.
Daniel Margolis
Northampton, MA

There was only one original musician. He heard
these sounds in his head, walked out of his cave,
picked up a bone, beat on a rock and wailed to the
moon. He didn't care if his Neanderthal neighbors
gathered around to listen. All the great jazz players
are cut from the same cloth. None would change
one sound even to please me, their biggest fan.
That dedication to the music is what attracted me
to jazz in the first place. But these players are far

too concerned with keeping their fans happy. Can
there be anything more inauthentic than a jazz
player compromising his music? Keith Jarrett and
| think not.
Dave Farrell
Ephrata, PA

wild thing
The article on “Wild Thing” (“How | Wrote That
Hit Song,” Mar. '96) fit perfectly into your issue
on 100 years of recording. One small moment of
inspiration while grasping for an idea can be
pieced together with a little bit of ad lib accom-
paniment, then sent thousands of miles away
where it triggers something in another group of
musicians and turns into a minor classic that
entertains millions for years. All due to this won-
derful form called recording—and probably also
serving to fulfill Sir Arthur Sullivan’s nightmare.
Gil Lewandowski
Rural Retreat, VA

travelin’ light
| enjoyed E. D. Menasché’s review of travel axes
(Mar. '96), but what happened to the Vagabond
Travel Guitar? It's handmade, weighs 21/2 Ibs., is
32" long, and has a full 21 frets (15 to body). The
24.5" scale length and nice wide neck feel like a
guitar, not a pocket calculator. No, I'm not affiliat-
ed with the Vagabond company in any way, and
yes, | do hereby certify that | am smitten with my
tiny travel axe.
Joe Trimble Mack
Taegu, South Korea

rr aatt a

Shortly after we went to press with our story on
hard disk recorders (Apr. "96), Fostex announced
that the price of their DMT-8 digital multitracker
would drop from $2795 to $1995.

The Sennheiser advertisement that appeared on
the inside back cover of our Apr. '96 issue con
tained information about a contest that has
already been completed. The HD 414 headphones
are available at your Sennheiser dealer, but the
VW convertible is not.

The correct address for BBE/G&L now appears in
our ad index. Look for it on page 88.

Broadway. New

rk, NY 1003¢ Send E { aditor
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“You’d have to be brain-dead

not to hear the potential

of Barnett’s rendition of

this tune. Mandy, | greet

you on the beginning of

3

a great career.’

Dan Gordon
ABC RADIO NETWORKS

Produced by Bill Schnee and
Management: Dan Cleary M;

Mandy Barnett’s debut all
ASYL DS is avaliab
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The new XRD™ 680 PLUS powered mixer features an awesome 600 watts of total ou.tput
power, 8 channels and 120 digital effects presets. Plus a whole list of features that
make the XRD 680 PLUS perfect for working bands. Here's just a few:

* Active 3-band EQ with $15 dB cut/boost on each channel

9-band graphic EQ with 12 dB cut/boost

Switchable 48 volt phantom power

Input and output 17 " jacks for external graphic EQ

Full set of auxiliary and tape inputs/outputs

120 digital reverb and delay presets

Dual power amps each feature 300 watts into 4 ohms (600 watts total)
Power amps can be used for main output or split for independent main and
monitor applications

Each power amp has an independent input jack and two 1/4" output jacks
* Available in top box and rack mount format

Easily portable

and much more....

.

»

For bands that want stereo capability, ]
check out the new XRD 680S PLUS [ (3
with 600 total watts of true stereo sound.

The MONITOR Magazine is a publication filled with the latest information musicians want to know. To receive 4 issues for only $5 (price good in U.s.
only) send check or money order to: Monitor Magazine, Peavey Electronics, 711 A Street, Meridian, MS 39301 « (601) 483-5365 » Fax (601) 486-1278 «
http://www.peavey.com * AOL Keyword: Peavey « CompuServe: Go Peavey * ©1995
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Bafllian and Osborne cqliuit the pruse,

How | Wrote That Hit Song

Joan Osborne’s “One of Us” by Eric Bazilian

ric Bazilian of the Hooters has

just received the news that his

song “One of Us,” a current

smash for Joan Osborne, was

played on the radio by Rush
Limbaugh, who said that the country is
not going down the tubes if songs like
this are being written. “It’s a dubious
honor,” says Bazilian over the phone
from his native Philly, where he’s about
to board a plane to celebrate Christmas
in Sweden with his wife and her family.
Before flying off, he took a few moments
to discuss the origins of this song, about
which much of the world—even Rush—
is talking.

One night, my wife and I had just
seen The Making of Sgt. Pepper, and she
was intrigued by the multitrack record-
ing process. She wanted me to record
something for her on my four-track
[Tascam] Portastudio, but I didn’t have
anything new, so she said, “Write some-
thing.” [ had this electric guitar riff that
had been messing around with, so [ sat
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down with my little sequencer and did a
bass, drums, guitar and electric piano
sequence. I literally doubled the guitar
line, which on Joan Osborne’s record 1
did with a Wurlitzer.

So I put down this track, complete
with an “I Am the Walrus” middle sec-
tion, which we didn’t do on Joan’s record.
It was just an instrumental, but Sara, my
wife, said, “Sing it.” I said, “What do you
mean? [ haven’t written lyrics yet, and
when you write lyrics you still have to
rewrite them, and then everyone in the
committee has to approve them.” She
said, “Okay, cool,” and went to lie down
on the couch.

Right then, I heard the voice. The
voice sounded very much like Brad
Roberts of Crash Test Dummies. It was
going, “If God has a name. . ..” [
thought, “Okay, I’ll go with that,” and
I put the machine into record and
started singing. The verses all came out
in one take, totally stream of con-
sciousness, in a sort of Leonard
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Cohenish, dark, benevolent sarcasm.
Joan sang it in a much more childlike,
questioning way.

On the second pass, the chorus lyrics
came out, and that was basically it. [
doubled the vocal an octave higher,
brought it in the next day, and played it
for the assembled multitudes, really just
for entertainment purposes. [Producer]
Rick Schertoff looked up afterwards
and said, “Joan, do you think you could
sing that?” I never thought it was a song
for Joan.

