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When you buy an FR Series M¢1400, you get a
ballsy, ultra-reliable, high-current power amp.

Plus a few hundred bucks worth of important extras.
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Wallace Roney
Village
Wallace Roney's Village stands as the culmination of his solo work to date. Ambitious and innovative, it draws
p influence from the 1960's work of Miles, Clifford and Freddie, extending that legacy in surprising and completely
4 (L original form. Climaxing in an epic polyrhythmic suite that forms the second half of the album, Village is an
\; } L~ astonishing testament to Roney's gifts as instrumentalist, composer and bandleader. Featuring an incredible
k.“ cast of musicians, including Chick Corea, Pharoah Sanders, Lenny White, Michael Brecker, Antoine Roney and
! "',' . Geri Allen. (Jazz buffs note: this is the first time that Chick Corea and Pharoah Sanders have ever played
’ p together on an album). The State-Of-Art, as declared by Wallace Roney—his finest yet, for now...
5 Produced by Matt Pierson and Lenny White.

Hailed by Newsweek as “the stand-out jazz vocalist of his generation,” Jazziz Readers
Poll winner Kevin Mahogany returns with Another Time Another Place. From jazz stan-
dards “Goodbye Pork Pie Hat,” and “Parker's Mood;" to traditional pop classics “In The
Wee Small Hours Of The Morning” and “Nature Boy.” Randy Travis duets on the witty,
rollicking blues original “| Believe She Was Talkin' ‘Bout Me.” With musical backing
featuring acclaimed saxophonist Joe Lovano and pianist Cyrus Chestnut, it's
Mahogany's most compelling album to date. Produced by Matt Pierson.

kbvin Mahogany
Another Til_ﬂ% Another Place

As the quintessential venerated tenor, Moody's mood embraces the legend

Henry Mancini (Grammy'’s most honored tunesmith). After meeting Henry and discussing  James Moody

the idea of doing a recording of his work, James received his songbook, personally -
[ . . " V' \'4

marked indicating some of the songs he felt James would like. The result is a brilliant Moody Plays Mancini

interpretation of the work of one of America’s greatest composers, featuring stellar

arrangements of such classics as “The Pink Panther,” “Moon River” and “Charade.”

Produced by Matt Pierson and Gil Goldstein.
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VG-8, the pros
definitely have it.

Al bi Meola eyl $teve Wariner

The ability to play the
greatest electric gultars and amps :
in history. As well as open tunings, acoustic "_
guitars, 12-strings, basses, synth-type sounds... ’
and that's just the beginning. To grasp . = )
the power of the V6-8, visit your :

nearest Roland Dealer.
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of high-quality sounds. Fresh sounds that you won’t find in other synths,
along with the bread-and-butter sounds you need every day. That's why

the Alesis QSR 64 Voice Expandable Synthesizer Module provides hundreds
of the coolest sounds vou'll find in any synth module at any price... the same
great sounds from Alesis’ QS8 keyboard. You'll get our acclaimed Stereo
Grand Piano as well as rock organ and modular analog synth sounds from
Keith Emerson’s personal instruments. You'll also get funky clavs, killer
electric pianos, tons of pads and lead synths. Brass and strings. Rhythmic
grooves. Some of the greatest hits from our coolest drum modules.
And much more.

Il’ you expect anything from a synth module, it should be a huge selection

Some other reasons that the QSR is your best bet in synth modules:

o Awesome expandability. Either use one of our nine great QCard
expansions, or bring in your own samples with the included Sound
Bridge software.

» Assignable multieffects from our best processors.

o It offers both a serial port and an ADAT Optical Digital output,
making it the ideal synth for the digital studio.

¢ Its free CD-ROM gives you everything you need for professionat
MIDI productions.

As you can see, the QSR isn't your average synth module. Now all you have
to do is hear it. Check out the QSR at vour Authorized Alesis Dealer today.
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aerosmith: the bottom line

In Mark Rowland’s article on Aerosmith (Aug. '97),
bassist Tom Hamilton claims his Sadowsky five-
string has a long scale so "the string tension is
loose and doesn’t beat up on my fingers.” Actually,
the main purpose for extended scale length on a
five-string is to let the low B string resonate more
naturally. Many bass players with low B strings
complain that it sounds dead in comparison to
other strings on the bass. This is mainly because
its diameter (typically .120 to .130 inches) is too
big in proportion to the scale length along which it
can vibrate (34"). This distorts the harmonic profile
of the string, causing it to behave more like a
clamped rod than a vibrating string.

Luthiers are finally addressing this problem by
increasing the scale length of basses with low Bs,
usually by one inch (to 35"), thereby lowering the
ratio of string length to string diameter. Check it
out; it works.

Any longer than 35" scale, you run into the
problem of running out of string, since the wrapping

at the end of most strings often starts about 35"
down the string. Some string companies (GHS, for
one) have extralong-scale strings, but my experi-
ence has been that 35" scale length actually works
better than 36" scale length in terms of sustain,
clarity, and intonation.
And remember, the longer the scale length, the
greater the string tension. Sorry, Tom.
chris haller
santa monica, CA

roadie redux

I must take Dinky Dawson to task for suggesting
that a band set the levels on the P.A. just below the
threshold of feedback (“How To Be Your Own
Roadie.” Aug. ‘97). The threshold area is there for
emergency use only; if your band doesn't know
where that is, you should get to know your equip-
ment first by setting up in the practice studio and
tweaking the levels there. It's also a good idea to
use the same equipment for both rehearsal and
performance, so that there will be fewer surprises.

p

welve bars. Two lines, the first one

repeated. Three chords. Add water,

and presto! You got the blues.
Well, not exactly. What you have is the
skeleton of the blues form. Over decades
and generations, artists have pulled and
pushed this structure, experimenting with
instrumentation, melodic construction, A
and approaches to improvisation. The
genius of the form is its flexibility.
With connections to African vocal
nuance and European harmonic move-
ment, the blues was a brilliantly simple ¢
synthesis of muiticul-
tural elements. And

the experiences of black America, it commu-
nicated to listeners in all stations of life and
all parts of the world.

That's why this issue of Musician is de-
voted entirely—actually, almost entirely—to
the blues. In every situation, at almost every
job, from country dives to country clubs, at
some point the time comes to play the blues.
It's part of every musician's experience.
Which means it's perfect material for
Musician.

But like all vital art forms, it's changing—
and with change comes controversy. To many
recent initiates, blues has become the piay-
Qround of young guitar gunslingers, whose

though the message of the Emtor
music drew originally from with Fleetwood Mac and recent emer-

fast-note duels and Billy the Kid images hah
little connection to the literary side of the
music. Are the quick-lick artists confusing
image with life experience? We asked Dan
Forte to put the question to four of the top
blues kids—HKenny Wayne Shepherd, Mon-
ster Mike Welch, Nathan
Cavaleri, and Jonny Lang.
You'll be surprised at
what they have to say
for themselves.

That's just the
beginning. British cor-
respondent Paul Tingen
tracked down the elusive

Peter Green, whose early exploits

gence from twenty years of mental illness
establish him as both a survivor and a legend
in British blues.

Perhaps most important, we tell you what
you need to do to find work on the blues cir-
cuit, and Alligator Records head Bruce
Iglauer clues you in on what it takes to record
for a blues label. We've even got a lesson for
electronic artists on how to do your own high-
tech blues album.

There's plenty for everyone, because the
blues is as universal as music can get. It's
part of who we are and how we play. So let's

g0 back to the well and drink deep.
—Robert L. Doerschuk, editor /
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Al too often I'll see a band who may be very good
but you'd never know it, due to their excruciating
loud volume, lack of headroom between instru-
ments and vocals, and generally lousy EQ (or none
at all!). | also know that mixing FOH levels from the
stage is impossible. When my band plays gigs and
gets compliments from owners and management
on how good we sound without being too loud, !
know I've done my job well.
lisa gorlin
Iraven@chatlink.com

live music, ri.p.?
I can’t quite decide if Mark Dery is welcoming the
Cyberization of the world with open arms or taking
sides with those of us who still reside happily in the
tangible world (*The Death of Live Music,” Aug.
‘97). | got into a band to play for real people, feed
from their energy, and show them their own lives
and emotions. 1 can't imagine having that experi-
ence duplicated by a machine, yet some people
would almost rather have their emotions fed to
them intravenously through phone lines than get
out in the dangerous world of real life. At the risk of
sounding pretentious, | think the poet R. M. Rilke
said it best about the public’s fascination with the
phony: "People really are strange: They prefer to
hear castratos in boy choirs. But God himself
comes and stays a long time when the world of
half-people starts to bore him.”
elisabeth eickhoff
chattanooga, TN

brand new errata!
Paul Santa Maria (Letters, Aug. ‘97) has his A&R
executives confused when he says he wrote “to
Epic’'s then A&R chief Michael Rosenblatt.”
Michael is senior VP of A&R at MCA; he has
never worked at Epic. Michael Caplan, on the
other hand, has been with Epic for fifteen years.
Today he's senior VP of A&R at 550 Music, one
of the labels in the Epic Records Group of Sony

Music.

andy schwartz
director, editorial services
epic records

Contact information for Sadowsky Guitars was
inadvertently omitted from the September product
index. You can contact Sadowsky Guitars at 1600
Broadway, #1000, New York, NY 10019. Tel: (212)
586-3960. www.sadowsky.com

Send letters to: Musician, 1515 Broadway, New
York, NY 10036. Email us at:
editors@musicianmag.com
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BLUE NOTE,

Simply put, Geri Atten is viewed
by the jazz critical community
as one of the most important
pianists and writers on the scene
and this release will only solidify
her incredible reputation. Here she
has stripped her band down to
the bare essentials, allowing her
clear and ingenious compositions
to shine tike rare gems. And her
collaborators are some of the
most famous in jazz—ORNETTE
COLEMAN heard here in two duets with
Geri, WALLACE RONEY on trumpet
and percussionist CYRO BAPTISTA.

The return of a legend! Over thirty
years after his tirst recording
for Blue Note, drummer Peter
(La Roca) Sims returns to the
studio, leading an ail-star band
through his remarkable tunes.
This unique percussionist made a
name for himself in Coitrane’s
first quartet and fater intluenced
an entire generation of drummers.
Now he is back, ready to share
his tremendous sense of swing

\Q-:/l'n_' ._4 flen

In The Back of Your lesd
oz

PETE (LAROCA) SIMS

i
5

with a new audience. With JIMMY OWENS-trumpet, DAVE
LIEBMAN-soprano saxophone, RICKY FORD-tenor sax,
GEORGE CABLES-piano, SANTI DEBRIANO-bass. Hear the man
who Stanley Crouch called “...one of the greatest talents ever

to sit behind a set of drums....”

TO ORDER BY PHONE. .

1-800 ASK
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RECOADS - VADED - ROOKS
..0R FOR STORE LOCATIONS.

"

Get your passports. An astonishing
musical voyage is waiting for you!
The musical gifts of ELIANE ELIAS
are all brought to the fore in this
stunning exploration of the musical
flavors of the three Americas -
North, Cenfral and South. Eliane
cuts a wide musical swath from
South America, across the Panama
Canal into North America. She

4

LTI U juxtaposes tango with Bossa
Nova; blends Cuban Songo with
Colombian Pasillo and mixes Puerto Rican Guaracha with

modern swing. This disc smokes in many tanguages. With
0SCAR CASTRO-NEVES, DAVE VALENTIN, GiL GOLDENSTEIN,
MARC JOHNSON, SATOSHI TAKEISHI.

For his third Blue Note release,
pianist KEVIN HAYS chose to
record with a rhythm section of
the highest caliber: bassist RON
CARTER and drummer JACK
DEJOHNETTE. With this combina-
tion of steiiar jazz talent, Hays
affirms his stature as one of the
greatest young talents to approach
a keyboard in the lasf twenty
years. Produced by Bob Belden.

Let's get serious about the
alto saxophone. Sherman Irby,
a veteran of the Lincoin Center
Jazz Band and currently touring
with Roy Hargrove, swings hard
and takes no prisoners. Full
Circle marks a truly auspicious
recording debut by a player who
must be heard.

JAMES HURT-piano

ERIC REVIS-bass

DANA MURRAY-drums

With special guest Charli Persip.

BENT NOTES AND BROKEN RULES. SINCE 1939.
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ou have a reputation as a scholar

of the blues as well as one of its

leading performers. When you

began playing, was your interest
in the music mainly acadermic?

Not really. My family came from the South
and the West Indies, and they were all very
vocal about their cuiture lines. But | didn't
have a lot of time to learn about that from my
grandparents. so the blues people were like
surrogate grandparents to me. | sought to
make connections with Jesse Fuller, Brownie
McGhee and Sonny Terry, and those people.
They looked over my shoulder and told me
what | was doing right. | didn't have a wall full
of gold records to say | was doing well. but the
comments from those people were what
counted to me.

Why was meeting these people so impor-
tant?

Because they had recorded every kind of
way that's possible ... but what did they think?

I'd ask Sleepy John Estes, “What was goin’ on
with you and Yank [Rachell] when y'all was
playing?” “Well. I'll tell you ..." And four hours
later, he's still rollin’. You don't know how
that's gonna come up in a song or affect you
individually. but it does.

Has that kind of insight into the music
been lost?

Yeah. I'm sorry, an elevenyear-old kid is
not gonna have the understanding of a forty-
year-old who's got kids and a mortgage and is
trying to work on relationships, doing bad,
doing good, getting drunk. Somebody told me
about one of these youngsters who was out
there playing. Everyone was whoopin' and hol-
lering, but there came a point where he got
stuck, and he started looking around the
stage like. “Dad! Help! What's the next lick?"

So they're more interested in imitating
somebody's licks than learning about the
sources of the style.

Sure. They're framing what they do on

M USIC1 AN

“I’'m sorry,
an 11-year-old
kid is not

onna
understand
[the blues].”

what they hear from records. but that’s only a
slice of that thing. Maybe the guy on that
record never played that song that way again
in his life, so the kid is stuck with the idea
that what this individual was about was this
one song. That's why | wanted to talk to these
guys and to know what they thought, all the
stupid stuff, all the great stuff.

A lot of the old masters have passed on.
Will today's players lose touch with these
roots?

No, because it's a living tradition. Why did
Robert Johnson sell a million copies sixty
years after he died? It’s like. Americans have
been going out to the South of France, here
and there. and all of a sudden they go, “You
know, I've never been to the Grand Canyon. In
fact. I've never been to Clarksville,
Mississippi.” There are stiil guys thirty miles
off the blacktop road, beating it out. They've
never made a record, don’t care to make a
record. But that music is still there. You want
to go further? Go to Mali. Go to Senegal.
There's a long line that's connecting them,
and it ain't been broken. It's all about how
Africans have reassembled their lives since
their deportation to other parts of the world.
Poetry. frustration, resentment. joy. danmina
tion, crucifixion: We've got it all in there, every
story you want to hear.

What's the greatest misconception about
the blues?

That it's easy to play.

—Robert L. Doerschuk

OCTOBER 1997
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Freddie King came to the Jazz Workshop in
Boston back in 1972, and | went there with Bob
Margolin, who joined Muddy Waters a little bit
after that, to hear him. We just rose in our seats
simultaneously when Freddie came out with his
first number. The next night Freddie allowed me
to sit in. Afterwards he said he had already

picked out some piano player from New York to
join him, but he'd changed his mind and wanted me to come out on the
road with him instead.

Well, back in the midtolate Sixties there was a crossroads where
blues musicians were playing in their own clubs on the so-<called chitlin
circuit. But when | got into it they were already moving into coffeehouses,
festivals, and other venues which were associated more with a white mid-
dleclass audience. With a few exceptions, that's been the market that’s
sustained them, although recently I've noticed more young black per-
formers and listeners gravitating toward the blues. And the music
itself has changed from a form where you had the musicians inter-
acting with each other behind a dominant guitar player. The white
blues/rock influence has changed that considerably.

Certainly. Many of the musicians who are associated with that
earlier era have changed their music, & /a Buddy Guy, to make it
palatable to a whiter audience. You don't have as much of
that attraction that made it more a music from the black A&

cultural experience.

You know, ! struggle with that question all the time. | try to use the
language and the material of the blues in fresh ways, because ! really
have a jazz improviser’'s spirit. Yet | won't cross the two styles. When |
play with blues musicians | try to adhere to the form yet make it fresh; |
try to depart from the usual riffs that people expect. Sometimes you have
to play where the emotional force will be accessible to the audience, but
| do that in different ways, drawing from influences such as Middle
Eastern, Indian, or Asian music.

Absolutely, especially in terms of leaving spaces. There's a tempta-
tion to play so many notes, but that ignores what the music is about. It
took me years to understand that the key is to approach the blues with a
vocalist's sense of phrasing.

Well, when Skip James, the great Mississippi guitar
player, was living in Philadelphia, some friends of mine
decided to get him a piano. We moved it over there,
and | sat down and banged out something | thought

would be impressive. He looked at me and in his soft,
gentle voice he queried, “Why are you hitting the keys so
hard?” The point is that when you're playing the blues, on
the piano or any other instrument, you're play-

ing it. That's really what it's all about.

X —Robert L. Doerschuk
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“There’s a temptation to play
many notes, but that ignores what the
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oltrane is my idol,” ad-

mits Austinbased gui-

tarist
“Everything he did was pure
music.” In light of his debut,
the very Stevie Ray Vaughan-
inspired Texas Sugar Strat
Magik, Duarte’'s knowledge of
Coitrane is somewhat surprising.
But the guitarist goes deep with
‘Trane. "You listen to how he
plays and you try to play in the
spirit.”

That relationship with the jazz
giant might make more sense
after listening to Tailspin Head-
whack (Silvertone), Duarte’s fol-
low-up. Not that the guitarist has
decided to play jazz. Rather, like
‘Trane. he soars with confident
new expression and style. Forget
labeling him as a blues guitarist:
“I'm a musician and | explore
music,” he states. “For people to
label me as a blues guitar player,
that's cool; it's the way the sys-

| tem works, but it doesn't do me

or what | do justice.”

You got that right. Produced
by David Z., a
Prince’s Revolution,

member of
Tailspin
Headwhack showcases Duarte's
monstrous chops. from funk to
punk, from Hendrix ("Drivin’
South”) to B.B. King (a send-up
of “The Thrill

marked by Duarte’s percussive,

Is Gone”). all
inyourface Strat sound and a
subtle use of samples, loops,
and electronics.

After earning numerous acco-
lades for his debut, Duarte is a
little unsettied with his growing
reputation as “guitar hero.” “It's
something you always want, but
when you get there you look back
and wonder, ‘Do | want to go
back to comfort and anonymi-
ty?""
the allure of heroism is great. “|

For the guitarist, though,

like being somebody who'll influ-
ence music and younger players.
Every true musician should want
to make a mark on music,” he
says with a laugh. “It's like when
‘This
Hendrixian or Mozartian.” When

people say, sounds
they hear me, | want people to
say. ‘This is a Duarte-ism."”’

—Bob Gulla

s the guy who put his
name and mad-daddy per-
the
Blues Explosion.

sona behind Jon

Spencer Jon
Spencer is the trio’'s most salient
member, but guitarist Judah Bauer
is most responsible for putting the
blues in the Blues Explosion. It was
Bauer who took the Blues Explosion
south to Mississippi. where they
hooked up with blues legend R.L.
Burnside, learned the idiosyncratic

cadences of the region’s folk blues
style, and recorded on Burnside's A
of Whiskey (Fat
Possum/Epitaph). Last fall, Bauer

Ass Pocket

journeyed back to the Mississippi
hills to dig deeper into the red clay
soil for another roots fix, resulting
in the selftitled full-length debut by

on Fat Possum.

John Falls

fues fans who've heard Keepin' the Blues Alive, Bernard

Allison's recent U.S. album debut on Cannonball Records, might

credit the guitar slinger's assured command of classics like “Rocket
88" and Freddie King's “Young Boy's Blues” to his blood lines: Bernard, 32,
is the son of Chicago blues legend Luther Allison. Actually, there's a simpler
reason: experience.

“Most of my work is in Europe,” Allison explains by phone from Paris,
where he moved to join his father's band seven years ago and has since gone
on to lead a group of his own. “They're very respectful here, big fans of the
blues. But I'm ready to see what’s happening at home. .

Hopefully, peopie will be surprised when they
hear the record—like, ‘This can’t be his first
album,” you know?”

In fact, Keepin’ the Blues Alive, cut
last Christmas in Chicago, is album
number five for Bernard, who mixes
the driving rhythmic attack and sting-
ing tone of Texas house rockers like
Albert Collins with sonic and textural
flourishes more suggestive of Hendrix and
Stevie Ray Vaughan. Like Vaughan and

throaty baritone vocals more warmth and range. “Then when you get to that

Hendrix, Allison tunes his gui-
tar a step low to give his

rockin’ type of blues, | can give you that Johnny Winter growl,” he chuckles.
Though clearly proud of his lineage—he tries to include at least one of his
father’s songs on each album—Bernard stresses that he’s no purist. “Guys
like Lucky Peterson and Kenny Neal, we're all in the same place. We're not
trying to forget our roots, but you have to try new ideas, whether it's writing a
song in 24 bars or using rock or reggae influences. You have to take a chance.
That's the only way this music is gonna survive.”
—Mark Rowland
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Though the disc is credited to
Judah and his older brother. drum-
mer Donovan Bauer, Twenty Miles
features cameos by a formidable
cast of folk heroes. including drum
mer/guitarist R.L. Boyce and octo-
genarian fife player Othar Turner
and his drum corps. on a selection
of tunes that comes closer than
the Blues Explosion ever have to
capturing the scrappy voodoo
groove that haunts the Mississippi

hills. By design. Twenty Miles isn't

region's native sounds.

"It's a drag that people don't
know more about the hill country
style.” says Bauer, who was intro-
duced to the music as a kid by his
“John
Lee Hooker is the most famous of

harmonica-playing father.

those guys, but there are so many
other great players. It's amazing
stuff. | mean Othar's 80 or 81,
and he's probably the last person
in America who's playing that fife-
and drum tradition. He’s a nation-

purely for the blues purists—Bauer
couldn’t help but let some of his
own garage punk roots slip into the
mix—but it was ultimately a blues
experiment that Judah hopes will
turn more people on to the

2

twenty miles

al treasure. When he goes | won-

der what’s going to happen. |
guess people will learn it from
records.”

—Matt Ashare

\

i from his life as a postbop/free jazz bassist in

[ ] he pult of the blues is strong—strong enough to draw

L; Portland, Oregon, into the swamps and hollers where the ghosts
of Robert Pete Williams and Blind Wiilie Johnson reside. On his major
labe! debut, Roll Away the Stone (Rykodisc), Phelps
summons these spirits with husky, intimate

vocals and a slide guitar technique
that's capable of chilling the spine, if A
not raising the dead. /

According to Phelps. there |
isn’t actuatly that much distance
between, say, Fred McDowell and
John Coltrane. “When i first stum-
bled across a Fred McDowell \'\
recording. it sounded to me like a \\
musician in the style of Ornette \\

\

Coleman who sang. | heard in McDowell

a way to play music ( .\
that'syessezti:l!y free, ke"y .loe_ phe’ps )

spirituatly and otherwise, but that’s built around this arichor that people

from different circles can identify.”

That anchor is the blues form, fltavored with gospel phrasing. Playing
an old Gibson Folk Jumbo, Phelps recalls Rev. Gary Davis in finger-picked
originals like “Footprints” and, with the guitar flat in his lap and a Stevens
slide in his hand, breathes holy spirit into traditionai tunes fike “When the
Roll is Called Up Yonder” and the “Doxology” hymn.

With so many blues musicians plugging in and turning up, Pheips’
acoustic nuances are an anomaly—a fact this artist contends with each
time he performs. “The question always comes up: ‘To uphold the tradi-
tion, do you play the old stuff in the traditional way?" Well, to people like
Fred McDowell and Skip James, it was important to be honest, which is
what made them original. So my hope is to understand the past enough
to bring it along with me as | push into the future, because that’s what |
my heroes always did.”
~Robert L. Doerschuk

all it getting sidetracked, but blues bel-
ter hasn’t
taken any clear<ut path to her smoke-
flavored debut / Can't Lose (Blind Pig). Playing
guitar always took a back seat to such diver:
sions as a back-breaking electrician’s job, a later
nursing career. and the birth of her daughter,
when Mom boxed up that old six-string for good.
“It was really hard to do. but | had a priority thing
there with my family coming before the music,”
Coleman claims.
“As my daughter got older.” she continues,
“| was finally able to start playing part-time
around my area on the weekends. The more | did
that. the more | wanted to do it fulltime.”
Coleman entered the Charleston Blues
Festival's National Amateur Talent Search a cou-
ple of years ago. Spotiight shining, microphone

waiting. "l was shakin’. | was so nervous.” she
chuckles. "It was my first time singing before a
crowd, but the applause told me, ‘Hey. I'm doing
alright here!’”™ She enjoyed warbling so much
she even impro-

deborah coleman

vised lyrics to her set's scheduled instrumental.
Now all those sidetracks are finally paying off.
~Just the other night, | broke a mic cord. didn’t
have another one with me, and had to break out
the old soldering iron to fix it
— | knew exactly what to do.”

Does Coleman's daugh-
ter—now sixteen—appreciate her mother's new
musical career? “No,” Coleman sighs. “She
doesn’t wanna have anything to do with the
music business, probably from watching me
have to leave home to tour so many times. She
likes it when | bring the money back to her,
though. She’ll ask me, ‘Mom. | need some
money,” and | say, ‘| don’t have any.” And she
says. ‘Well, you better get to pluckin® them
strings, then!'” Why, it's enough to make a lady

j

sing the blues....—~Tom Lanham
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his is the heart-warming tale of a rock & roll band and its faith in an A&R guy. The story

of a group that got together in San Francisco six years ago, changed their original name

because some other group grabbed it first, changed their lineup when they couldn’t dupli

cate the sound of their first demo onstage, and changed their record company just after
completing their major label debut, thanks in part to the kindness of one of the indus
try's biggest moguls. You know, that kind of story. As drummer Bill Shore summarizes, COLA
“We've been through so much shit together.” — —

The tale begins with guitarist John Wells and bassist Jason Loekus, whose band DEBUT ALBUM:

was called, fittingly, American Dream. When Shore joined on drums, they changed WHATNOT
their name to Combine. When another band called Combine protested, they changed
their name to Cola. When they recorded a demo with too many guitar parts to repli LABEL:
cate live, they added guitarist Tim Bass, who eventually evolved into the lead singer. INTERSCOPE
They cut more demos, got nibbles from several labels, and opened for their pals RELEASE DATE:
Counting Crows at L.A.'s Viper Room. The next morning they were hanging out on the AUGUST 26
22nd floor of a Century City corporate tower, signing up with attorney Allen Lenard,
who in turn introduced the group to Direct Management. So far, so swell.

A round of showcases back in San Francisco caught the attention of Arista’s veteran A&R rep
Steve Ralbovsky. “I had developed a friendship with Adam [Duritz] and Dave [Bryson, of Counting




Crows] a few years before,” Ralbovsky explains.
“I knew that Dave had worked on one of Cola’s
demos. Having regard for his work, that piqued
my curiosity, so | listened to the tape and was
struck right away by a couple of songs. | thought
they were very well written and that the singer
had a strong character in his voice. | went out
to San Francisco and met with them. The next
day | went to their rehearsal space, and they
played a group of songs for me. | was very

taken by their musicianship and the high quali-
ty of their playing ability.”

The regard was mutual, and after a compet-
itive bidding war Cola signed with Arista.
“Ultimately it's about a relationship and feeling
comfortable,” says Tim Bass. "Steve was the
first guy we felt comfortable with; unfortunately,
he was with the one label that everyone and his
mother was telling us not to sign with. It's a

great label, but everyone we knew in the rock
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establishment said, ‘Look, there's a series of
broken carriages along the road here.” But we
kept coming back to Steve. In the end it boiled
down to the fact that we didn't want to be on a
label where we kind of liked everybody but we
didn't feel like there was one guy who would
really be our champion.”

After signing what Ratbovsky describes as a
traditional multi-album deal with good recording
funds and royalties, Cola went into the studio
with producer Andy Wallace. By the end of
November '96 their first record was complete.

And then the call came.

“I don’t think we were home for even 48
hours,” Shore remembers. "It was two days
before Thanksgiving.”

“We thought Arista was calling to sequence
the record,” Bass adds.

In fact, the label was calling to tell the band
that Ralbovsky had moved to Interscope.

Looking back, Ralbovsky says that working
with Cola had almost convinced him not to
make the jump, “This was one of the hardest
things about leaving Arista, because | had
become very close to these guys on a friend-
ship basis as much as a working refationship. 1
felt terrible to have spent that much time with
them, signed them, made a record with them,
and become good friends with them, only to
leave them behind.”

Once again, the feeling was mutual. In
December the band consulted with their man-
agement team. Then they met with Arista’s
“| think it bears saying that
Clive did give us his blessing and let us go,”

owner Clive Davis.

says John Wells. “Hats off to Clive, he’s a good
man, | really believe he was thinking about what
Ralbovsky, the rest of the
band, and their management echo this senti-
ment.

“We let the guys push the pencils and
phone each other, and we demoed up some

was best for us.”

more songs,” Shore explains. "Some of those
demos ended up in the hands of Interscope;
they wanted us to add another song to the
record. So in April, Andy flew back out, we did
another song at The Plant’s Studio D, and we
tagged it on.

“We stuck it out over six years to do this,”
the drummer concludes. "We've been through
hell and back to even be sitting here and telling
you about it. | think a lot of bands would have
tossed in the towel a long time ago.”

—David Farinella M
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Nothing makes you feel more like
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A modern

blues master

faces the challenge
of writing a
“bluesical”

by mac randall

~
any listeners, and even many players, think of the blues merely as a basic 1
formula, a vehicle to carry emotion. Once you know the formula, the emo-
tion becomes the primary consideration—it's in your gut, you've got to get

it out, and how it comes out is governed to some degree by its quality. |f you look at

the blues in this way, then the songwriting craft involved takes a back seat.

But what if you've got to write your blues to fit a story? And what if it's meant not

for you to sing, but for a bunch of actors playing characters onstage? Keep in mind that

the actors’ brief is to break into your song between delivering lines and somehow con-

vince an audience they're for real. Oh, and by the way, you've got to write nine more

tunes, all due tomorrow. Better get in touch with your craft—and fast.

songw

An unusual situation, but much like one that Kevin
r' ' n Moore, a.k.a. Keb’ Mo’, had to deal with just recent-
ly. He was commissioned by the Yale Repertory

Theatre in New Haven, Connecticut, to write music and lyrics for a production of Keith
Glover's play Thunder Knocking on the Door. The play, which Glover has termed a
“bluesical,” centers around the family of a mythical performer named Jaguar Dupree,
the greatest bluesman never to have recorded, and their spooky encounter with a gui-
tar-wielding stranger called Marvell
Thunder twenty years after Dupree’s
death. Though the production closed at
the end of May, further runs are being
planned.

Moore, who won a 1997 Grammy
for his last album Just Like You
(Okeh/Epic), had never written songs
for a musical before. As the following
interview proves, the assignment was
challenging in more ways than one.

How did you get introduced to this
project?

Keith Glover heard one of my
albums. He wanted original music for
the play, rather than what he'd been
doing [in previous Dallas and Baltimore
productions], which was taking old
blues classics and intermingling them
with the dialog. So Keith hunted me
down; he's kinda persistent. Most of it
| did during my spare time—and a lot of
it | did on the way there [laughs). on the
plane. But | was prepared; I'd read the
script over and over till I really got a feel
for the play and what each song was
about, and | saw another production of
it too, in Dallas. So when it was time to
write, all this stuff just came out. And it
came out good.

How many songs did you write?

There are ten songs in the play, and
| ended up writing six, maybe seven—I|
forget. The others that we used were
pieces | had done before. One was
“Rainmaker,” from an old obscure
album that | did back in 1980 [Keviry i
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—songwriting)

Moore]. It's not that bluesy, but | felt the play
needed some releases. You can't just blues
people to death.