Some people have taken exception
to the concept of comparing God to a
human. What I say to them is that I'm
not comparing God to humans; I'm
comparing humans to God. I've always
wondered: If [ saw a miracle, would
that mean I would have to believe all
of it, the whole story about Jesus and
the saints and the prophets? I’m not
that religious, but this has given my lit-
tle latent faith gland some stimulation.
[ was raised Jewish, went to Quaker
schools. I have a respect for all reli-
gions but no respect for intolerance—
or for any religion that doesn’t tolerate
other religions.

ast month Julian Colbeck listed ten items you
absolutely need to go on the road. Hope you
haven't left yet, because here are ten more,
courtesy of our expert on matters of musical
mobility.
11. Ivon. It's the only way to look presentable

without having to pay hotel blackmail charges for a

valet service.

12. Hair dryer. No longer universally needed,
unless you're on that Romanian circuit, where hair
dryers built into bathrooms have yet to catch on.
That said, most built-in models are about as use-
ful as a huff of breath from an asthmatic granddad,
B0, hvalia




In Residence with Chris Whitley

by Dinky Dawson

hris Whitley’s two-month U S. tour

last summer, for which I mixed

sound, was a little unusual in terms

of its scheduling. The plan was to
have Chris available for three days in
cach city, as if to say that if you can’t sec
us one night then you have two others to
choose from. This idea of residing in a
town for more than one night seems to
be catching on as a sensible approach to
touring in the *90s.

In the rock community, “residencies”
is a relatively new word. But MOR acts
on the casino or hotel circuit have been
“residing” for years—you live in the
same hotel for ten days, play three shows
a day, and the audience will come to you.
German clubs did it the same way in the
>60s; the Beatles worked one place in
Hamburg for a month at a time (and so
did [, in Kiel). Such engagements are a

13 Mettle, Yeu'd be anused at how many
Brownie points you can earn by offering a cup of
chamomile to an ailing companioh after a
distressing might out.

14, Mug. it'll make road coffee
taste a thousand times better than
it does out of Styrotomm.

15, Scrowdrivers. Metal and
lhiquid.

10, Pain relief, Someone aiways
has-—er ts——a pan.

L7 Your Abflex, or equivalent roving
fitness device. Touring 1s the perfect opportunity
to take In the spare tire.

real education. The playing gets tighter,
you figure out everyonc’s idiosyncrasies,
and if you make it through the month,
you might actually
last as a band.

Chris’s tour was
fult of challenges.
Even though we'd be
in the same club for
three days, we kept
encountering the
same problems. The
worst was when fre-
quencies canceled
cach other out in the
room. For example,
Chrnis’s voice was
often tough to hear
over the sound sys-
tem, yet it’s very loud
on the board record-
ings. Then there’s the
summer voltage drop

Chris and Dinky ghare i reatiil soment.

that always seems to happen around 9
p.m. in the older cities, making the
amplifiers lose their balls. (Check out the
sound on an Ampeg SV'T when this hap-
pens!) Also, many East Coast clubs have
little or no air conditioning. Imagine a
temperature of 100 degrees plus 100 per-
cent humidity. It isn’t long before you
just want to get out of [cont’d on page 82|

DARREN MODRICKER

18. Coplos of your latest CO. Better than
cash. A flashed copy can get you into a club, out of
a jam and whatever your particular need,

poison or pleasure. Copies of your lat-

est tape don't go quite as far. CDs

your music

are cheap to produce, so a tape
merely draws attention to your obvious
state of poverty and impending failure.
19, Disposable camern. Forget your Pentax or

Leica. Happy snaps of your feltow travelers are all
World Radio History

that's needed.

20. At least two bock issuos of Mosielan.
He who reads remains at least vaguely sane.

As a keyboard player in a band. Julian Colbeck
started touring girls’ private schools in England in
the '60s, moving to

far less glamorous
oubmirs wiih Chane

John Miles, Yes/’

ABWH and Steve Hackett in the & '$Q0s #™l
'90s. Send your questions to Julian ¢,'o Musician
for possible discussion in future installments of
Your Music.




Trey Gunn’s
Rhythm
Stickery

by David C. Gross

s one-sixth of the latest edition of
King Crimson, Trey Gunn has got
plenty of tricky parts to play
(check out the album Thrak, the
EP Vrooom, or the live album B’Boom,
all on the Discipline label, for proof),
and he handles them all on cither 10- or
12-string Chapman Stick. The Stick,
which Gunn started using in 1987, is
played mainly by tapping the strings;
usually, a Stick player handles bass parts
with one hand and melodies or solos
with the other.
Trey enthuses about the instrument:
“There’s something particularly mesmer-

izing about it, for it brings hands and

limbs together in such a satisfying way.
On the piano, you have this huge separa-
tion between the hands and the mechan-
ics of the keyboard. With the Stick, you
have your fingertips directly on the
strings themselves.”

Gunn often puts those fingertips to
work by superimposing one time signa-
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turc on top of another. One exercise he
regularly practices involves playing a
groove in 2/4 and adding chord punch-
es in 5/16. “I play a bass ostinato with
the left hand using four eighth notes,”
he explains, “and for the chord stabs [
play a threc-note pattern in a round
with the right hand.” The parts eventu-
ally meet again after five repetitions of
the 2/4 part and eight
of the 5/16.
o Ex. 1 shows the
f®—t4 two parts Trey plays
in standard notation;
the dotted lines indi-
cate how they line up.
Ex. 2 demonstrates
how Gunn fingers the
exercise on the Stick.
ll Note that the 10
o strings of the Stick are
tuned in fifths; the
individual tunings are
to the left of the tabla-
ture. Ex. 3 is the same
two parts in standard
tablature for those
who’d like to try
some rhythmic mad-
ness on regular guitar
- and/or bass. “I prac-
’I tice this very slowly,”
says Trey, and so
should you.