So there are some variations.

| get bored fast. If | hear two songs in a row
that are V-V and twelve bars, I'm outta there.

What music was used in the Dallas produc-
tion that you saw?

They used “Evil" by Howlin’ Wolf and some
old R&B things. | used those songs to figure out

where Keith was going, and then | had to take
the situations where they came up and make
[the new songs] counter that situation. They
had to be an extension of the dialog without
saying the same thing; it was kind of funny.

It sounds more challenging than funny.

Well, the Howlin' Wolf song sticks out in my
head because that one was the most intimidat-
ing. It's like, “What do you want me to do?
You've got Howiin’ Wolf here!” But even though

7o
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it was a real go-getter, it didn't belong in the
play. So | wrote some things about this Thunder
character that pointed towards the perception
of him as something evil. | was going for some-
thing that sounded like it could've come out of
the Sixties. And since you're talking about the
greatest blues guitar player who never record-
ed, you've got to have a feeling about the music
like, “Wow, if this guy had had a record, it
would've been so cool.” That's a hard one.

What instrument did you write on?

| wrote away from instruments. | wanted to
get the words going first. | used to write the
music first, but now it's always motivated by a
lyric idea rather than a riff. That's where the
blues turned my writing around; if you start out
with the lyrics and you can get the same real
ness that a blues song has, then you can go
somewhere else with it musically.

How did you present the finished songs?

| did some demos on my computer at the
house, an Atari with old software—Cubase 3.0,
| think—just enough to map it out. Then I'd put
the sequence down on tape and overdub live
guitar and vocal on top. That's just to get the
feel of the song; | didn't want [the musicians] to
do it note for note.

Did you make any changes in the music dur-
ing rehearsals?

Oh no. The actors hate you if you do that.
They've got so much work to do—they're trying
to remember lines, blocking, choreography. |
even tried to make it so that nobody had too
many words in a song, 'cause they're in hell.

So you didn't give them too much grief.

Well, you gotta inflict some stuff on them.
You just go, “Okay, I'm sorry [laughs], but |
gotta tell you this...” The hardest thing is to get
‘'em to sing the blues. People come in and
think, “Oh, it's just blues,” and go, na-nanana,
my mama done this, and you tell 'em it's dif-
ferent, and they'll fight you all the way, But |
understand that. | mean, / don’t sing the blues
that good. Put me up there with Bobby “Blue”
Bland or Little Milton or B.B. King, and I'm a
total wannabe.

Will you stay involved with the play in future
productions?

Absolutely. The music’s not totally finished;
it's still a work in progress. The next time it
goes up, we'll fine-tune it, change a few things,
and keep going until it's a wonderful piece and
it's playing on Broadway for years and years to
come. Hopefully [/aughs)]. M
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H arp H eav w EI ht “Awright!” crows Popper. He rises

from the chair, an imposing figure,
crowned by a gambler’s hat studded with
Hohner harmonica logos. He and Sugar
approach each other like quick-draw
rivals in the dust of Dodge City. But no
- bullets fly, no blood spills. Instead, meet-

ing for the first time, the two giants of

B | 0 0 d 0 n Th e R e e d S “The biues harmonica embrace and begin talk-

’ ing shop.
har_rr,on!ca Popper, the front man for Blues
by robert I. doerschuk 'S I'ke I'fe. Traveler, speaks first. “You know, | saw
ohn Popper’s eyes light up as a door down the hall at A&M Sometimes you play when | was in high school. at
Records opens. “I think | see the man coming now,” he you b’ou/’ this bar in Trenton. | was sixteen years

says. And sure enough, there he is, Sugar Blue, fresh off Sometimes old and a really great harp player, but
a delayed plane from Chicago, clothed in icy blue from head to k gy When you started playing, man, | started
toe, with a handsome leather “gunbelt” packed with harmonicas you SUCK. thinking, ‘Sugar is the sum total of all

kstrapped around his waist. —John Popper harmonica players. Someday we’re
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gonna have this huge duel. If he wins, I'm
gonna sell all my clothes and become his
apprentice. And if | win I'll take my right-
ful place as King of the Blues!"”

John Popper vs. Sugar Blue. That's on
the scale of Oscar Peterson against Art
Tatum. In terms of technique, each is a
monster. Popper’s tone is lighter, Sugar’s
more substantial. But each plays with
blinding velocity, executing runs that
could keep pace with Charlie Parker's
and nearly match Bird's grasp of playing
through the changes. While Popper
enjoys high visibility through his band’s
string of hit albums and road gigs, Sugar
is more of a connoisseur’s delight. Blues
fans were aware of his early work with
Brownie McGhee, Roosevelt Sykes, and
other major leaguers; those who follow
more mainstream currents know his
reed-busting solo on the Rolling Stones’
“Miss You.”

How did they develop their chops? For
Popper, it was a matter of old-fashioned
drills. “I worked on rudiments, and | got
the sextuplet thing down, where you
speak in threes instead of one.” He
btows a three-note, up-and-down pattern,
two inhalations and one exhalation.
“Then I'd tag on six beats”—he doubles
the length of the line. "I hadn’t heard any-
body do that, except for this guy,” he
says, nodding at Sugar. “Once | got that
down, | found | could use those six notes
to play scales. | based my attack on the
way bebop guys play triplets: dada-da,
dada-da. When you start getting around
comfortably, then you start to see how
scales connect.”

Sugar followed a different regimen.
“This was back in the days of LPs, and |
had a turntable that | could cut back to
16 rpm. I'd put on, say, ‘Straight, No
Chaser,’ and I'd wear out the record until
| figured out the head and the first two or
three solos. After you get to the bottom
of a tune like that, you've figured out a
whole lot of music.”

“You had ‘Straight, No Chaser,” but |
was working on ‘Miss You, " says Popper.
“That tag at the end is hip, but when you
start going up on the melody, it's beauti-
ful. Usually a harp player who goes up
high sounds kind of lost, a little nervous,

trying to land the plane.” \

“Well, it amazed me that people wouldn’t use the last four or five notes of the instrument,”
Sugar smiles. “"The harmonica is only four or five inches long, and there's only twenty notes built
into it. So | figured, hell, you're already limited, so you'd better use every damn note you can
find on this sucker! | realized 1 could work the top range into second position ..."

“That's like when you're using a C harp to play in G, so you get the flatted seventh,” Popper
points out.

“ ... so | started mixing modes,” Sugar says. “When | could do that and not get lost, a whole
new world opened up for me. To play the top end of the harp with timbre and tonality, you have
to learn to strike each note with the same power and accuracy that you hit the bottom notes
with. Otherwise it’ll sound weenie.”

This is all very interesting, but what can we say to beginners, to guitar players in blues bands
who want to learn enough harmonica to play a chorus or two in a song? How should they get
started?

Popper shrugs. “Try everything. You can try things out on the harp because it gives you some
gratification right out of the box. You don’t need an elaborate embouchure to make a sound; you
get something just by breathing. The idea is not just to accept it there; you want to go further.”

“Remember when you were a kid, how you would make airplane or car noises in your throat?”
Sugar says. “Try that again, but take the sound out, put the harp in your mouth, and the air will
give you those same kind of effects. A flute player taught me that, because that's how he got
his vibrato.”

Another technique is what those in the trade call tongue-blocking. “You can set a chord
against every note by tongue-blocking,” Sugar points out. “You block out three holes on the left
and blow your note through the hole on the right side. Then when you want the chord, you lift
your tongue and play it back. That
was totally alien to me, because |
learned to do that by squinching up
and widening my lips, but now | real-
ize that if you keep your mouth open
and use your tongue, you get a fuller
tone. That's because you have a

wider resonant chamber.”

We veer into a discussion about
mics. “Everybody used to tell me I'd
get this down-home sound with the
Green Bullet,” Popper says, "but |
always thought that was just a great
way for Shure to sell a bad micro-
phone. | love the Shure 58, with its
high overtones.”

“Yeah?" says Sugar. “Well, since
I love the shape of the Green Bullet,
what | do now is | take the element
out of the Shure 58 and put it into the Green Bullet. That way it fits my hand.”

Popper laughs out loud: “Wham! Neat trick! Everybody used to say | had to use a Green Bullet
because that's what the blues guys used. With a Fender Bassman amp.”

“1 never liked the sound of Fender amps,” Sugar grumbles.

“Me neither! Too weak, man. | blow through Mesa/Boogie stacks with a Goff Leslie.”

Sugar leans over and slaps hands. “Boogie! Alright! That's what’s up.”

The Blues Traveler bus is racing its engine outside the building. Popper reluctantly lumbers
to his feet.

Sugar stands too. They embrace one more time, and Sugar invites Popper to sit in with him
on his next album. Popper eagerly accepts. but Sugar gives him a sly look.

“Maybe we'll finally get into that duel you wanted.” Ringside seats, anyone? t;y >

7/
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There was a time when Peter Green was considered by
many to be the greatest white blues guitarist alive. Fven
within the fertile British scene of the mid-Sixties, crucible
for such legends-to-be as Eric Clapton, Jeff Beck, and
Jimmy Page, the tone and feeling Green invested in bis
playing, fivst with John Mayall’s Bluesbreakers and more

famously with the original edition of Flectwood Mac, riv-

eted the attention of young rockers and seasoned blues
veterans alike. He was ated as an influence by players as disparate as Joe Peyry and Carlos Santana,
whose hit version of Green’s “Black Magic Woman” remains a classic to this day. No less an author-
ity than B.B. King cited Green as the only other blues guitarist who made him “sweat.” ® But Peter
Green remains a mystery. By the late Sixties, a combination of drug abuse and improperly diag-
nosed mental illness led 1o his almost complete withdrawal from music. Leaving Fleetwood Mac in
1970, he litevally rejected both fame and fortune, refusing royalty checks and giving away his earn-
ings while taking on work as a cemetery gardener and a hospital orderly. He vecorded evratically,
then stopped playing entirely after 1984. By the Nineties Green seemed abont as likely to stage a
coneback as Benny Goodman. ® Yet in 1996 Green took to the stage again, touring Europe with
a band called Splinter Group. Aundiences greeted him with two-minute
standing ovations even before he played a note. Reviews were mixed,
some dismissing the group as a “pub vock band” and others hailing
Green’s performance as “some of the best and most subtle blues guitar
work ... beavd in years.” In early ’97 a CD of blues classics, titled Peter

Green Splinter Group, was released, agam to an ambivalent reception.
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| Taylor, who cheerfully announces that
Green couldn’t stop buying “hats, shoes,
and guitars.” The guitarist gives me a ner-
vous glance, briefly shakes my hand, and
quickly retreats to his bedroom, where his
collection of twenty-odd guitars is stored.

Sceing Green in the flesh is slightly
unnerving. At age fifty, with pot belly,
balding head, longish gray hair, and mut-
ton-chop sideburns, he looks more like a
village butcher than a legendary musician.
His eyes are striking, but they never meet
mine for more than a few short, nervous
glances. But his hands are clegant, with
unusually long fingernails on his left hand.

Long fingernails play a part in the
mythology of Peter Green. His mental
problems began during an American tour
with Fleetwood Mac, when Augustus
Owsley Stanley III, drug contact to the
stars, gave him LSD. Repeated trips with
acid and other drugs soon loosened
Green’s grip on reality. He started identify-
ing with Jesus, wearing long white robes
and trying to convince his band to play gigs
for free. In 1974, four vears after leaving
Fleetwood Mac, Green was committed for
the first time to a mental
hospital and subjected to
clectroconvulsion therapy.
After that his condition
quickly deteriorated. In
1977 he threatened his
accountant  over  the
phone, promising to shoot
him if he tried to deliver a
£30,000 royalty check to
Green. This was enough
to land the guitarist in jail,
and then back in a mental
hospital.

In 1979 he made his
first comeback album, Iz
the Skies, produced by
PVK label owner Peter
Vernon-Kell. When ses-
sions began for the follow-
up, Little Dreamer, Green
showed up at the studio
with such unbeclievably
long fingernails that it was
impossible for him to play.
Vernon-Kell desperately
tried to cut them off, but
even then the quality of
Green’s performance was
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only occasionally comparable to what he
was doing in the late Sixties. In the early
Eighties several groups formed around
Green—Kolors, Katmandu, White Sky—
all of which led to nothing. By the late
Eighties his guitars had been lost, stolen, or
given away.

Revnolds believes that drugs were only
a catalyst, rather than a cause, of the schiz-
ophrenia for which Green has been diag-
nosed. As far back as his early twenties,
when he replaced Eric Clapton in John
Mayall’s Bluesbreakers, he veered danger-
ously between relentless self-criticism,
arrogant confidence, and a fanatic perfec-
tionism. The sensitive Jewish working-
class lad from East London—he was born
Peter Greenbaum—found it increasingly
difficult to reconcile his humble back-
ground and the adulation he was receiving
as an artist. “I used to rely on sadness and
sincerity in my playing,” he told me. “But
I’'m not so sure about that anymore.
Somechow it kind of flattened a bit. I don’t
know what happened to it.”

It’s not casy to talk with Peter Green.

Long spells of lucidity are frequently inter-
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rupted by moments of absent-mindedness.
When asked whether he thought there was
space for innovation in the blues, he
answers, “I don’t know what innovation
means.” Once the concept is explained to
him, he replies, “I don’t think I'm an inno-
vator.” He draws a complete blank when
Watson tries to remind him of how he was
indisputably an innovator in the late
Sixties, when he moved from the tradition-
al blues playing of Flectwood Mac’s
eponymous debut album in 1968 to the ele-
gant white blues of 1969’s “Albatross” and
the melodic blues-inflected rock of their
third album, Then Play On (1970).

Another example of his difficulty with
conceptual issues occurs later in the day. As
Green plays his black Gibson Flying V in
his bedroom, 1 ask for insights into blues
guitar phrasing, and he answers, “I don’t
know what you mean.” On a further
prompt he says, “It’s the amount of caution
that you take, I suppose. I don’t know
what it is.” Yet only moments before he
had, with a few lines on the guitar, effort-
lessly and masterfully demonstrated the
difference between the phrasing of B. B.
King, Freddie King, and Eric Clapton. It
seems that Green’s relationship to music,
and probably the world, is completely on
an intuitive, feeling level.

For example, in the Sept. *96 issuc of
Mojo Green said that “the blues terrifies me
still, and 1 won’t do it, and that’s certain.”
Yet he was already touring the blues with
the Splinter Group as we spoke. When this
contradiction is brought to his attention,
Green seems surprised and says, “No, I'm
not scared of the blues. I don’t know where
[ was coming from when I said that.” He
has also gone on record mentioning new
material that he’s writing, but in our con-
versation he adamantly insists that he isn’t
writing any songs and has no plans to do
so. And when reminded of another of his
comments in Mojo, that guitars have “areal
personality,” he again switches gears: “No,
no, no. The Les Paul has a strong personal-
ity, but not these guitars. I don’t bother
with personality anymore, in case I'm
going to sit here and marvel at them.”

So it’s hard to get a clear perspective on
Peter Green. According to Nigel Watson,
however, Green decided to change his style
the moment he picked up the guitar again
in April *95. One of the main changes was
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his decision to bend notes much less fre-
quently than he had in the past. During his
prime in 1968-70, he was known for his
slow, deeply soulful playing and the warm,
singing, distorted, slightly nasal tone that
he coaxed out of his *59 Les Paul Standard
(now owned by Gary Moore). His tone
was partly the result of luck: After taking
the pickups off, he refitted one of them
upside down. The cffect was that his guitar
was permanently out of phase, an unusual
sound for a Gibson at that time. But most
of Green’s sound owed to his capacity for
approximating the human voice through
bending and vibrato.

When asked if he has any aversion to
bending these days, Green initially denies
it: “No, no! Who said that I changed my
style?” But later, after speaking more indi-
rectly about his playing, he admits to
indeed making changes, though his current
thinking about the instrument is clearly an
extension of his approach in the Sixties:
“Some players fall into traps. They don’t
know whether they can sort their playing
out or not, and so they’ll be racing around
on the guitar forever. In this country they
applaud that. But what’s the good of it? It’s
just speed guitar. There’s nothing interest-
ing about the notes they play. There’s noth-
ing there from which I might say, “That’s
you, because only you can play that.
There’s no music there. If they played what
they were playing slowly, it would sound
like alot of safe notes. Ry Cooder plays the
right amount of notes. J. J. Cale also plays
the right amount of notes. You have to
learn to play the guitar by playing slowly.
You can’t play fast until you can play slow.
A lot of guys ruin themselves by learning
to play fast before they’re ready.”

Green appears to be acutely aware of
how guitar players tend to try to “cut” each
other rather than play music. Indeed, he
wasn’t a stranger to the stercotypical gui-
tarist’s cockiness: The story goes that he
bluffed his way into Mayall’s Bluesbreakers
in 1966 by claiming to be better than
Clapton. Green laughs now at this tale:
“No, that’s not true. I was a very competi-
tive blues player, and I thought that if 1
practiced and things went well [ would one
day be as good as him and be considered a
top blues guitarist. But it’s not a matter of
technique. It’s a matter of feel. And
Clapton had a good, solid feel.”

M U S I CI AN



photo: Robert Knight

i
NIV

e
=

—
with his

Telecaster®
Thinline and

VibroKing®Amp
Check out Jonny's

#1 release “Lie to me”
on A&M Records

©1997 FMIC For more info send $3 shipping and handling to:
Fender Guitars & Amps, 7975 N. Hayden Rd., C-100, ScottedalesAZ 85258 www.fender.com




Unlike those peers of his who have
developed their careers without interrup-
tion since their carly days, Green faces his
toughest competition in himselft—specifi-
cally, in who he used to be. His approach to
dealing with this is to ignore the issue. “1
don’t want to live by any reputation,” he
insists. “I fight against that. I'm not going
to worry about going down well, because
that makes you play safe, and [ don’t want
to do that. If the applausc isn’t tumultuous,
that would be a relief in a way, because 1t
would be more natural. I'm just going to
play what [ want to play.

Green didn’t scem receptive to ques-
tions about relearning the guitar. “I don’t
play dramatically different now, just a bit
more cautiously. 1 don’t bend notes the
whole way up anymore, only one fret, like
Big Bill Broonzy rather than B.B. King. |
was stuck. I was frightened of what 1 call
middle notes. But now I'm not frightened
anymore. What are middle notes? It was
something [ heard jazz guitarists play, and
it sounded so pointless. Theyv're like extra
notes, like 13ths. Or like major notes.

Featuring all new
material including
a commanding
performance of
“Too Many Dirty
Dishes.”
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Mathematical notes that have nothing to do
with the tune or melody that vou’re play-
ing. IUs just a note that you put in there to
show that vou're including that note. Very,
very, very, very bad.”

This fear of “middle notes” may trace
back to a traumatic experience at the very
beginning of Green’s professional career, in
1965, when he did a gig with a jazz/blucs
band and found that he couldn’t play a
note. Today, however, he insists that he
wants to move bevond his old blues reper-
toire. “I'm studying things that 1 don’t
know,” he says, “things that T used to think
you don’t need. 1 am listening to, or watch-
ing videos of, all the blues originators, like
Freddie King, Lightnin® Hopkins, John
Lee Hooker, Robert Johnson, |. B. Lenoir,
Muddy Waters, Memphis Slim, Mau
Murphy. There are lots of things I want to
do in other people’s styles. So 'm learning
and learning and learning.”

There's a healthy dose of realism and
groundedness in Green's self-assessment.
He doesn’t want to reclaim his reputation
as the third best guitarist in the world. He
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still claims that if you don’t “come from
America and your skin isn’t brown and
you haven’t had people treat you like an
animal,” you can’t really express the full
feeling of the blues. But the suffering he’s
gone through has given him as much
license as anyone should need to play this
music.

Looking back to the Sixties, he says, “I
didn’t have the years behind me that people
like B.B. King and Otis Rush had. [ was a
baby, and it was dangerous.” Now he
admits that he’s lived a life that lets him
express “the principle of the blues, which is
sad.” His current playing is only a httle
more than competent in terms of tech-
nique, and the pure passion and personali-
ty that illuminated his Sixties catalog has
vet to emerge. But a languid, fluid expres-
sion and beautifully toned simplicity
already distinguishes his playing. It’s the
sound of a man who has felt the blucs, a
man who has gone where few of us have,
and come back to tell his tale. o

Contributors: Paul Tingen is a Dutch
guitarist and writer based in London. He
recently released his debut solo acoustic
album, May the Road Rise to Meet You, on
his own Breathe & Smile label in the U.K.

Then Play This

PETER GREEN doesn't play a Les Paul any
more. He's evasive about the reasons: I
don't know. | don't like the look of it. | want to
look at something else.” Green now plays an
ebony Gibson Howard Roberts Fusion Il

onstage, as well as a midnight blue Fender

Stratocaster with customized body. His stage

amps are a Fender Blues DeVille and a Fender
Twin Reverb. He doesn’t use any effects. His
favorite strings are Maxima Golds, .010-.046.

Green is also the clearly proud owner of an
extensive and quickly growing guitar collec
tion, which he keeps in his bedroom in Mich
Reynolds’' house. It includes a Kimbara
acoustic 12-string, a white Ibanez Blazer, a
Gibson Flying V Il, a new Fender Telecaster
Thinline, a Fifties Epiphone Zenith, a Gretsch
Streamliner (on loan from Bernie Marsden), a
new Korean Fender Tele, a Burns/Baldwin
Vibraslim, a Gretsch White Falcon, a 1934
National Duolian, a new National Reso-Phonic
Dobro-style, a Forties Harmony jazz-style gui
and an Ozark

tar (model name unknown),

“cheap Korean" acoustic.
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MUSICIAN N
1997 BEST UNSIGNED

We at MUSICIAN magazine are extremely proud to present the winners of this year’s
Best Unsigned Band Competition. The competition began several months ago with some
3,000 demos submitted by bands from around the globe. These demos were given to a select
group of music writers and editors who listened to every submission before choosing twenty
five bands & songwriters that “made the cut.” Twelve winners were then chosen by our
diverse panel of guest-artist judges that included Tori Amos, Joe Satriani, Bob Mould,
Yince Gill, and Buddy Guy. So please join us in congratulating this year’s winners, and watch
for more about these bands in future issues of MUSICIAN.

| TIM MECH’S PEEP SHOW, ONT BUDDHAS, CA TOM TAYLOR, CO

Band not pictured: SUCK, CA (photo not available at press time)

World Radio History
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AYNE SHEPHERD

WILL A
NEW GENERATION
OF TEENAGERS
TURN THE
BLUES INTO KID
STUFF?

BY DAN FORTE

Neil Ziozower




JONNY LANG

Michael Crouser

Anticipation buzzes through the packed house ar Antone’s, bit
it’s got little to do with the foursome of forty-ish bar band veter-
ans taking the stage. Horn-vimmed guitarist Paul Gieghel counts
off a well-worn Otis Redding vamp and the band marks time
until a fat, sweeping blues bend sails in from the wings. Here
comes the real object of the capacity crowd’s inter-
est: a lanky, baby-faced tecnager, looking like a
cross between Mick Jagger and Macauley Culkin,

catapulting onto the stage, head thrown back, eyes clenched shat,

wrenching bend after stinging bend from bis blue Telecaster. For
g gmng

the next forty wununtes, his showcase at Austin’s South By
Southwest conference, Jonny Lang displays an abundance o
energy and enthusiasm as well as subtlety and intensity. And if bis
guitar playing is more correct than remarkable, his full-throated
singing, which never sacrifices soul for chops, evases any reserva-
tions about age or race. By the time Lang closes with Hendrix’s

“Spanish Castle Magic,” the normally jaded andience of industry

OCTOBER 1997
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insiders is won over—no mean feat.

So how do you follow a sixtcen-year-
old with the energy of a rollercoaster?
Blues  harmonica  legend  Charlie
Musselwhite ambles (rather than catapults)
to the stage and slowly, steadily gets down
to business. His st is relaxed and swinging,
his band powertul but loose, the tone of his
harp deeply personal. His songs mix
humor and hardship just as he and thirty-
year-old guitarist John Wedemeyer taste-
fully mix chops and restraint. By set’s end
the crowd isn’t necessarily bowled over,
but it’s obvious they’ve just received a blues
master class from the Real Deal.

Needless to say, at 53 Mussclwhite has

mid-teens, to Shuggy Ots, who debuted
on Al Kooper’s Kooper Session at fifteen.
And we're not even getting into the vast
numbers of prodigies in the classical world.

There’s a difference, though, between
most of the artists mentioned above and the
musical youth of today. That difference is
apprenticeship, or the lack of it. In the
high-stakes industry ballgame of the
Nincties, the period of incubation and
learning that, say, a Charlic Mussclwhite
surely went through between the ages of
sixteen and 22 is being shortened or
skipped altogether; in many cases it begins
at a much earlier age, even pre-teen. In the
wake of Stevie Ray Vaughan’s arena-level

“IF YOU DON'T LIVE IT,

IT WON'T COME OUT OF YOUR HORN.”

—CHARLIE PARKER

an abundance of one essential that few six-
teen-ycear-olds have an inkling of: maturity.
He’s put in the miles, more than three
decades of them, and it shows. But it also
bears reminding that Charlie cut his mas-
terful first album, Stand Back!, at 22 (after
session appearances with the equally
vouthful Tracy Nelson and John
Hammond), and that he was accompanied
by an even younger, radically original voice
in blues guitar, Harvey Mandel.

Fact is, music has always had plenty of
talented youngsters. Stevie Wonder scored
with “Fingertips, Part 1I” at age twelve;
Michael Jackson and Steve Winwood were
recording incredibly mature vocal perfor-
mances at ten and sixteen respectively;
Danish bassist Nicls-Henning Orsted-
Pedersen played with Bud Powell as a fif-
teen-year-old; Mark O’Connor was a pre-
teen fiddle champion. Two of rock guitar’s
founding fathers were actually children: the
Collins Kids’ Larry Collins (who traded
solos with Merle Travis and Joe Maphis on
TV’s Town Hall Ranch Part from nine to
thirteen) and James Burton (who played
lead guitar on Dale Hawkins’ “Suzy Q” at
fiftcen before joining a similarly youthful
Ricky Nelson). Blues has had its share of
young blood too, from Luther Tucker,
who recorded with Little Walter in his

success, the teens and adolescents he
touched (a generation that older black
blues artists weren’t able to reach directly)
are now dreaming about being blues stars
instead of rock stars. And a few—like
Jonny Lang, Kenny Wayne Shepherd,
Nathan Cavaleri, and Monster Mike
Welch—are realizing that dream, forming
the leading edge of what is threatening to
become a teenage blues phenomenon.

At twenty, Shreveport, Louisiana’s
Kenny Wayne Shepherd is the old man of
the crowd, but his gold album (more than
500,000 units shipped), 1995s Ledbetter
Heights, was recorded when he was seven-
teen. His live shows, which have been
described as blues Beatlemania, draw thou-
sands of kids his age and younger.
Shepherd grew up entrenched in the music
business because of his father’s work. Ken
Shepherd has long been a fixture in radio,
concert promotion, and artist management;
his roster now includes his son. “I grew up
around different kinds of music because of
him,” says Kenny. “My dad used to bring
me around to all the conventions, and [
used to go to the radio station with him,
and [ could run the board. And I went to
concerts pretty much since I was born.”

At once such concert, Stevie Ray
Vaughan lifted up the seven-ycar-old and
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gave him a ringside scat atop an amp case at
the side of the stage. “I grew up listening to
Stevie, among other blues and R&B musi-
cians,” Shepherd points out, “but it was
pretty much after the first time I saw him
play that I wanted to play guitar.” In 1993
Giant
Revolution) Records by Irving Azoff,

Kenny was signed to (now
which set the stage for him to open for the
Eagles” European tour. Ledbetter Heights
was produced by David Z., who was also in
the hotseat for Jonny Lang’s Lie To Me
(A&M), an album that was certified gold in
June, less than five months after its release,
and that was cut when its headliner was fif-
teen.

Lang discovered the blues in the unlike-
ly setting of Fargo, North Dakota, his
hometown. “1 went out to see the Bad
Medicine Blues Band,” he enthuses, “and
the guitar player, Ted Larsen, really
inspired me. 1 was twelve, and it was the
first live show 1 ever saw. I had never really
heard straight-ahead blues, just kind of
rock & roll and dance stuff. It was really
cool. T later joined them as their lead
singer.” As “Kid Jonny Lang & The Big
Bang,” he and Larsen cut an independently
released album prior to Lie To Me (which
also features Larsen). Asked if dropping
“Kid” was a conscious move to avoid the
tag vears later, he nods. “Totally. We don’t
want that to be the first thing people
notice.” (You can’t say that Lang’s label is
helping him out much in this regard.
Before the release of Lie To Me, A&M sent
out a promotional video that included very
little singing or playing but plenty of refer-
ences to how young he was.)

Lang’s main heroes are “Otis Redding,
B.B. King, and Stevie Wonder, in terms of
singing; they’re all tied for first. On guitar,
B.B. King and Albert Collins. Their play-
ing is so perfect. Their phrasing gets vou
right in your heart—'Ooh, you put that
right in the perfect spot.” They knew right
where to put everything. And I love Stevie.
What influences me most about him is his
fluidness. It’s just like a faucet; turn it on
and there it was. Not many people have
that.”

Australia’s Nathan Cavaleri, now all of
fifteen, cut his self-titled CD for Michacl
Jackson’s MJ]J label at eleven and was part
of the Lincoln Center Honors’ 1995 tribute
to B.B. King at thirteen. Cavaleri began

playing guitar at an age when many kids are |

still wetting their training pants: three. His
father, who'd playved guitar in a “muck-
around band,” showed him chords and
exposed him to old blues records, but it
was, once again, Stevie Ray Vaughan’s
Couldn’t Stand The Weather that riveted
the pre-schooler. “His sound, and the way
he plays is really colorful,” Nathan, then
twelve, said in a 1994 interview. “He does-
n’t play the same thing over and over again.
He’s sort of all mixed.”

Nathan was improvising by age six or
seven—"stuff I picked up off the Stevie
Ray albums, but my own version”—and
cut an Australian relcase, Jamming With
The Cats, at ten. By the time of his
American debut, in 94, his cars had been
opened up to the more harmonically
advanced leanings of Robben Ford, who
trades solos with Nathan on the fifteen-
year-old’s sequel-in-progress. Nathan let
others handle the vocals on his first M]]
release (waiting “till my voice has matured
up more”), but manager Russell Hayward
reports that he’s been taking singing lessons
for the past two years. “You should hear
him now,” exclaims Hayward. “It’s a
whole different person to where he was
three years ago. He wants to be a 100%
artist.”

Lexington, Massachusetts” Mike Welch
recorded two CDs—These Blues Are

Mine, at sixteen, and Axe To Grind, at sev-

entcen—before graduating from high

school. He got his nickname, “Monster,” |

from Blues Brother Dan Aykroyd, after
jamming regularly at the comedian’s House
of Blues club in nearby Boston. Now sev-
enteen, he’s been on his blues mission for
about eight years. “When you get a slight-
ly confused nine-year-old kid and put an
Albert King record in front of him,” he
laughs, “seems like all of his problems are
solved. So that got me on about a three-
vear kick of complete blues purism.”
Among his many influences, he lists the
Beatles, B.B. King, T-Bone Walker, Magic
Sam, Otis Rush, Buddy Guy, and Luther
Tucker. But, he stresses, “Albert King was
the first blues guitar player I really got into.
It’s just so simple and so perfect. He’d play
one of those big squeezes, and the heavens
would open up. It didn’t matter what song
he was playing on, or what the situation
was, he always had that perfect Albert King
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tone.”

Tfalling under the spell of Boston’s blues
legacy, largely revolving around the various
incarnations of Roomful of Blues and its
alumni, Welch eventually hooked up with
veteran guitarist George Lewis, who is now
in the Welch band. The two co-wrote most
of the material on Mikes two CDs on
Tone-Cool, a subsidiary of Rounder. As
for his next step, Welch says, “I'd love o
do some experimenting—maybe even
make a CD that’s slightly less genre-depen-
dent. Tve always loved Clapton’s Layla
album, because everyone on that record
could play blues with the best of them, but
it doesn’t sound genre-limited.”