936 J8L Professional. 8400 Balboa Bivd. Northridges GA 91323

ELERTTEGT way you play.

SERIES

With the all new TR Series loudspeakers, you can crank
it all the way up. Because with protective SonicGuard”
Circuitry. they are mare bulletproof than any speakers in
their class.

Fact is. we've already put the TR speakers through the
most merciless torture test in the industry by cranking
them at full throttle for 300 hours. So a 3-hour gig is just
@ warm up act.

And while you're playing hard, rest assured your sound
is never campromised. With features found anly in higher-
end speakers, the TR speakers always maintain a balanced
output of crisp highs and killer lows.

At JBL our goal was to bring you a mare affordahle
JBL speaker. nat a cheap one. So turn it on. Turn it up. And
give the new TR Series a listen. At this price. it's time to
get a speaker that was made for the way you play.

H A Harman International Company

TR. MR. SR. The unbeatable line-up of sound reinforcement products from JBL Professional.



new signings '

8

ou can be bald. You can
play acoustic guitar all by
yourself. Your voice doesn’t
have to be pretty. You don’t
have to fit the unforgiving age
demographic that seems to
have become gospel. And you
can still get a deal with a major label.

We saw living proof one night at the
Sidewalk Café¢ in downtown New York.
Ed Hamell, ak.a. Hamell On Trial,
blasts into the spotlight, a muscular guy
in black T-shirt, sneakers and jeans. His
smooth head gleams, looking enormous
on powerful shoulders. Clamped in his
right hand, like the throat of a child, is
the neck of his guitar.

Whipping it into position, Hamell
begins battering'the instrument with a
wild staccato riff from his song “Dead
Man’s Float.” After building momen-
tum for a minute or so, he stops and,
with listeners’ ears still ringing, starts
complaining about the radiator noise in
his apartment. A guy gets up from the
front table and tries to ease through the
shadows to the door. But nothing
escapes Hamell’s notice: He interrupts
himself to yell, “Hey! Hey!” Then, as
an aside to the rest of the audience,
“Must be my new cologne: Front Row
Repellant.”

Imagine Curly Howard kicked out
of a punk band—for playing too
aggressively. That’s Ed Hamell, and
he’s signed to Mercury.

A&R scout Peter Lubin was sold
the moment he heard Hamell at South
By Southwest in Austin. “Sure, he’s far
from what’s considered normal and
conventional,” says Lubin. “But those
are the things you look for. The main

thing for me was that, beneath his pre-
sentation there lurks [cont’d on page 23]

HAMELL ON TRIAL

DEBUT ALBUM: BIG AS LIFE
LABEL: MERCURY
ON SALE: MARCH 12

Jill Greenberg
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¢...a blues lover’s dream
come true.”
— Guitar Player

¢“...a well-conceived
program of great
historical importance.”
==Jazzix

...the sound quality
is impeccable.”
— Chicago Tribune

“Required listening for
any blues fans. ‘A

— Gannet News Service

“Without the roots,
you can’t have the fruits,
and this particular batch
of blues ‘roots’ looks to
be a prolific one indeed.”

—Blues Access

The artists that
transformed the very
fabric of music on

18 beautifully packaged,

digitally remastered CDs,

including:

’ B /! h <
T ¥eng \/\/\(k‘r < Mol atTer
T-Bone Walker Memphis Slim

Muddy Waters

Available for the first time:
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PeeWee Crayton Rediscovered Blues

Vol. 2
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Mississippi John Lee Hooker
Fred McDowell

fL:yd Dixon
Floyd Dixon

Ciavdiatl, Ciaieot

vt Taise w

Texas Guitar
Killers

Ao Mlvern
Amos Milburn

© 1998 Capitol Records, Inc



 “We don't really use mod-
em technology,” explains Magnus Sveningsson
of the Swedish band the Cardigans. “Tambourine
Studio in Sweden, where we record, is equipped
almost entirely with stuff from the '60s and '70s.
If we were to record in a modem studio, we would
come out sounding completely different.”

ecardigans

N

space needie Space Needle didn't inten-
tionally jump on the lofi bandwagon on their debut
album Voyager (Zero Hour). A swirling, surreal
soundscape teeming with pulsating Farfisa feed-
back, recessed vocals, tape hiss and amp frizz,
Voyager's musique concréte approach developed
by happenstance.

“We worked in my parents’
basement on a four-track that we
had just purchased,” says key-
boardist/vocalist Jud Ehrbar.
“We really didn’t know what the
hell we were doing. We just
hooked up a mike and one
eFfects pedal, and that was it.”

Tracks like “Starry Eyes” and
“Dreams” are based around
open-ended song structures that
gave Ehrbar and guitarist Jeff
Gattand the freedom to build
dense accretions of sound within
a very loose framework. “It's

You can get a taste of the Cardigans’ sound
on their U.S. debut, Life (Minty Fresh), a swing-
ing collection of '60s pop style (& la St. Etienne
or Pizzicato Five) that features
smartly arranged songs and
singer Nina Persson’s carefree,
charm-drenched vocals. Also key
to their sound are jazzinflected
guitars and a pile of vintage gear,
listed in their CD notes.'

“That list was kind of tongue-
laughs
“Because we don't have any

in-cheek,” Magnus.
endorsement deals yet, we
thought, *"Why not list everything
and maybe one of these compa-
nies will call us and offer a spon-
sorship.” No one has called yet.

P =

self

kinda like a lot of rap you hear
today,” says Ehrbar. “The stuff that O1" Dirty
Bastard and Genius are doing is really weird;
the backing tracks are as strange as anything'

1

self Listening to Subliminal Plastic Motives
(Zoo), Self's grabbag of a debut, it's obvious
that the band’s 22-year-old mastermind Matt
Mahaffey has a short attention span. Barely 30
seconds into “Borateen,” Motives' opening
track, compressed riffing gives way to a sam-
ple-heavy dance groove—Smashing Pumpkins

to Deee-Lite with no stops in between.
Elsewhere, Self's songwriter, producer, and
primary musician moves effortlessly from rock
to hip-hop to piano jazz, displaying a production
sawy that makes you swear this couldn’t be
the work of a firsttimer.

“The problem is, if we had an
endorsement it would mean we could only play
new guitars,” sighs Magnus. “So, | think we'll stick
with our own sponsorship—buying old guitars and
paying for them ourselves.”—Dev Sherfock
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out there, and it's great to hear that on the
radio now. All these lofi sounds are reaching
the mainstream, and | think that’s great.”
—Marc Weingarten

“Instead of going to frat par-
ties, | just spent all my time
recording stuff, living like a
hermit,” says Mahaffey. All
that cleverness could have
ended up sounding like a glo-
rified musical revue, but it
doesn’t thanks to Mahaffey's
inventive songwriting.

No longer a oneman

show, Mahaffey plans to
record the next Self record
with his live band as equal writ-
ing partners. Will the loss of
total control be tough for him?
“Yeah, I'm sure. But these guys are so great.

Mitch Tobias

And if it falls apart, | can always go back to doing
things the way | used t0.” Sounds like either way,
we win.—Christian Finnegan




[cont’d from page 20] the heart of a musi-
cian. This is even more compelling than
the command he has over the audience
and the sort of songs he writes. Deep
down, there’s a really musical guy here.”

The fact that Hamell isn’t exactly a
fresh-faced newcomer doesn’t faze Lubin
cither. “To me, Ed is of indeterminate
age. He doesn’t really appear to be 40 or
35 or 29. What matters is that he has the
energy of a teenager. He’s got the mental
agility of a person who's not ready for
the old folks” home. The only reason a
guy would be too old to sign is if he’s too
set in his ways, and Ed is far too free a
thinker for that.”

All this makes Hamell uncomfortable.
“Look,” he insists, “I don’t want to be the
Tina Turner of bald songwriters. But in
your own magazine, two years ago, you
interviewed a bunch of industry profes-
sionals who said, in essence, ‘If you’re over

A NEW TAJ ALBUM

FEATURING PERFORMANCES
BY SPECIAL FRIENDS.

30, it can’t happen.” So, frankly, it’s been
hideous. I have a wonderful wife; you need
that kind of strength to keep at it as long as
I have. Unquestionably, when you’re a 36-
year-old dude taking orders from an 18-
year-old manager, it fucks with your head.
What kept me going is, when I get onstage,
it’s obvious that I love being there. With
the exception of my family, there’s no
other place I'd rather be.”

Through years of wage slave gigs as a
bartender, a pizza deliverer, a warchouse
worker, and a boat painter, Hamell kept
playing. “If you’re 35, 40, 45, 50 years old,
if you’re playing your own music and no
one’s there, dignity is a factor. You’re
hanging out with your peer group, and
your peer group says, ‘I got a house. What
are you doing?” And you’re mopping
floors for solvency, hanging onto a dream.
I don’t know how many people can be
that sure of themselves. You say,

PRODUCED BY JOHN PORTER

‘Maybe I am a chump.”’

“Oddly enough, though, I always
believed that I would make it. I could-
n’t have put up with some of the shit I
put up with if I didn’t. I could just tell
that if I made myself happy and peo-
ple could see that, they would come. If
a major didn’t see that, if I sold 35,000
on an indie, that would be cool. If it
took me banging it out and laying the
groundwork like that, that’s what I
would do. I never thought, ‘Screw it.””

Keeping the faith paid off at last for
Hamell, who recently completed a
branch tour of Mercury offices and may
be on his way to a U.K. debut. I can
hear it now: the frenzied picking, the
sudden silence, the squinting eyes tar-
geting two chatty Brits, and the voice—
“Hey! Shut up while I’'m playing!”

They won’t know what they’re in
for—Robert L. Doerschuk




THOUSAND MILES
FROM NASHVILLE

N ot far from the Santa Monica Pier one sunny
afternoon, Dwight Yoakam and Willie Nelson
were hanging out on Willie's tour bus, listening to
Nelson plav . . . reggac. More precisely, they were lis-
tening to a tape of a record he'd just completed with
producer Don Was, teaturing reggaefied versions of
great old Willie songs like “Three Davs” and “One In
A Row,” along with a few classics ot the genre like

“The Harder They Come.™

DWIGHT
YOAKAM
4l MEETS
WILLIE
NELSON

“Don Was ‘heard” me singing reggae,” Nelson
explained. “"Cause I wasn't too familiar with it. I just
didn’t know 1t. But he could hear me doing my songs
to a reggac thythm.”

“That's romic,” Yoakam said, “’cause I'm doing a
covers album, and 1 was gonna cover a Peter Tosh
song. And listening to his stuff, there was a real emo-
tional atfinity to what they were doing in reggac. some
ot the early stuff, and what country was doing then.

BY MARK ROWLAND PHOTOGRAPHS BY JAY BLAKESBERG

.24 |

LA M

v

|



World Radi u:EMN..,.- :



There’s a certain melancholy essence with
what you write and with some of those
melodies. I think Don must have picked
up on that.”

“Well,” Nelson replied, warming to the
subject, “you can take a really sad lyric and
put this rhythm behind it and it sort of
leavens it a little bit, so the lyric doesn’t
knock you down so much—you don’t
want to get drunk and slash your wrists,
you want to dance.

“You want 1o hear another one?”

Five minutes into their first joint inter-
view ever, and Willie Nelson and Dwight
Yoakam have staked out common ground
in the Southern Caribbean. Somehow that
shouldn’t surprise. After all, both musi-
cians widened the frame of country
music’s possibilities by combining a deep
reverence for that music’s
past with an idiosyncratic
vision of s future. Both
made their mark despite
imtal indifference if not
hostility from the Nashville
establishment, fomenting
their insurrections on the
dance floors of Austin and
Southern California, re-
spectively, and putting the
“W” back into C&W in the
process. Within that milicu,
it can easily be argued, both
became the most influential

singer/songwriters of their

NQISOII:

“T've never
met a woman
who could
replace
a guitar.’

e
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respective generations. And let’s not over-
look their ingenious solutions to every
charismatic entertainer’s béte noire—the
receding hairline.