The notion of an impressionable teen
playing in blues haunts, of course, raises
concerns about these kids being exploit-
ed—as with prodigics of any bent.
Louisiana slide master Sonny Landreth, in
his mid-forties, feels, “It’s a double-sided
coin. On the one hand, 1 can sce a lot of
pressure being put on these kids—like
young aspiring gymnasts training for the
Olympics—and the potental for disap-
pointment later factors pretty high. On the
other hand, you’re not talking about your
average kid. If they’re enormously talented,
what are they supposed to do—sit home
and look out the window?”

There have always been, and always
will be, stage parents, but historically there
haven’t been many cases of parents encour-
aging rock & roll, cven blues, as their
child’s carcer path. Times are definitely
changing; whereas Texas blues singer/song-
writer Doyle Bramhall remembers being
“kicked out of high school several times
because I wouldn’t cut my hair, and for
playing my music,” Baby Boomer-aged
parents of today (who grew up with the
Sixties blues revival) are buying their kids
guitars, taking them to nightclubs, and in
some cases changing their own careers to
accommodate their sons’ and daughters’
talents. Former farmer Jon Langseth, for
example, moved his family to Minneapolis
two years ago, so that son Jonny could be
part of a more happening music center than
Fargo, North Dakota; he now acts as
Jonny’s road manager on tour. “I don’t
know that that’s such a great idea,” warns
Landreth, “because you need those role
models and boundaries, and you need a

home life.”

Being surrounded by musicians a
decade or more older, rather than kids of
the same peer group, has become another
norm. “I think 1it’s more fun,” Cavaleri
says, “because if it’s a group of all kids we
can’t learn nothing—there’s no one
advanced, above us. Whereas with adules 1
can learn alot.” Sull, Landreth feels Nathan
and the others are missing out on an equal-
lv valuable experience. “When you're play-
ing with your pals,” he states, “and you
grow up and do all the changes together,
you do the miles together. There’s a con-
nection there. When these younger kids are
backed by a bunch of older guys, I can see
that being a little weird.”

Austin guitar ace and Storyville mem-
ber David Grissom, 37, agrees that it’s a
trade-off, but says, “Personally, I always
hung around guys a little bit older than me,
and the best way to learn is to play gigs, and
with better players—it makes you stretch.
Yeah, you miss out on one thing, but if 1
had to choose one or the other, I'd say go
for it, man. The real test of time will be, will
they retain their enthusiasm and not burn
out by the schedule. T know what they’re in
for—they’re already there—and it’s a pret-
ty hardcore thing. They’re in the thick of it,
working for a living, and there’s a lot of
pressure because there’s a lot of money at
stake. If they never get too far away from
what it was that drew them to play in the
first place, they’ll be all right. The other
challenge is to really find their own voice.”

Al, ves, the $64,000 question, as coined
by Les Paul: Can his mother pick him out
on the radio? Well, in a word, no. Not that
Shepherd’s sound and approach aren’t dif-
ferent from Lang’s—which in turn are not
the same as Welch’s or Cavaleri’s—but as
yet none has developed an instrumental
voice that’s more than a mirror of one pro-
found influence (Shepherd sounding so
much like Stevie Ray it’s almost spooky) or
a patchwork quilt of several (as in the case
of sclf-confessed “music geek” Mike
Welch). In the words of 57-ycar-old Luther
Allison, “You got to get through the Stevie
Rays, the B.B.s, the Buddys, the Luther
Allisons, and find Jonny. And that’s gonna
take a litdle time.”

It should go without saying that coming
up with a pentatonic blues lick that no one
has played before (if that’s possible) doesn’t
necessarily make onc original. It also bears
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pointing out that one’s musical personality
is not always a product of age. Welch
astutely observes that at twenty Eric
Clapton was “cvery bit as legitimate as
another Buddy Guy or another B.B. King;
it was a fully formed style.” And encyclo-
pedic knowledge and skill don’talways add
up to an original voice; in fact, a case could
be made that they inhibit it. Musselwhite
feels, “Some people get off on the wrong
foot when they set about mastering all
these other styles, and a style of their own
never gets to develop.” Welch agrees, citing
fortvsomething dazzler Duke Robillard: “I
don’t know what Duke sounds like. I've
heard Duke play T-Bone Walker stuff for
45 minutes, so soulful il bring a tear to
vour eye—and 1 think there’s an art in
that—but [ don’t know what his style 1s.”

The Information Age, and the access it
gives aspiring musicians to the entire histo-
ry of music, isn’t exactly helping to turn
out the innovators of the future cither. As
Welch sces it, “There’s this tremendous
surge towards revivalism—which is posi-
tive in that it means the old records aren’t
getting forgotten, but negative in that you
see a bunch of guys with pompadours all
playing the years 1948 through 1962.
Mavbe at this point, with a style of music
that has so much history and tradition, the
best one can hope for is to come up with a
new wrinkle on what’s already gone

Teenage

KENNY WAYNE SHEPHERD's main Strato-
caster is a 1962 sunburst, strung with .012-
.058 Emie Balls. His three main Fender amps

are: an early reissue Twin handmade at
Fender's Custom Shop, a Vibrasonic reissue,
and a Tonemaster. Pedals include a Vox wah-
wah, an original Ibanez Tube Screamer, a
Dunlop UniVibe, and an Octavia by Hendrix
technician Roger Mayer. He also plays Guild

acoustics. ® JONNY LANG plays Fender Tele-
caster Thinlines, along with Benedict Guitars,
custom-made in Minneapolis, that are “like a
Seventies Tele Thinline, with Fender humbuck-
ers, but one has a P-90 in the middle, and the
other has a neck humbucker with P-90s in the
middle and rear. That one also has piezo trans-
ducer bridge saddles, so it can sound like an
acoustic.” His amp is a blonde Fender Vibro
King. ® Mike Welch's monster axe is a blue

before.” David Grissom argues that too
much knowledge of that tradition is ham-
pering the quest for originality: “The idea
of having an instructional video is some-
thing nobody would have ever dreamt of
when [ was growing up.”

Doyle Bramhall, himself an ex-teenage
bluesman (with the Chessmen, a Sixties
band that also featured a fifteen-year-old
guitarist named Jimmie Vaughan) and now
in his late forties, places part of the blame
for so much stylistic sameness on parents
and the industry. “Most of the young gui-
tar players aren’t encouraged to be them-
selves,” he argues. “It’s ‘Play like Stevie,”
which is sad because inside of anyone that
can sing or play like that, the real themisin
there. And they’re in their prime to start
developing. It used to be that you had to be
of a certain caliber before you could go to
the next step. Now if you're cight and can
play at all, it’s, ‘Let’s get out an album—
now, before it’s too late!” Someday people
will look at it and go, ‘Maybe that didn’t
work.””

Units sold aside, is there a pubescent
guitarist out there who can play like
Shuggy Otis did at fifteen, or a singer on
the level of the seventeen-year-old Stevie
Winwood? If there is, he or she hasn’t sur-
faced as yet (though spin doctors may
argue otherwise). One thing everybody
does seem to agree on, however: Younger

Riot Gear

Strat put together from reissue parts. “It's a
Japanese body,” he details, “that | had hol-
lowed-out, so it's really loud acoustically. The
Warmoth neck is like a V-shaped baseball bat,
absolutely huge, which feels natural to me,
although | don't have big hands. The pickups
are made by Lindy Fralin.” He also plays an
Epiphone Casino reissue and a custom job by
luthier Ron Auclair. His amp is a Fender Pro
Junior, “which has maybe 15 watts, a 10"
speaker, volume and tone controls. More and
more I'm realizing that it's a myth that guitar
players have to be really loud.” ® NATHAN
CAVALERI uses a straight-ahead, no-frills
setup: either his Peavey Axcelerator or a ‘62
Strat acquired from Robben Ford through a
Peavey Classic 50 amp, with a Cry Baby wah-
wah for a little extra color. Strings are
D’Addarios, .010-.046.
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players are fostering a new audience of
kids—and that can only help the blues.
“That was one of our major points in the
first place——to come across to the vounger
audience,” explains Shepherd. “That’s one
of the reasons I play the music. Nine times
out of ten you run into a teenager or twen-
ty-something-year-old and say ‘blues” and
they think of old people. But if you tell
them there’s a nineteen-, twenty-year-old
guy, they’re much quicker to listen to it.
They feel like they can relate.”

Storvville’s David Grissom views it
pragmatically: “It’s healthy for everybody
that there’s a new audience out there. When
Storyville goes out and does shows on our
own, most of our crowd 1s-limited to a cer-
tain age group—not a lot of kids under
twenty years old. But when we played in
Tulsa opening for Kenny Wayne, most of
the people were there to hear him, and his
crowd loved us, and the next tme we
played Tulsa on our own we had a packed
house.” Musselwhite adds, “They’re not
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“One of the guiding lights of the 20th Century.” -"Bob Dylan
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working if they’re not good at it, because
vou don’t get a job if they’re not coming to
sce you. And they’re not playing rock &
rolly-like; thev’re trying to be faithful o
the style, and are really into the spirit of it.”

Luther Alhlison feels that with success
comes responsibility. “Everybody ain’t
gonna get as lucky as Jonny Lang, being on
MTV now,” he asserts. “A lot of young
blacks out there ain’t had no chance to get
on MTV, and ain’t gonna get no chance
actually, unless these kids—white, voung—
open the door and say, ‘I've got some
power with my company, and I want to sce
this happen.””

So is youth an advantage or a burden?
“It can work to your advantage and disad-
vantage,” says Shepherd. “In the first place,
alot of people are intrigued because you're
so young, but at the same time 1t’s hard to
get your credibility as a blues artst, being
so young. So a lot of people are quick—at
least the hardcore blues fans—to question
the age and the quality of the music.
Fortunately, I ran into some of that resis-
tance, but not a lot. Most people supported
me throughout my carcer. And now that
I’'m wrning twenty, vou don’t hear much
about my age anymore. The music speaks
for itself.”

Mike Welch concludes, “I'm hoping
that because Jonny Lang and Kenny
Shepherd and Derck Trucks and 1 are start-
ing to get our names on records, maybe it
will become less of a novelty thing. Maybe
being a seventeen-ycar-old blues guitar
player will become just as legitimate as
being a 37-year-old. I’'m really tired of the
whole ‘right to play the blues’ bit.”

But remove the age factor, and judge the
music on its own merits, and, as David
Grissom muscs, “You have to ask vourself,
if any of those records were put out by
someone 45, would they be getting plaved
on the radio?” The answer may lic in the
stacks of stellar albums by veteran blues-
men that go straight from the pressing
plant to radio station dumpsters.

The “blues kids” phenomenon raises
more questions—some musical, more of
them social—than can be casily answered,
at least at this stage. As to what these teen
wonders will sound like in ten or twenty
vears, or which will live to be old and pros-
perous bluesmen instead of casualties and
also-rans, only time will tell. M
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By the time Ringo Stary sang “You've got to pay dues if yoir want to sing the biues,”
he had left that life long ago. Being a Beatle was a whole different ballgame from liv

ing ltke Howlin’ Wolf, or Muddy Waters—or the working musicians who spend their
days i a van and thetr nights playing three sets for a hundred bucks apiece. That’s the
real blues life. ® The good news is that you can earn a living by playing the blues. The
bad news is that unless you’re very lucky, and persistent, and talented ... well, as Ringo
sang again, “it don’t come easy.” ® “You have a better chance of making a living play-
ing blues than alternative rock,” says Paul Rishell, a Cambridge, Massachusetts-based
country blues guitarist. “You can make fifty 10 a hundved dollars each in blnes bands
at your neighborhood club, as opposed 10 nine bucks

each playing a 45-mouie rock set.” Rishell should

know. He’s traveled the hard road from rock to blnes

or most of his 27-year career, finding a level of nmon-

etary comfort only after he began making CDs for

the Tone-Cool label in 1990. ® Butt let’s say the blues

bug’s vecently bitten and you’ve put a band together

On the plus side, there are more joints booking blues. “When I started,” says Rishell,
“blues bars were outside the mainstream, often run by shady people who thought they
could make money or liked the music.” Today, they’re everywhere, from corner
haunts like the Rivermont Lounge in Clarksdale, Mississippi, to showeases like the
House of Blues chain. As long as your goals are realistic, and yoiur band has a con-

vincing demo tape, you should be able to find a gig. ® Your best bet is to start at a small i

neighborbood bar to develop your chops and a following (and a mailing list). “It’s —

BRIUES
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those little clubs that musicians really grow
up in,” says Rishell. “Playing three or four
sets a night, you improve fast.”

Those gigs typically play $200 to $500 a
band. If you’ve got eight picces, the math’s
discouraging. But for a duo like Paul and
harp sidekick Annie Raines, that’s good
bread.

To take three-set gigs, you need tunes.
To that end, Teo Leyasmeyer, who played
kevboards behind Freddie King, Johnny
Copeland, Buddy Guy and Junior Wells,

Luther Allison, and John Lee Hooker

before  becoming  the booker for
Cambridge’s very blues-centric House of

Blues room, says it’s essential to “know the
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basic one hundred songs that are the back
bone of the repertoire. Everyone expects
you to know the basics. If you’re onstage
playing ‘Messin” With the Kid’”—he sings
the descending intro—“you don’t want
some musician to lean over and ask,
‘What’s that figure?” That enables you to
do fill-ins and to sit in with people travel-
ing through town, which could lead to
good things later.”

Leyasmeyer, who won a Handy Award
(the blues cquivalent of a Grammy) for
Best Club Booking Agent of 96, also pass-
es along advice from the great blues pianist
Sammy Price. “He told me, ‘Learn 25 stan
dards, convincingly, in every key, and peo-
ple will think you know everything. You’ll
be able to get all kinds of work.” For
Sammy that meant tunes like ‘Darktown
Strutters Ball’ and ‘Ain’t She Sweet.” For
our generation, that might mean ‘Misty” or
‘Who Knows?” Doing that takes mavbe a
year, and it’s a real investment in your
career.”

Following Price’s tip has yielded all
manner of solo gigs for Leyasmeyer, from
weddings and parties to playing hospitals
and convalescent homes for the state of
New York.

Calling from Tel Aviv, where he’s been
flown—all expenses paid—to play a bat
mitzvah at the Isracli Museum, San
Irancisco boogie-woogie piano wizard
Mitch Woods agrees. “The quandary of the
working musician is whether you become a
cover band or play what you want. If you
want to earn your money as a musician—
and I’ve never had a day job—then vou do
what it takes. But the important thing is to
develop your own style, because that’s
what will set you apart from the crowd and
make people want to pay to see you in
clubs. So if you’re gonna do a standard, do
it your way.”

How do you know when it’s time to
move beyond the clubs? Basically, it’s when
you’ve built up enough momentum to be
able to charge—and carn—the appropriate
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higher rates. “The rule of thumb s, ask for
three times what you’d get for a club gig
when you're doing a party or festival,”
advises Maury “Hooter” Saslaff, bassist for
Delta singer/guitarist Big Jack Johnson.
“You’ll get at least double.”

What's that mean in cash? Regional acts
playing muldple club sets can expect to
make $200 to $750. For mid-level national
acts, $600 to $1500. And for high-profile
national club acts—think “big labels”—
$1500 to $10,000. But, as Saslaff points out,

“I’d rather take an on-the-way gig for $300
than pay for a night of hotel rooms out of
pocket without no income.”

Saslaff is one of the busiest bluesmen
around, playing 275 to 300 dates annually
with Johnson, plus booking Big Jack and a
handful of other mid-level nationals. A
rocker who switched to blues in the
Seventies, Saslaff created his niche after
years of whecl-spinning in Philly-area
bands. He promoted a few shows in the
carly Nineties, making contacts within the
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blues-biz community. Through those con-
tacts, he struck ... well, if not gold, at least
silverplate. When an Adantic City club
owner told Saslaff he was afraid Johnson
date
Mississippian had just lost two wecks of

would cancel a because  the
surrounding gigs, Saslaff was able to set up
five new dates for Johnson with his own
band as backup. Johnson was impressed,
and their partnership now includes 1996’
We Got to Stop This Killin’ (MC Records).