These days, of course, Dwight is the
star, Willie the legend. Yoakam, who grew
up in the era of the ’60s rock concept
album, spends years meticulously putting
together records with his producer Pete
Anderson. His effort shows; on cach he’s
found ways to expand his musical vocabu-
lary, culminating with his latest cffort,
Gone, an album at once wildly inventive
and polished to a blinding sheen.

Nelson, by contrast, grew up in the old
school of Texas troubadours—write songs,
make records when you can, hit the road.
Since he cut his first sides nearly forty
years ago he’s carved out a career of myth-
ic proportion, and he’s
never really slowed down.
“l _think that’s just my
personality and my char-
acter,” he says. “I'm not
supposed to be siuing
around much. I get bored
real quick when I'm not
doing something.”

Not to worrv—along
with the reggac record,
) Willic’s completed a trio

album of original songs

with sister Bobbic Nelson

on piano and Johnny

Gimble on fiddle, also
scheduled for release later this ycar. He'd
just returned from a tour of Australia
with the Highwaymen before this inter-
view, and as soon as it ended he cruised
down the coast to begin a series of duet
shows with Leon Russell. He’s started
work on a blues record too.

“You know, if you listen to the peo-
ple in each country you go into, it all
sounds very much the same,” he was
saying. “African country, Jamaican
country, Swiss—have you been to
Switzerland yet?”

“Oh yeah,” said Yoakam.

“There’s some great country cow-
boys up there. Jamaicans go more with
the heartbeat, their rhythms do. These
guys were telling me that reggac came
into existence by way of our country
radio. That they were picking up the
radio stations years ago, but they could-
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n’t hear the bottom—so they put their
own rhythms over what they heard. Now
the biggest music in Jamaica is country,
and one of the biggest guys is Jim Reeves.”

Yoakam laughed. “Hey man, get a big
sailboat and get ready to tour. You could
be king there!”

Nelson nodded. “Well,” he said evenly,
“i’s worth a shot.”

MUSICIAN: When Willie first came to
Nashuille, he was part of a community of
songwriters, such as Roger Miller and
Harlan Howard and Hank Cochran, who
were writing a new kind of country song—
music with a wider melodic range and
maybe more emotionally introspective.
What was that scene like?

WILLIE NELSON: Well, we would get together
every morning at the office, me and who-
ever was there, maybe Don Rollins—I
don’t know if you remember Don, he
wrote “The Race Is On”—and Ray
Pennington, Hank Cochran. We’d sit
around and play what we’d written the
night before and try to knock the other
guvs out. And we got paid $50 a week to
doit.

MUSICIAN: But having those gnys there. . .
NELSON: It made you work. it helped me
to write more, especially since the stuff |
was writing really wasn’t selling that
much—except to the writers! So that was
my audience.

DWIGHT YOAKAM: That’s a tough audience.
It’s like comics with other comics. They’re
all waiting to play their songs.

NELSON: Yeah, “Bullshit, bullshit, bullshit—
my part.” [laughter]

YOAKAM: | was kind of on a solitary path, in
that sense. 1 came to the West Coast and we
were working the rock and roll clubs in
town in the early *80s with the Blasters and
Los Lobos, cause we weren’t gonna get any-
where playing covers in the country bars in
town. [ was given a certain embrace by those
bands and those performers, whereas with
Willie it was more of a peer community.

I went to Nashville for a brief time
before that, and I didn’t find an atmosphere
that was conducive to plaving live. I think
alot of people have a misconception about
the town—it’s not one big honkytonk. Tt’s
the state capital, and it’s very conservative,
in an emotional sense—it’s refined.

NELSON: It’s also the publishing capital of the




INSTEAD OF BRAGGING ABOUT OUR 8-BUS
CONSOLE AGAIN, WE THOUGHT WE'D BRAG ABOUT
EDDIE KRAMER BRAGGING ABOUT OUR 8-BUS.

Okay, bragging is too strang a word. W — N
But we are very proud when one of the - .\Q\
most important, rule-breaking, producers (,‘
o in recording history has become — N

—e - aMackie 8eBus fan.
= T After all. Eddie Kramer's rote
g " in the making of popular music

. “‘ T changed its sound forever'.
His recipe? “Make a record unlike
anything that's ever been heard.”
So, white other engineers in
London were chuming out
England's formuta Pop of the Day,
Eddie Kramer was across the
console from a strangely-
dressed young man from Seattie
named Jimi Hendrix. Together,
they broke practically every
sonic and musical rule in sight. The result

Sample Eddies ; e
latestworkon  Was an aural legacy of such originality
“Infrom The that it still sounds amazing — even

°W‘,»‘\ revolutionary — a quarter century later.
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Eddie hasn't gotten any more

s ) consgryaﬁ\tl; t;verthe yeig‘rsk. Soi's not

homage to surprising that a man with Kramer's

Hendrix with receptiveness to change would add a

gnn:;‘g? SHING 308 to his creative arsenal. Amixing A console he says he likes for its ...sweef If you're in the market for a serious but

of the best console that costs hundreds of £0, dynamic range, and cleanness.” affordable mixer, we hope you'll take a close
players in the thousands less than those he’s worked Eddie wanted to do more than just take look at the only 8-bus console Eddie Kramer
{';"E':ﬁisom " on for most of his awe-inspiring career. atvantage of the creative and ifestyle says is worth having.

break more options afforded by the project studio

rutes. {Net revolution. He also wanted to hetp DRIVE &

Z:e”ceﬁ 3:'%:‘;“ Soa year ago, we agreed to lend Eddie a

RCAVICTOR . 3208 in retum for his feedback. Since then,

Web Page @ e we've learned Eddie is not shy about |
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the Jimi Hemsie consoles to his associates, too. In these
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Kramer (Little e Ty HendriX-ﬂleg,Zeppe&in.,g‘isihBuady " Designs think that's the only kind of
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world—but gospel, not country. They did-
n’t particularly like the Grand Ole Opry, it
wasn’t nothin’ they were proud of. I knew
a guy who took care of some cattle for me,
he’d been there for fifty years and never saw
it—and he was a country music fan. Just
took it for granted. I guess you have a habit
of doing that in your hometown.

YOAKAM: Well, in 76, ’77, it was a different
community than it is today even, with the
explosion of marketing the music through

TNN and CMT. That access for the public
in the last ten years is what’s allowed there
to be a Garth Brooks. I think if that access
had been there when Willie broke with
Red Headed Stranger, you would have
seen ten million units sold on the “out-
laws” and what you and Waylon did
through the early "80s.

MUSICIAN: Also, before Soundscan the charts
weren’t truly reflecting sales. The record
companies would mflate the impact of their
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the hole guitar story

Hhie Nelson's Martin guitar 19
among the more visually recogniz
able in the business, partly

because it's covered with signa
tures and partly because of the sizable
Willie has

a mean downstroke. Back in 1964, Nelson

hoie he’s worn in the face of it

recalls, he'd bought it over the telephune
from a music store in Nashville for $750
He plays it through an aluminum Baldwin
amp of pven more ancient vintage, though
it's not quite the same model as whaen he
began with 1t a fow es paat. “But
rather than get a new amp,” he adimits
cheerfully, "1 just take parts out of the new
amps and put 'em in the old arop.”
Yoakam also worg & hole sn his cher
tshed Martin D 28 back in 1992
haa a mean upstroke. “Wo sant 1t beok to

Ui gy

Martin and they put a new top on. ['s the
hest-sounding Martin I've ever played so
I'm just keeping it at home now.”
(Including the old top, which he had
framed.) For the road, Yoakam aise
includes an acoustc D41—"sort of a
flid varsion of the D28, Those guiters
are wutted to what | o0, winch i i
rowtied 1n mountmn aiv Hiue
deep bottom end that altows you 1o keep
the rhythms siapping. | think that's why it
was the guiter of the sorly (ockabilly
bands.” He likes to strum a Gibson jazz
set of atnngs, “cause they have & wrapped

Being b hilibilly gutar player, plaging
first position and pulling r
gives me a thicker sound.”

His electric zixe of choice 16 a8 unusy

Ferar
Telecaster. which he plaged on the (itle

al gharry-colored sunburst
song to Gone, as well an on "Never Hold
You™ and “Near You.” His amp of choice is
a Fender Vibro King, “the blonde one that
looks like a Super Reverb—it's got three
10" speakers and & great tube sound. You
can go from a real dirty Vox sournd to that
classic Fender warmth.” He admits to a
taste for “enough tremolo to be arnoying
and enough reverb to sound Hke I'm
singing In a well.”

Yoakarn sings through a Beyer dynam-
€ riobori mmcrophonre: “I'e wused ¥ for
years. It's got grest full range responise
from baritone to the migh engd.”
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priorities, which were usually in the pop/rock
field. Soundscan made dear that country
music was a bigger part of the market.
YOAKAM: And that country is selling to a
pop audience, not just country. Causc Red
Headed Stranger . . . Willic Nelson was
absolutely hip. He was coming at them
with honest emotion, pure and simple.
And—this is my outside observation—
’cause you had nothing to lose.

NELSON: Ycah, that’s right. I'd already made

forty albums by then, that they’d print 200
of and that was it. All my best songs were
already recorded, so in order to get any-
thing as good, I had to write something
new or go back and do an old one—which
I enjoy doing, even today. I'm glad they’re
back there.

But it’s sort of disheartening too, when
you have ten songs and albums that . . . are
gone. They were your children, you
know? I mean, you wrote ’em and you
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spent agonizing hours putting them
together. And you had all these hopes—
here’s ten of what you think are good
songs, and then all of a sudden they’re his-
tory. And you never had a shot.

YOAKAM: And great songs. It’s like a kid
with a lot of potential that died at
twelve. Nobody knew what that kid
could have been.

NELSON: And if you get ten or twelve of
those albums in a row, that’s hundreds of
songs. . .

YOAKAM: You don’t have that to give! I
don’t care who you are. Ernest Heming-
way didn’t have that to give. You’re only
here for a limited space of time.

Bill Cosby once said, “Mediocre peo-
ple are the most dangerous people in the
world.” *Cause they’re the people who are
usually put in control of overseeing the
guys like Willie, who walk in a room and
give them something that’s flat-out bril-
liant. The moments you may have that
may be inspired, you’re not going to have
them always. That’s got to be dishearten-
ing. It can make you bitter.

NELSON: And when you’re a writer, you
write in spurts—well, I do. If I go for a
long time without writing, I start getting a
little nervous, you know—maybe 'm not
gonna ever write another song. But when-
ever I get to thinking that way, I think
about another thing Roger [Miller] said.
He said, “When the well goes dry, you
have to wait and let it refill itself.”
MUSICIAN: What can you do to help that
process along?

NELSON: Nothing. [lzughter] You can write
a few bad songs if you want to, get ’em out
of your system.

YOAKAM: I try to let myself stop a lot, cause
I want to have the semblance of a normal
existence, so I can have some kind of refer-
ence to reality that will let me have an emo-
tion that’s honest, and write about that.
NELSON: One thing I miss is being able to
get out among a lot of strange people. . .
YOAKAM: Anonymously.

NELSON: Yeah, and listen to the conversa-
tions. You get in a bar somewhere and
order a drink and kind of turn your back
and listen to what’s going on. You can hear
a lot of great stuff in a bar, but it’s kind of
hard to do that now. I miss that part of it.
YOAKAM: Once we become successful,
we’re living in a surreal environment, so 1
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think the key is trying to live with some
degree of normalcy. Not to be on the road
all the time. Have some sort of life that at
least simulates the reality that gave you the
inspiration to write in the first place.

One of the reasons [ wound up staying
in Los Angeles is because it’s so vast, liter-
ally and metaphorically, and I can kind of
fade into the mosaic of that and disappear.
[ can sull walk around—hatlessly—and
fade into the landscape.