Having a well-distributed CD opens
doors to clubs around the country. But the
Susan Tedeschi Band tours purely on their
live reputation, buoyed by Tedeschi’s stage
charm and Bonnie Raitt-like pipes. Like
most working bluesters, she handles her
own business, from maintaining a 2000-fan
mailing list to booking and road managing.

“Traveling by van, you’ve got to be pre-
pared,” the Bostonian relates. “I have
AAA-Plus and a car phone. [ get an oil
change and check the tires before a big trip.
Rescarch where you’re going, how much it
will cost, how long it takes. If you're dri-
ving to Memphis, know the mileage so you
can figure out gas costs, know the roads,
get prices on hotels, know how much
you'll get paid. Get contracts, so you’re
guaranteed that money. 1 know what it
feels like to travel to Florida and find your
gig’s canceled.”

For tips on pit stops, club bookers, ask-
ing prices, or just about anything, turn to
fellow musicians. “Its like the Titanic,”
deadpans Rishell. “Everyone wants to pull
somebody else into a lifeboat.”

What's the cost of traveling? Road war-
rior Saslaff estimates his phone bill at $1000
a month—then there’s postage, photo-
copying, and CDs bought at cost from the
label. “We average 1500 to 2000 miles every
week. We always try to get our hotel pro-
vided by the club. But there’s food and the
occasional rooms for the night. Main-
taining your vehicle is essential. When we
played Nebraska the wind chill was seven-
ty below. If you break down, it’s life-
threatening. All together, our on-road cost
is $1000 to $1500 a month.

“To make a living at this, you have to be
absolutely determined,” advises Saslaff.
“It’s very exhausting just to make a decent
income. Despite what they say about musi-
cians’ reputations, it’s a very lonely life.
You have to really commit to it.” M
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IDE THE

ALLIGATOR RECORDS Five Post Office bins overflowing with

PRESIDENT manila envelopes sit on the floor in a corner
BRUCE IGLAUER of Bruce Iglaner’s Alligator Records office on
ON WHAT IT TAKES the north side of Chicago. The envclopes
TO LAND A BLUES contain demo tapes from aspiring blues
LABEL DEAL artists. Some of the postmarks are well over

six months old. Iglaner will eventually listen to every one of them in hopes of
finding the next great blues player. “How can | delegate listening to this
stuffe” be asks, glancing at the bins. “I’'m the A&R man as well as the presi-
dent of this label. It’s my ears that have to pick ont the songs.” ® He’s been
doing this since he started Alligator in 1971 to record a little-known Chicago
slide plaver named Theodore Roosevelt “Honund Dog” Taylor. Iglaner was 23
years old at the time. Hound Dog Taylor and the House Rockers was record-
ed i two nights with no overdubs. Iglauer then drove across the country, dis-
tributing copies 1o vadio stations from the trunk of bis Chevy. It sold ten thou-
sand copies in its first year, enabling Iglauer to quit his full-time job at

Delmark Records. ® At the time, Alligator was a one-man label, run out of

Iglaner’s tiny apartment and financed by his $2500 inberitance. Tewenty-six
years and nearly two hundred albums later, Alligator is the world’s largest
imdependent contemporary blues label, with gross revenues between $3.5 mil- |
lion and §5 million per year. Thirty of the label’s albums have been nominat-

ed for Grammys; two have won. Gator artists have garnered 65 of the Blues
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Foundation’s W. C. Handy Awards, with
Luther Allison, Floyd Dixon, and the latc
William Clarke picking up seven in 1997.
At the May ‘97 Handy ceremony in
Memphis, Koko Taylor, who has been
with the label for 22 years, received a
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Blues Hall of Fame Award. So did Iglauer.

With more then twenty artists signed,
Alligator releases about twelve albums a
year. Since it is Iglauer’s label, he’s been
known to carry artists he believes in for
several albums, even if they don’t immedi-
ately make money. “I fecl that at least part
of the future of blues recording is in my
hands,” he says. “So my signings of
younger artists become terribly important
because, as with every other form of
music, there are any number of good
artists who will never get signed by any-
one. I'm a lifer and [ want my artists to be
lifers too.”

What advice can you offer young blues
musicians?

First I'd say that having talent is never
cenough. If you're going to be a blues
artist, you have to recognize that the
chances are very good that you’re only
going to play the music for love and never
make a living. If anything clse happens,
that’s the luck. You have to be willing to
work long hours for short money under
crappy conditions. And the hardest part
is, you've got to be able to make your own
statement.

What do you mean by that?

Blues artists try to make statements that
are rooted in the tradition. The fine line to
walk is between getting so far from the
tradition that you’re no longer a blues
artist and staving so close to it that you

M U S 1 C1I1 AN

don’t have anything of your own to say. If
you play clubs in Chicago, people are
going to shout for “Sweet Home
Chicago,” “Got My Mojo Workin’,” and
five or ten other familiar tunes. Nobody
ever hollers, “Play an original song.” You
have to force your vision of your music on
the audience. That’s tough to do; very few
young blues artists manage to pull it off.
Why is the idea of “paying your dues”
on the club circuit so integral to blues
performance?

Because you can’t learn to be a great blues
artist on your own. People create rock
records in their bedrooms; they sit down
with drum machines and synthesizers and
make records that are sometimes huge
hits. But blues is a community art form.
It’s created by the interaction between an
artist and the audience. That communica-
tion is the essence of it. Everything elsc is
secondary.

What should blues players look for in a
record deal?

Obviously, is the label credible? Does it
have decent distribution? Does it have
decent promotion? Does it have a track
record with other artists? s the label com-
mitted to the music that you’re committed
to? Of course, that’s truc for any signing,
but because there are so few companies
that record blues, you’ve got to be pretty
careful. You need to talk with other artists
on the label and sce what they think and
how well served they fecl.

How do deals with indie blues labels dif-
fer from those artists might have with a
major?

First of all, most of the major labels don’t
spend years of commitment on an artist. If
a record doesn’t scll, artists are often
dropped very quickly. We tend to grow
with our artists and develop their audi-
ence. We don’t have the budget to send
people out on tour at our expense, so for
the most part our artists have to be finan-
cially sclf-sufficient on the road.

On the other hand, I don’t think many
of the artists who record for a major label
can reach the president of the company at
any hour of the day or night. All of my
artists have an 800 number that rings the
phone next to my bed. We do press and
radio support not just when the record 1s
new but throughout the artist’s career. But
we don’t expect that our artists will make
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most of thetr income from the record deal.
Blues records don’t sell that well. Most of
their income is going to come from live
performance. We don’t have the money to
make these huge gambles that the majors
make, but we do a different type of gam-
ble: We bet that over five, ten, or fifteen
years, our artists will build a big enough
following for it to make sense financially
to put their records out. The majors tend
not to understand that in the blues busi-
ness you make small piles of money over a
long period of time. Their mentality is to
make a big pile of money real fast, or you
lose your job.

You said you’ve been through two
albums with Michael Hill that have
made no money and it doesn’t bother
you.

Well, I wouldn’t say it doesn’t bother
me. It doesn’t deter me. Sure it bothers
me. | would love to make a mint.

But then does Alligator have to expect
less in terms of making money to get
something pure in the music?

[ guess the answer is [ feel we are mak-
ing records that don’t consciously pander
to this year’s popular flavor.

Have you cver considered selling or
merging the label with a bigger compa-
ny?

Yes. About cight to ten years ago | was
approached by A&M. There were some
very nice people, very music-centered peo-
ple, there. I had a long meeting with them,
and [ did consider the idea very seriously.
But I realized that their vision for my label
was not as big as my vision for my label, so
I didn’t make the deal. Within a year after
that, A&M was sold, and every single per-
son [ was dealing with at that time was
gone. That was my big lesson. I realized
that because the majors are corporations,
and because their executive pool turns,
you’re only as strong as the individual who
made the commitment to you within that
corporation. That’s why I don’t believe that
the majors are going to make a long-term,
artist-centered commitment to this music. |
realized pretty quickly when [ was talking

with A&M that they hoped [ was going to
find them another Stevie Ray Vaughan.
What’s wrong with that?
We're not knocking Stevie, but starting
with Eric Clapton and British blues and
peaking with the popularity of Stevie
Ray Vaughan is the perception among
younger musicians that the blues is a
form of guitar-driven, solo-crazy rock &
roll, that it isn’t about stories or emotion,
that it’s about showing off guitar chops.
But British blues and Stevie Ray helped
bring the blues to a wider audience.
Absolutely, and a lot of that music was
real good. The problem is that no matter
how good a picker you are, there’s
always somebody who can slice and dice
you. But if you can play or sing a note
that reaches inside people and moves
them, then you’ve got a talent. And it
won’t go away. o
Contributors: Tom Callaban is a free-
lance writer. His articles on the blues and
other subjects appear frequently in Parade
and The New York Times.

Supergrass, US3

212 7/96 Brit-Pop, Oasis, Pulp, George Harrison, Blur, Cast, Radiohead,
Boo Radleys & Robert Smith of The Cure

213 8/96 Kiss, The Blue Nile, Ani DiFranco, Perry Farrell, Boyz Il Men

214 9/96 Duane Aliman, Vernon Reid & Junior Brown, Red Hot Chili Peppers

215 10/96 Jerry Garcia, Sonny Rollins, Vinnie Moore, Screaming Trees

216 11/96 Guitar Trio: Steve Vai, Joe Satriani, Eric Johnson

217 12/96 Phish, Sting, Graham Maby, Burt Bacharach & Elis Costello

218 1/97 Tom Petty & Beck, Iris DeMent, Tony Garnier, Evan Dando

219 2/97 20th Anniversary Issue, Eddie Van Halen, Brian Blad, Frogpond

220 3/97 Metallica, Soundgarden, 311, Bush, Ray Davies

221 4/97 The Artist Formerly Known As Prince, Nuno Bettencourt

222 5/97 Greatest Songs of All Time, Ben Folds Five, Richard Thompson

223 6/97 Bad Times For The Music Business, Pavement, Freedy Johnston

224 7/97 10 Landmark Alb & Pr

225 8/97 Aerosmith, Paul McCartney, Papas Fritas, Chick Corea

226 9/97 Why Musicians Are Broke, Radiohead. Michael Penn

Y
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At Last. . . The Astounding Advantages of the
FISHMAN /Acoustic Blender
on Video and CD.

® Learn what Lisa Loeb, Toad the Wet Sprocket, Steve elusive natural ambiance of acoustic instruments

Miller, John Hiatt, Def Leppard, John Kay and many ® Treat yourself to the secrets of quick and easy setup
more top artists have known for years for unsurpassed, consistent performances

® |earn how the Fishman Blender System captures the ® Allow your audience to hear what YOU hear

A 2] 39 o~ .
5 s & ) u.r) ‘-': v .
fsag 9y 5075 {ur zidp;?;;ji‘:'x:x,uudjﬁfyf

Toll-Free

Aesutt
BLENDER

C O

~UsnaC 1

You've heard about it, you've read about it, now SEE and HEAR for yourself
why you can't afford to perform without a FISHMAN ACOUSTIC BLENDER,

® You'll learn how to blend a pickup and onboard mini-mic in our 25-minute instructional video.

® You’ll gain artistic insights from Harvey Reid, renowned multi-instrumental finger-
stylist, who is critically acclaimed for his great live sound.
® You’'ll hear Fishman artists of various musical genres-acoustic rock, pop, folk,
bluegrass, jazz, and blues-using the Acoustic Blender for live sound and
recording.

® You'll hear YOUR instrument-guitar, string bass, violin, mandolin, ‘cello, harp, banjo,
or dobro-with the presence of blended sound.

&& e just recorded my new album, Little Head, && The Fishman Acoustic Blender System has && The Fishman Blender is Amazing! | feel like |
with my Fishman equipped Acoustic Guitars and changed my performance life. 99 finally have control over my guitar sound, what
Acoustic Blender direct to tape. We never missed arvey Reid ever venue | play. 99
the external mics. 99 Fingerstylist/Multi-Instrumentalist Lisa Loeb

Singer/Songwriter

John Haitt ®
Singer/songwriter F’s"m
@ Method of Payment Name o
(ptease type or print)

Check enclosed for $9.95 (for shipping & handling)

Video & CD Sampler Order Form ' 4 Davtime Teleoh
SEND T0: Fishman Giveawoy, P.0. Box 652 | Please bill my credit cord , oo e GO
Wilmington, MA 01887 Visa Mastercard American Express i
Cord No. # Exp Dote s

24-Hour Order Hotline

ORDER TOLL-FREE 1-888-253-6373 ext. 269 Signofure ity
ORFAX 1-506-465-5132 Limited Supply - OFFER EXPIRES DECEMBER 31,1997 zi




1 Matchless

Lightning Reverb

So what to put in Fast Forward for a special blues issue?

How about a little amp that can sting ya? That's the word

on the latest models in Matchless’s Lightning line, now
featuring—hold your applause till the end of the sen

tence—real spring reverb. This welcome development, of

course, is just an addition to the usual specs: all-tube,

interactive bass and treble controls, master volume, and
customized Celestion drivers in a tuned cabinet. Though the

Lightning Reverb's rated at 15 watts, the folks at Matchless

claim it can still crank. Available in 1x12 ($1999), 2x10
($1999), and 2x12 ($2199) versions. p» Matchless, 9830
Alburtis Ave., Santa Fe Springs, CA 90670; voice (562) 801-

4840, fax (562) 8014828.

= 2 Danelectro Daddy O.

This pedal l0oks so cool that it would have to sound unbelievably
abysmal for us not to include it in Fast Forward. Thankfully, it's a fine

little unit, providing a vintage tube amp overdrive sound in that cute but
nonetheless heavy-duty Fifties-style box. Whereas most distortion pedals

have at most two tone controls, the Daddy O. has three. allowing you to dial
in some extra-tweaked settings, like that hollow midrange sound we know
you've been dreaming of. In short. a worthy member of the spiffy new Dano
pedal line, and at $79. an easy add to your
stompbox collection. p» Danelectro. P.O. Box
PIAGANN, 2769, Laguna Hills, CA 926542769; voice

' (714) 583-2419, fax (714) 369-8500.

3 Ampeg AEB-2
Continuing the vintage look of this month's gear assortment is Ampeg’s
AEB-2 Horizontal Bass reissue ($1900-$2100, depending on finish and hard-
ware options). Though the new model closely resembles the Sixties original, it's

been subtly improved in several areas. For example. the ultra-hip scroll headstock is solid
maple, not plastic like the earlier model: the nut is brass rather than aluminum: and the 35
inch scale length is an inch longer than the previous version. Yet the rock factor remains
the same. Other features include Western ash body, ebony fingerboard. Schaller
tuners, brass bridge, and chrome or gold hardware p» Ampeg, c¢/o0 St. Louis
Music, 1400 Ferguson Ave., St. Louis, MO 63133; voice (314) 7274512,

fax (314) 727-8929.
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4 lbanez Blazer BL1025

And the revivals keep on coming—sort of. Yes. the

Blazer name is a familiar one from Ibanez. but the

BL1025 ($999) is not the same as the Eighties

Blazers. The main difference is in the pickups-
JL/Daisensei humbuckers that do double-duty as
single coils—combined with a unique switching sys-
tem that lets you have all the standard pickup con
figurations of both single-coil and humbucker-

. MATCHILESS equipped guitars, plus configurations not available

saghtrirt & | with either. Add on a Wilkinson VSV tremolo bridge and

i Sperzel locking tuners with individually calibrated string
heights. and you'll be mixing and matching like never
before. P Ibanez, 1726 Winchester Rd., P.0. Box 886,
Bensalem, PA 19020; voice (215) 638-8670, fax (215)

2458583.