MUSICIAN: Duke Ellington titled his antobi-
ography Music [s My Mistress. In Willie’s
autobiography, he notes his long experience
as both a musician and as a married man,
and suggests that the two things are incom-
patible.

NELSON: [ think a guy becomes bonded to
his guitar [laughs], or to his horse, or what-
ever. And the girlfriend or the wife some-
times does come in behind them—cause
that guitar may have been there first. 'm

surrender
to the air
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certain the guitar was there before the girl-
friend, because usually the guitar is what
got the gitlfriend, you know? But some-
times the woman wants to replace the gui-
tar. [ never met one that could do that. But
I’ve never met a guitar that could replace a
woman either—some women, anyway.
YOAKAM: Music is my mistress—I used that
analogy not too long ago. It was as if, had [
been married, [ would not have been able to
be faithful, because this desire to perform
and sing and write music was too seductive.
[t was what destroyed any hope I might
have had to complete an academic educa-
tion. It was always there, pulling me away.
MUSICIAN: /72 a way, the band seems to ful-
fill that need, particularly on the road. You
guys have both had long and steady part-
nerships in that regard. It’s like a family.
YOAKAM: To some degrec. They’ve become
very benevolent and tolerant real life part-
ners. [ronically, they’re the “enablers,” if
you will—the accelerator for my leaving
the real world and going into the other
reality, that existence inside music.
NELSON: We’re definitely a family unit, and
we work as close together as any family
ever did. And we feel as much for each
other as any family does. And fortunately,
this particular family—the road family—
’ve been able to keep together longer than
some of the others. Course [ wasn’t
fuckin’ the bus drivers, that might have
had something to do with it. [laughter]

I'sort of let it become that because it was
going that way anyway. [ didn’t try to fight
it. There are conflicts with home life, and
hopefully you can find somebody who can
put up with your being on the road half the
time, and the rest of the time you’re prob-
ably not spending as much time with the
family as they would like. They have a
legitimate gripe. If I were in their position [
would probably be griping too.

However, had I been in their position,
knowing the circumstances, I wouldn’t
have married the sorry son-of-a-bitch to
begin with! Had I known what his habits
were, [ would have stayed out of the way.
MUSICIAN: /1 seems like the life encourages a
kind of loneliness, which is maybe why sad
songs are a lot more prevalent than happy
songs—and generally more effective.
NELSON: Well, sadness is a strong emotion. [
guess sadness sometimes seems more

powerful than happiness. You can be so sad,




and then it’s hard to remember a time
when you were as happy as you are sad, in
that moment. I think songwriters were
probably born to experience that maybe as
much or more than anybody else, so they
can write it.

YOAKAM: [ think all human beings feel that
sense of isolation and solitude. Although
we share this journey for this moment in
time collectively, it’s one that we enter and
depart in a solitary fashion. Perhaps all a
songwriter is doing is focusing on that real-
ity. For some reason they have a heightened
sensc of that reality, or a more constant
awareness of it. Or a more willing aware-
ness of it. The irony is, when we share that
experience, it’s no longer solitary! There is
something that you sense about people
through hearing them. Singing is not emo-
tionally detached, it’s candid. You’ve
robbed expression of its pretense.

NELSON: You’re stripped.

YOAKAM: Yeah, you actually are, because
that voice. ..

NELSON: [t doesn’t lie. Or if it does, it does.
YOAKAM: That’s why Red Headed Stranger
was an album that eclipsed everything that
was going on, or had gone on. See, as a kid,
I was looking for a connection between
Hank Williams and Creedence Clearwater
Revival and the Rolling Stones. And Buck
[Owens] was the only [country] person I
was aware of who’d had commercial suc-
cess doing anything with an affinity to rock
and roll. But Buck went another way. And
I remember first hearing Willie’s stuff when
progressive FM radio began to permeate
what everyone else was listening to—col-
lege towns at first. That was my connec-
tion, as a teenager—I realized that country
music could still address issues for a young
audience and a hip audience. It didn’t have
to alienate itself because of the genre.
MUSICIAN: The political divisions of the *60s
seemed to eliminate the whole idea of pop-
ulism, from the right wing as well as the
left. But Red Headed Stranger seemed to
bring that idea back without stating it
directly—you were making a record. |
think it was something that a lot of people
were searching for at the time, without
putting a name to it or even knowing what
it was.

YOAKAM: Finding something and going—
ahhhbh, there it 1s!

NELSON: It’s not unlike today, when you

start turning the dial, trying to find some-
thing that you really like? You got to go to
your album collection to find it.

YOAKAM: Somebody asked me what radio |
listened to lately. I said, I can’t—I don’t. |
just put on CDs in the car.

MUSICIAN: Because radio formats have been
getting tighter, it seems.

NELSON: Any gambling at all is gone. They
just take what they know is gonna draw so
many people. And then, they’re only talk-
ing to 300 radio stations, and there’s 2800
country stations alone. All these other
people are searching the dial.

YOAKAM: They’re applying a statistical sci-
ence to an art form. And the two—statis-
tics and logic—has nothing to do with
why he wants to sing a lyric a certain way.
It’s just intuition and instinct.

NELSON: If you go to a magic show, you
don’t want to see logic.

YOAKAM: That’s it! Music is magic. As a kid,
writing a song was magic. Somebody
asked, do you ever chant or do yoga?
NELSON: That’s music too. I've been hum-
ming all my life.

YOAKAM: I thought, yeah, that’s exactly what
I do. It’s transcending this plane of exis-
tence. That’s why the most frustrating expe-
riences I've had in my life have been on
stage, when the technical aspects start to go
awry and interfere. It’s what causes enter-
tainers to react so aggressively about feed-
back or noise or things that blow up,
because it’s interrupting something that’s
almost akin to sex. It’s like someone walk-
ing in and tapping you on the shoulder
when you’re in this moment: “Hey, can 1
ask you something?” It’s not long before
you want to turn around and strangle them.
NELSON: You don’t want that thing broken.
I'just did a tour with the Highwaymen. In
Singapore, the sound went out, and at the
time it was just Johnny Cash and his gui-
tar. But he kept singing, and the audience
got quiet. It turned out to be the highlight
of the evening, ’cause he captured them
with just his voice in this huge building,
maybe six or seven thousand people.
MUSICIAN: When you strip down to the pure
vibration of the voice. . .

NELSON: It’s like a cantor in a church.
MUSICIAN: Channeling that kind of energy,
or magic as you say, through to the audi-
ence—how does that experience affect your
view of the world?

M USI CIAN

NELSON: Well, there’s a lot of responsibility
when you start exchanging cnergy at that
level. A lot of people are listening to what
you’re doing. It’s important that you hit
’em with a bunch of positive energy.
YOAKAM: I'm only aware of it after the fact.
I’m not conscious at the moment because
think you’re compelled to be lost in it
Willie’s point is that it’s ultimately the goal
to try and get to the untouchable, like with
Johnny Cash. People respond to powerful
moments like that. That’s part of the lesson
of the journey, that through time and expe-
rience you are given the necessary tools
and wisdom to enable you to eclipse even
the most heinous physical or technical dis-
tractions, and not allow that to be dis-
turbed. But that takes time to learn.
MUSICIAN: Singing is the essence of that com-
munication. But you both ran into resis-
tance early in your career toward your
vocal style, which must have felt peculiar,
at least.

YOAKAM: [ don’t know what it must have
been for him [gesturing to Willie] *cause
when I go back and listen to what you
were doing in 1962, “Three Days” or any
of them—I mean, you had to be from
Mars to them! There was no way they
could have figured out what you were
doing with phrasing, for one.

NELSON: Actually, once it got past the musi-
cians out to the people, it was okay. But for
some of the musicians who couldn’t count,
they got lost. That’s why it was always
helpful for me to take my own band.
Because for a long while I'd drive around
and jump out, go into this club and there’s
a band; Id start doing my songs and the
next thing I know ’m the only one play-
ing [laughter]. They’re lost.

YOAKAM: It was a Johnny Cash moment—
by default.

NELSON: So [ knew how difficult it was
gonna be for a guy who’d never heard me
play or had never played with me.
Sometimes [ wouldn’t take my guitar in—
P’d wait and sec who was playing in there,
and if I thought the guy was gonna have a
problem I’d just go up and say, “Can 1
borrow your guitar for this show?”
YOAKAM: Yeah, get the loaded gun out of his
hand, man. At least take the bullets!
NELSON: Kill two birds with one stone.
MUSICIAN: Listening to those records, like
“December Day,” the [cont’d on page 74]
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N o matter where you are in your music and songwriting career, you can use a
Portastudio™. Whether you're an oxperienced engineer or just getting started, TASCAM
Portastudios let you easily record, overdub and mixdown high quality demos or live
recordings. In fact, TASCAM Portastudios are the highest quality, most reliable, greatest
sounding, and best value in cassette multitrack recording. After all, what eise would you
expect from the company that invented cassette multitracks? And there are plenty to

choose from — check them out and choose the Portastudio that's right for you

notepad. A great 4-track for those just getting into multitrack recording.

Ministudio™

The ORTH <

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

Perfect for players, students, teachers or anyone looking to improve their playing and
songwriting Weighing less than three pounds and costing less than a good cassette deck
or CD player. the Porta03 is easy to use — right out of the box. You'll have a blast over-
dubbing, mixing down and organizing all your musical ideas on tape. Choose the

Porta03 and capture your music. Call FaxBack document #1700* [msrp $319.|
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Ministudio™

laptop portable recording studio Four tracks with a 4-input

The Porta07 is virtually a

mixer, you'll get better sounding tapes because the Porta07
records at high speed, has dbx noise reduction and features
individual EQ controls on each channel. Also incredibly
lightweight, the Porta07 is great for taking on the road, yet
it's packed with enough features to make it an ideal home
studio. You can add effects units, get more than 4-tracks F O R
by bouncing tracks, plus MID! musicians can even add live
stereo "virtual” tracks from the synth to the final mix using
the Porta07's stereo "sub-mix” input As a musical sketch pad,
the Porta07 offers much more without breaking the bank. Call FaxBack document #1710*

Imsrp $529.
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< PORTASTODI0™

Some call the 424 the guitar players

Portastudio™. That’s because it has three record
speeds. A slow speed for playing back guitar licks super slow, making them a cinch to
figure out, and a high speed for getting the best sound. The truth is, any musician will
like the 424's soft-touch solenoid controls, auto locator function and other automatic
features. A truly expandable Portastudio, the 424 has an 8-input mixer and includes
stereo inputs for drum machines, keyboards or effects. Plus, SYNC jacks for syncing

MIDI gear to tape. It's also great for live gigs because it records on all 4 tracks at once

<pSCAY,

FAXBACK

-
'%»-:1-"’

( nformation. spe ons, fe ts WA

lerence the FaxBack number of the model(s) you're interested i, and you'l

© 1995 TEAC America, Inc. 7733 Telegraph Road, Montebello, CA 90640 (213) 726-0303

IT'S EASY TO
CHOOSE

THAT'S RIGHT

Besides all that, it sounds incredible. So if you're serious about writing and recording
songs or making demo tapes, the 424 is an incredible value. Choose the 424 and let

your creativity run wild. Call FaxBack document #1730° |msrp $739.]
The <2< HRTISTUDI0™

This top-of-the-line 4-track

Portastudio™ is for players and engineers

looking to take their recording and songwriting skills to
the next level. If you've got high quality microphones, several guitars/basses, or have
tons of MIDI gear, you'll appreciate the 464's 12-input mixer. Complete with XLR
connectors, insert points, two stereo inputs, two effects sends, and a 3-band equalizer
with mid-range sweep, the 464 has the features you'd find in a professional recording
console. If you're aiming for that recording contract or need to make a killer demo for
your next gig, the 464 delivers the best. Its two-speed transport and dbx noise reduc-
tion 