5 Audio-Technica ATMS89R

If you're singing the blues and you want the people to hear
you. go with Audio-Technica’'s ATM89R handheld condenser

microphone ($325). The ATM8OR is engineered to offer studio-
quality vocal reproduction in a live setting. Though it's supplied as
a hypercardioid, the mic’s interchangeable element design lets you

choose a number of other polar patterns, including cardioid, subcar-

dioid, and omnidirectional. High sensitivity and SPL capability mean
distortion-free output, while internal shock mounting cuts down noise.
And if you're touring, this rugged mic can take the extra miles. p» Audio-
Technica, 1221 Commerce Dr., Stow, OH 44224, voice (330) 686-2600, fax
(330) 6883752,

6 Korg N364 Workstation

Okay. so a workstation isn't very bluesy. But who says you can't lay down a 12-bar on
one? Of course, you can do a lot more than that with Korg's 61-key N364 ($1900: a
76-key version, the N264, is $2400). Eight MB of PCM waveform memory, 64-voice
polyphony, and a 16track., 32,000-event sequencer supporting the Standard

MIDI file format are quite helpful in the quest for sophistication. Also adding

to the fun are two independent. fully programmable stereo digital multi-

effects processors and a fouroctave arpeggiator. p Korg USA,

316 So. Service Rd., Melville, NY 11747; voice (516)

333-9100, fax (516) 333-9108.
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IMAGINE... AND THEN AOD...

¢ Routing and running 8 simultaneous full-blown stereo effects in @ TC Electronic’s proprietary DARC™ chip technology

any combination and order, without compromising sound quality e 24-bit resolution A/D and D/A converters. standard

* i .
LU s'ound LIRS LU R IO CAC LI ¢ 200 unique factory presets plus room for more than 100 user presets
from mild to wild...clean to nasty!
. . . o ¢ Logical and flexible access to the Easy-Edit user interface
¢ The power and integrity of your original tone staying intact when
running your entire signal through up to 8 effects simultaneously: ¢ LED "Billboard” allowing you to view preset number, tap tempo
+ Delay * Chorus/Flanger ¢ Reverb ¢ Intelligent pitch rate or tuner pitch from clear across the stage
« Compressor * Pan/Tremolo + Drive « Filter/EQ ¢ Phaser *
+« Wah-wah + Auto-wah + Resonance-filter « Multi-tap delay

* Noise-gate ¢ De-tuner + Chromatic pitch ¢ Auto-panner
+ and more ¢ Settings for a wide variety of popular MIDI controllers and

expression pedals

SUM IT ALL UP, RND YOU HAVE: POWER - POSSIBILITIES - PERFORMANCE

Ultimate engineering by TC Electronic assures that the new G-Force™ Guitar Multi-Effects Processor will

ParaLink realtime modifiers that quickly and easily put you in
control of all preset parameters

not run out of power before you run out of ideas! The G-Force is the result of TC Electronic’'s 20 years of
experience in designing legendary guitar and studio effects, all built into a single rackspace processor.

m t.c. electronic G- F{ACE

Wave MeChanlcs- ULTIMATE SOUND MACHINES A legend in the making

TC ELECTRONIC INC., 790-H HAMPSHIRE ROAD, WESTLAKE VILLAGE, CA 91361, USA - PHONE: (805) 373 1828 - FAX: (805) 379 2648
FOR INFORMATION CALL TOLL-FREE: 800 482 6032 GMAIL: INFOUS @TCELECTRONIC.COM - HTTP://WWW.TCELECTRONIC.COM/G-FORCE
TC ELECTRONIC A/S, SINDALSVEJ 34, DK-8240 RISSKOV, DENMARK - PHONE: + 45 8621 7599 - FAX:+ 45 8621 7598



editor’s

f you want to play the blues, you've
got to know something about
the HV-V chord progression.
And if you want to get into
serious hard disk recording or
editing, you've got to know
something about Digi-
design's Pro Tools. This
composite Mac-based
hardware /software sys-
tem rules the roost in
post-production facili-
ties, and it's also a sta-
ple in thousands of pro-
ject studios. It's power-
ful, lightning-fast, and vir-
tually bugfree, but the
cost of a full-fledged Pro
Tools Il system ($7995, not
including the computer, hard
disk, or interface box) has made
it something of a holy grail for the
average musician.

Until now, that is. Digidesign has
recently reconfigured its product line, intro-
ducing a family of Pro Tools systems for the rest
of us. These allow musicians on a budget to
work with the same software the big boys use,
albeit with more limited hardware capabilities.

Digidesign's most comprehensive entry-level
system, Pro Tools Project, allows up to eight
tracks to be recorded and played back. The
base cost for the “core” Pro Tools Project sys-
tem is $2495, to which you'll have to add a rack-
mounted input/output “breakout” box from Digi,
either their 882 /0 ($995) or 888 1/0 ($2995).
The main difference between these is that the
888 has higher-quality A/D and D/A
converters, uses balanced XLR
connectors for its analog ins
and outs, and provides eight
channels of digital 1/0 (in
the “pro” AES/EBU format).

In contrast, the 882 uses

balanced TRS connectors for

analog 1/0 and provides two

channels of digital 1/0 (in the

“consumer” S/PDIF format). For

most home studio purposes, the 882 will
suffice: It provides CD-quality audio, with fidelity
about the same as a tape-based digital recorder
like the Alesis ADAT. The total cost of a base-

<.
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Pro Audio Tools
For The
Rest Of Us

level Pro Tools Project system with the 882 box
comes to $3490, not including the Power Mac
itself (models start at about $2000) and a ded-
icated AV-rated hard drive. (These days, you can
buy a perfectly suitable gigabyte drive for about
$500. All Pro Tools systems require a minimum
of 32 MB RAM.) So for around six grand
you can have the same kind of
recording and editing system
used in pro studios all around

the world—not too shabby.
There are, to be sure, sig-
nificant features in Pro Tools
il that aren’t present in Pro
Tools Project; the most impor-
tant is a plug-in architecture called
“TDM"” for real-time audio processing.
But if you start with one of the entry-level Pro
Tools packages and decide to move up to a full-
blown Pro Tools Il system later, Digi has a hip
upgrade policy: They'll credit you with the full

The complete
Pro Tools
Project system

Digidesign 'S
latest
addition to
Pro Tools is
affordability.

by howard massey )
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Precions Ingpitations

. . . melodies, tones, harmonies, riffs, lyrics — when
they flow they're your most valuable asset. But they can
happen away from your instrument or studio. Now with
Musician's Pocket Memo your inspirations remain yours
to keep. When it happens. Anywhere and on-the-go
Stored safely and comfortably in your pocket.

Musician's Pocket Mema is the only pocket digital
recorder with clear enough sound for music™ Even live
music. As a bonus, you can save contacts, reminders,
ideas, and other key info just by talking. Because it is
digital, you can scan between recordings. Even within
them to find the sound you want. Or delete the one—or
all—you don't want and consolidate the rest. Digital also
means pocket size —just 3/8" thin — and maximum
reliability because of no moving parts. Although recording
is in mono, stereo input and output jacks let you connect
to other essentials—external mikes and speakers, head
phones, stereos, PCs,"* and studio equipment. It
includes a 4-color glossy gift box, smooth leather case
and replaceable batteries. See our Web site for
additional information.

90-DAY WARRANTY! 30-DAY SATISFACTION GUARANTEE!

ﬂicy‘ro YouI{ to Lccpl

LIMITED TIME PROMOTIONAL PRICE
Size: P 120614 24w

SPE25A-2J-EW
9.5 minutes maximum in music mode (short play)
25 minutes maximum in speech mode (long play)
2 MegaByte (MB) flash memory
SPESOA-2J-EW 191 minutes, 50 minutes, 4 MB ~ $199.95
Phus shigping handiing and sales taxfor CA residents.

§ 99.95

Order now, while supplies last at
www.ewbridge.com (faster) or call 1.888.248.3628

EW.Bridge <>

EW, Brdge LI

price of your lowerend system. That's kind of
like learning the blues on an Epiphone Les Paul
and then trading up to a Gibson goldtop when
you're ready to go on tour, with the full cost of
the Eppy refunded to you. (Try proposing that to
your local music dealer!) Perhaps the most
important thing about this upgrade path is that
you'll already know the software, so there will
be almost no learning curve.

And after all is said and done, it is the Pro
Tools software (version 4.0 is the latest and
greatest) that's the key to this product’s suc-
cess. In a nutshell, it provides every conceiv-
able means for recording and editing multiple
tracks of digital audio. For example, you can
quickly and easily record multiple passes,
thanks to handy loop recording/playback func-
tions that enable instant auditioning to create
composite “best-of” tracks on the fly. Zoom and
scrubbing options allow you to rapidly locate
precise points in the audio data, and up to 200
Memory location points can be stored and
instantly recalled. A QuickPunch feature lets
you punch in and out just as you would on a
tape recorder, and you can quickly create
numerous “playlists,” each of which provides a
different arrangement of audio “regions” within
the track. There's full SMPTE synchronization
capability, and even QuickTime support so that
you can view and score video on your desktop.

In addition to all this audio power, Pro Tools
software lets you create MIDI tracks into which
you can record data (played in from a keyboard
or other controller) or import prerecorded MIDI
files. These “virtual” tracks play along with the
audio in perfect sync and can be sliced, diced,
and rearranged just like audio tracks. There are
even a few basic MIDI editing capabilities,
including rough quantization and key transposi-
tion. For more sophisticated editing, the Pro
Tools hardware is also supported by most MiDI
sequencer/digital audio programs.

There's provision for extensive digital audio
editing too (almost all of which is non-destruc-
tive), using Pro Tools’ included AudioSuite plug-
ins. Unlike TDM plug-ins, these are filebased
and not real-time, meaning that you have to wait
while the computer processes and rewrites the
data instead of simply hearing the effect as the
signal is playing back. They're also not as com-
prehensive as the multitude of TDM plug-ins
supported by the full-blown Pro Tools Ill sys-
tem—but they are free, and they work even in
the three entryJevel versions of Pro Tools. As a
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bonus, all AudioSuite plug-ins support batch
processing, so that they can work on multiple
selected files or regions without having to be
reset each time. Options here include
Normalize and Gain change functions, plus the
ever-popular Reverse, so that the audio plays
sdrawkcab. Also included are Time Com-
pression/Expansion and Pitch Change mod-
ules; the former changes playback time without
changing pitch, while the latter changes pitch
with or without playback time being affected.
Both of these modules have a Preview button
that allows you to hear how the processing
affects a short segment of the audio as you
tweak various parameters.

As if that weren't enough, a Mix window
gives you a full onscreen digital mixer so you
can adjust track levels, pans, mutes, inserts
(one or two bands of EQ can be applied to each
track), and Aux send levels. (Pro Tools Project
provides two Aux sends, using outputs 7 and 8
of the breakout box to route data to external sig-
nal processors, with the signal returning to spe-
cial Aux Input tracks; from there, the signal can
be recorded to hard disk.) All of these controls
can be adjusted with the mouse, or you can use
a MIDI control surface. The Mix window also
provides full automation of both audio and MID}
tracks, with features that are more like those
you'd encounter in a high-end mixing console
than what you'd typically expect to find in a Mac
program. And the graphic display in the Edit win-
dow allows you to edit your automation moves
after the fact in ways that few mixers allow.
When you've got your mix the way you want it,
simply use the Bounce feature to write it to hard
disk in any of a number of standard formats;
the resulting file can then be transferred in the
digital domain to DAT, or you can use
Digidesign’s MasterList CD software (our March
‘96 Editor’s Pick) to burn it directly to a CD.

It's rare when a name accurately represents
a product’s capabilities, but Pro Tools really
does provide you with every professional tool
you need for digital audio recording and editing.
It's wonderful to have such a powerhouse avail-
able at such an affordable price, and doubly so
when you consider that the upgrade path to a
full-blown system includes full reimbursement
for your initial investment. So you can learn to
play the blues on a Sears Silvertone—but let's
be thankful for Epiphones too!

Special thanks to Jennifer Barrier, Mary
Stevens, and Mike Cuddy. M]
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GAN-TONE - A NEW SINGING SOUND!

BEGINNERS! PROFESSIONALS!
SING with BODY POWER!
DISCOVER UNKNOWN RANGE and AN EVEN SCALE!
DEVELOP A POWERFUL, BRILLIANT VOICE for ROCK or OPERA!
PREVENT HOARSENESS and THROAT IRRITATION!

KEEP the POPULAR or CLASSICAL VOICE for MANY YEARS!
SING with THE GAN-TONE VOCAL INSTRUMENT created with
THE GAN-TONE METHOD introduced by ROBERT GANSERT in his TWO BOOKS:

o SINGING ENERGY in the Gan-Tone Method of Voice Production
e THE SCIENCE OF VOCAL PERCUSSION in the Gan-Tone Method of Singing

These books available ONLY THROUGH MAIL ORDER!

SINGING ENERGY ISBN

IN THE 0-939 458-00-4

G&N-IONE. METHOD o YOCE PRODUCTION 30 Full-Page Illustrations by the author. THESNENEE ﬂf VQEM.PERWO"

A unique Glossary of 184 Terms.

— L)

Z N 324 Pages. sm-mu?mmooorsmamn ISBN
Black Hard Cover. b 0-939-458 012
Originally $38.50

8 Full-Page Ilustrations by the author.
220 Pages.
Red Hard Cover.

Originally $24.95
5"X 612"

812" X11172"

FREE!!

ROBERT GANSERT One-hour instructional
ILUSTRATIONS by the AUTHOR

. ROBERT GANSERT
audiocassette by the author musxwmnnunsmm

including GAN-TONE EXERCISES!

NOW BOTH BOOKS + FREE AUDIOCASSETTE $49.95!
Visit THE GAN-TONE WEBSITE at: http://www.Gan-Tone.com E-mail address: Tresnag@aol.com

| Robert Gansert, master of the augmented human voice who can astound

listeners with his vocal demonstrations of the Gan-Tone sound, declares
that the singer who seeks to achieve the ultimate in singing energy, whether
it be in the popular (Rock, Folk, Pop) or classical (Opera, Operetta, Lieder)
expression, will ultimately realize that the entire body is an extension of the
vocal cords and that the singing line is the result of the resounding of the
entire body whose bell-like ring is defined by the controlled frequency of
the Gan-Tone Beat!

In U.S.A,, U.S. Postal Money Order for fast delivery. Canadian Postal Money Order in U.S.
CURRENCY. Outside U.S.A., Bank Check or International Money Order in U.S. CURRENCY,

SPECIAL OFFER

Please send me____sets of SINGING ENERGY and THE SCIENCE OF VOCAL PERCUSSION
@ $49.95 ea., which includes postage, handling and sales tax. (Outside U.S.A., $51.95 U.S.
CURRENCY.) Includes FREE audiocassette with each set.

NAME

ADDRESS

CITY STATE

Robert Gansert in one of his
Carnegie Hall Studios in
New York City in August, 1996

Send to: GAN-TONE PRODUCTIONS, Carnegie Hall, Studio 1105
881 Seventh Avenue, New York City, New York 10019
(Allow 3 to 5 weeks for delivery.)

© 1997 Gan-Tone Productions GAN-TONE PUBLISHING CO.
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by michael gelfand

an you imagine a blues guitarist from

Muddy Waters' band owning a hard

disk-based home studio? Sounds

like an odd fit, right? Well, as Steady
Rollin’ Bob Margolin explains it, the tiny studio in
his Greensboro, North Carolina, home offers the
best of old and new worlds. “The combination of
old guitars and amps mixed together with this
new recording stuff combines my interests in tra-
ditional blues, audiophile stereo gear, and mod-
ern recording technology,” says Margolin. “But
remember, the soul that's in the music is more
important than the quality of the equipment
you're using.

“I spent most of the Seventies playing with
Muddy, and | asked him how they got those beau-
tiful room sounds on his older Chess recordings,”
recalls Margolin. “They used three-channel
recorders back then, so proximity was the effect
of choice. They put one mic near the vocalist,
another close to the bass and piano, and the gui

tar and drums were picked up from farther away -

in the room. This was all mixed down to mono in
the end.”

Although Margolin's demos rely on overdubs,
he’s made a conscious decision to use the same
classic ambient miking techniques, as opposed
to outboard effects. “Instead of putﬁng some
room sound on my vocals, I'll record my vocals
from three feet away. | do that with the guitars,
too, which gets a really rich, natural room sound.
Each instrument is recorded separately, and
since it's just me in there, there's no problem
with leakage. It's a case where modern overdub-
bing helps me get the old sounds in a better
way—and that’s not usually the way things work.”

MUSICIANS INSTITUTE

HOME STUDIO PRESENTED BY
THE MUSICIANS INSTITUTE, HOLLYWOOD, CA.
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—(homestudio’

Even while out on the road in support of
Up & In, his newest of three albums on
Alligator Records, Margolin longs to spend his
time working up new songs in his studio. *“I
get in there whenever | can,” he says, “but
like a lot of people who work hard, I'm a little
time-challenged.” Tour dates and recording
sessions aside, Margolin views the studio as
a vital portion of his musical growth. “I've
found that if I'm going to play, expand upon,

or progress beyond just playing Chicago blues
in bars—where some people had already
done that quite perfectly by 1952—I've got to
make my own songs personal, really develop
my songwriting.”

Margolin’s desktop studio is built around a
Roland VS-880 Digital Studio Workstation
® that sits on his worktable. (“Its ability to
allow for instantaneous punch-ins keeps the
creative process moving instead of getting

LI P16 RECOADS

“Quality Blues Purveyors with a Vengeance”

B DEBORAH COLEMAN
I Can’t Lose

“Coleman  bolances  the  reserve and  control
of blues with the extreme personal involve
ment of soul music. Her guitar breathes fire without sacrificing
musically, and her singing, at fimes suggestive of o young Joan

/| DEBORAH
COLEMAN

. b Armatrading, packs authentic blues feeling: sultriness, longing,
' tenderness, defionce.” Downbeat
3
BLIND PIG RECORDS

20TH ANNIVERSARY COLLECTION

Over 2 hours of the finest in blves and roots music on o 2 (D
set for a single (D price! Inudes several unreleased tracks and
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slowed down.”) A Furman MM-8A powered
mixing board ® provides a low-impedance mic
input and phantom power for a Shure SM81
condenser mic ® . A Fifties Gibson Skylark
amp ® is used primarily for recording, while a
much larger Victoria Amplifiers 45410-T 50-
watt combo ® is used for gigging.

Margolin swears by his
Reverberato tremolo/reverb unit ®. (“If | get

Victoria

on stage with it and play one note, I'm
inspired to play all night long.”) He doesn't
have a drum kit, but when beats are called
for, he'll either use brushes on a cardboard
box or opt for an old trick copped from The
King. “If the brushes make it sound too jazzy,
I'll do what Elvis did on ‘Don’t Be Cruel,’” he
says, “which is turn my Thirties Gibson L-100
acoustic guitar ® over and hit the back of it
really hard on the backbeat.”

As you'd expect, Margolin has an arsenal of
guitars at his disposal, including the Gibson
ES-150 Margolin played with Muddy Waters in
The Last Waltz and a '56 Fender Stratocaster
® (“my main guitar with Muddy”). An early-
Sixties Supro Pocket Bass ® with a piezo pick-
up built into its wooden bridge helps Margolin
get an upright sound.

A self-professed audiophile, Margolin
admits that his SG Jolida SJ-302A integrated
tube amplifier ® is “an indulgence,” but he
prefers the added dimensionality of the Jolida's
tubes during playback. A pair of NHT SuperOnes
® serve as monitors; cables and interconnects
by Tara and Monster Cable keep the signals
flowing. Sennheiser HD 580 headphones @ and
a portable Headroom Supreme headphone
amplifier @ provide late-night monitoring.

For mixes, Margolin uses a variety of com-
ponents: A Cardas digital cable connects a Sony
DTC-700 DAT player ® to the VS-880; a Sony
TCD-D7 portable DAT player ® sits by idly for
use when Margolin is out on the road. A Sony
TC-K620 cassette tape recorder ® and Sony
WM-D6C portable cassette recorder @ are used
for making dupes, lamp
® provides atmosphere and assists with “spiri-
tual centering.”

And what would Margolin's mentor think of

while a lava

this whole setup? “Muddy never even thought
about things like this,” says Margolin with a
laugh. “He'd think it could be cool to make
high-quality recordings in your house, but |
doubt he’'d have been too interested in the
tech side of things.” M
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ho do | think | am, setting out to make a CD of classic blues standards with a com-

puter and a bank of synthesizers? Well, who did Muddy Waters think he was when

he plugged in and cranked up? Besides. even though | have my own hard-disk-

based studio and a CD of electronic music on my résumé. ['ve put in my time in
New York blues bars. And as “great” as it is to pore through manuals and trouble-shoot esoteric
gear, my biggest thrill as a musician is still the night B.B. King sat with me, a fifteen-yearold begin-
ner. in his dressing room for half an hour before his performance. showing me how to string and
tune my new guitar, bend notes, and shake my hand for a mean vibrato. | left, starstruck, with an
autograph on my Telecaster and a lesson I've never forgotten: Always keep an open mind about
musical styles.

That, in a nutshell, is why | decided to take a music | love—the blues—and interpret it with elec
tronic instruments. The resulting CD, Home Cooking (set for release in August), was recorded and
mixed in my studio. The equipment included a Macintosh Quadra 650. a Digidesign sound card,
Yamaha and Mackie mixers. an Audio-Technica microphone, Emagic’'s Logic Audio software. and a
variety of sound modules, including a Roland D50 and JV-880, and a Korg MR-1.

The fundamental challenge was to juxtapose acoustic and electronic sounds to create a set of
idiomatic textures. A common criticism of digital recording is that it sounds sterile (read: unbluesy).
But | see the pristine digital sound as just one color at my disposal; | like to mix it with gritty, rough-
hewn washes of acoustic recording for contrast. One way | do this is to record some parts on my
analog tape deck, pushing them into the red a bit. | then take this saturated signal and dump it to
my hard disk, where | can easily edit it. This approach to mixing avoids a monochromatic approach:
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Even propeller
heads can get
low-down.

by robert raines

Red may be your favorite color. but
you need some contrasts to high-
light it on the canvas.

Since most of my sounds were
synthesized, | tried to keep my
acoustic tracks—mainly vocals and
guitar—as natural-sounding as pos-
sible. Heard against the synthesized

Karen Caldicott
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and processed sounds, these colors add
warmth and variety. Rather than process the
acoustic tracks excessively, | aimed for cleanti-
ness. | also avoided layered guitars and thick
background vocals, preserving the immediacy
of the acoustic sounds and setting them apart
from the synthesized tracks.

The Groove. One of the first things | did
after selecting my material was to find the right
grooves and tempos for each cut. My first deci-
sion was to not quantize. To achieve the appro-
priate organic, human feel, with the natural fluc-
tuations and variations of a live performance, |
let the tempo vary slightly in certain parts of
each song. All the little touches that make a
rhythm track come alive were added after the
main elements had been recorded; this way the
percussion could react to the music in a natur-
al way as | nudged the beat around.

It can be a painstaking process to alter a
stiff rhythm track, speeding it up slightly on cho-
ruses and crescendos, slowing it down on
moody or quiet passages. But these nuances
made a big difference. Blues tempo can ebb
and flow like liquid as the players react to each
other, so taking the time to build a fluid rhythm
track goes a long way toward capturing this
essential element of the music. On some cuts
| used drum grooves sampled from a CD. In
these cases | brought the sound file into the
Emagic “factory” and created several versions
of each groove, altering the tempo each time.
(Emagic’s Factory function lets you alter tempo
without affecting pitch, or pitch without affect-
ing tempo.) | was then able to draw on this
tempo library as needed while piecing together
my tracks. This saved me from the clock-like
beats heard in a lot of electronic music.

Sounds. For individual sounds, | searched
for alternatives to the standard blues instru-
ments—Hammond organ, harmonica, and so
on. One technique | used was to first play my
parts using “traditional” sounds, and then
experiment with swapping unexpected timbres
for conventional ones. | didn't just replace a
Fender bass sound with some other bass guitar
sound. Instead, | looked for unexpected colors
that would complement the song and execute
all of the parameters well, including pitch,
expressiveness, and response to fast pas-
sages. Most sequencing software makes it a
simple matter to jump between widely varied
sounds while playing back the track. | kept an
open mind and was rewarded with some sur-
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prising timbral combinations.

The main thing | tried to keep in mind when
selecting a “substitute” voice was the function
of the original sound. For instance, the sassy
horns on a B.B. King cut play a specific role,
punctuating high points and building swells, but
the sound | select for their role doesn’t have to
have a horn-like timbre, as long as it can fulfil
its function. It's got to be able to execute the
part in a believable way and not interfere with
the song by being too outside the rest of the
sounds in the arrangement. Using combina-
tions of modules to play a single part can expo-
nentially expand the sonic possibilities. Try
combining sounds that have very different qual-

Tech chops are
important, but

soul is what
it’s all about.

ities from each other. You may want to add pro-
cessing—reverb, compression, etc.—to help
them blend effectively. That's how | found an
unusual alternative to a standard horn patch:
By putting a flute sound and a percussion
sound together, | found the attack | was looking
for, along with a subtle vocal-like quality and a
potential for enhancing a bluesy feel.

Form. Hard-disk recording provides a great
way to experiment with blues form. Cutting and
pasting verses and choruses in your software
stimulates improvisation and onthe-fly arrang-
ing ideas. | usually start out recording a version
of the song over a basic beat. It's important
that this groove captures the feel you want; it's
the foundation of the house. Keeping it simple,
| improvised a vocal and rhythm instrument,
sometimes playing for twenty to thirty minutes
straight and recording it all. That's the fun part,
the right-side-of-the-brain stuff. Next comes the
left side, the intellectual part of the process. |
shifted gears and edited the material down to
what | felt was the best stuff I'd come up with.
This might involve cutting and pasting one sec-
tion, repeating it several times in the same
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song if it felt like a real anchor idea. | tried to
look for less obvious ways of approaching the
music: Should that solo bit be used as the
intro? Should | try a modulation here?

As a result of this exploratory approach, |
found lots of twists and turns in the old V-V
progression. Although my initial instinct was to
follow the tried-and-true twelve-bar path, | began
to reconsider while listening to some of the
songs John Lennon wrote for the Beatles.
Lennon often inserted 2/4 and 3/4 bars in a
standard 4/4 setting and also added unexpect-
ed chord changes, which helped breathe spon-
taneity into the structure of his songs. There's
a precedent for this: Time signatures and chord
changes often fluctuate wildly throughout older
recordings of rural blues. | tried to capture
some of that freshness by manipulating the
arrangement in my sequencer. Though there's a
danger of overusing this approach, it can per-
sonalize your music if done judiciously.

Problems. Whenever my creativity hit a
brick wall, | found it useful to step back and
check out the techniques of the masters. On
one cut | wanted my bass part to jump out and
bite me, but it just wasn't happening. Plugging
in another synth patch wasn't enough to do the
trick. These was some fundamental essence
missing, and | couldn’t put my finger on it. So |
dug out some of my favorite records and lis-
tened carefully to the bass playing of Willie
Dixon, Jack Bruce, and other blues masters.
Then, while their work was still ringing in my
ears, | cut a series of new bass tracks. | didn't
listen to my original, unsatisfactory track, or
allow myself to stop when | flubbed a part. |
played the results back, looking for inspired
moments, which | finally pieced together for a
much-improved bottom line. Hard-disk recording
is a perfect medium for this method of making
the blues come alive.

Man Versus Machine. It's extremely
important to have your technology chops
together. Know thy recording and synth gear.
But remember, soul is what it’s all about. Fact
is, any instrument can play the blues if the right
musician is playing it. The key is to experi
ment—how else would someone have come up
with the idea of using a broken-off bottleneck
on a guitar? M

Contributors: Robert Raines is an Internet
designer and composer. Home Cooking can be
ordered at robert@rrcreative.com or from IUMA
at www.iuma.com.
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ason Miles does a perfect

Miles Davis imitation. Not

that we're at his upstate

New York studio for enter-
tainment. No, our mission IS musi-
cial, for our host programmed key-
boards for Davis' album Tutu, and did
the same work for Luther Vandross
and Michael Jackson. Now he's on
his own as a composer and produc-
er. and wants to show us how he
uses E-mu’s flagship sampler, the E-
4 Emulator.

Miles touches a key or two, and
we hear a drum loop. We can also
see it on the Emulator's screen.
"Okay,” he says. "l like that as a
loop, but | want to do some shit with
it.” He presses more keys. Zooming
in on the final sound, he smooths its
graphic volume envelope, making it
fade out instead of cutting sharply
off. “If you don't have release time
on a loop, you don’t have that spring-
board to the next repeat.”

“Look,” he says, “we need to do
some magic acts. The Emulator has
these filters in it.” These, he points
out, are descendants of the fasci-
nating morphing filters that E-mu
introduced on the Morpheus and the
UltraProteus. “I'll put the loop
through the filters.” Miles says. “I'll
see which gives me what | want.”

And here he teaches us a useful
lesson. Though his programming
credentials are solid, he works by
trial and error, going through the fil-
ters one by one. “I'll listen and see
what | can do.” As he works, the
sound gets muffled, sharper. hollow,
wooden, edgy.

“Okay,” Miles says, satisfied at
last. “'ll use this filter.” He plays
with its parameters, coming up with
something rougher, tighter. and a lot
more bright. "And now I'll do some-
thing wacky,” he goes on, “a differ-
ent panning thing.” He adjusts the
pan, and then uses another E-mu
convenience, its ability to assign a
loop to any key on his Kurzweil. He

by greg sandow

puts the original on C. the copy on D.
and fingers the notes. going back
and forth so | can hear the plain loop
on the left and the sharper filtered
version on the right. Dynamite!
Anyone could do this, with all
kinds of hardware and software. But
I understand what makes the E-mu
special. Miles trusts those filters
musically. After years of work at the
top of his profession he seems to
have discovered that the Emulator
gives him what he wants with hardly
any fuss. True? He smiles in reply:
“You've got it happening. Anything |
want to do with a sample, | can do
with this. | trust this box.” M

=2,
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Trace Elliot’s
SMX Dual
Compressor

Compression

by steve wishnia

""Cheap

or bass players, compression is often an essential part of recording. it saves the meters

from obliteration by funksters popping and snapping, punk-rockers battering the E string,

and blues players punching out stops. By holding down the extremes of volume. it allows
you to record at a higher input level, thus bringing up the quietudes so that they don't disappear
into a maelstrom of tape hiss. And ideally, it does this without destroying dynamics.

What compressors (and limiters) actually do is reduce the volume of any input signal louder

than a certain level (the threshold). How much the compressor

H 4
holds the excess volume down is measured as a ratio (sometimes A baSSISt s

called slope), which can be anywhere from 1:1 {no compression) uide to
to infinity:1. A 2:1 ratio cuts the volume increase by half, so that

a signal 2 decibels over the threshold will onfy come out 1 dB loud- af f or dab’ e

er; 4:1 holds a 4 dB excess down to a 1 dB increase, and so on. punch
A ratio of 10:1 marks the border between the flexible roof of com-

World Radio History

pressors and the brick wall of lim-
iters. Other controls on compres-
sors include attsck (how long it
takes to kick in) and release (how
long it takes to let up as the note
dies down).

All nine of the compressors we
checked out retait for $250 or less,
low enough to be accessible to club
musicians and home studios. Of
the three pedals specifically mar-
keted as “bass compressors.”
Boss' LMB 3 Bass Limiter-Enhancer
($104.50) is the most discreet and
unobtrusive. The LMB-3 has con-
trols for ratio. level. threshold, and
enhancement (added high end for
extra presence). With the ratio set
at about 3:1 or 4:1, this turguoise
pedal offered sweet, creamy sus-
tain on long legato passages. | had
to push it to extreme settings—a
low threshold and full limiting—
before getting the “breathing”
effects compressors can be prone
to. Though it noticeably cuts the
immediacy of roundwound strings.
it's definitely adequate for four-
track cassette recording, especially
if you have a less trebly tone.

lbanez’'s BPS Bass Comp
($79.95) takes the opposite
approach, sacrificing cleanliness
for sustain. Extremely long sustain;
longer than at least five other com-
pressors we tested. However, it's
the most prone to pumping and
breathing. especially when set for
long sustain and slow attack. | had
to tweak it a bit to get smooth
arpeggios without choking the tone.

DOD's FX8&Z Bass Comipressor
($99.95) falls in between the other
two on the cleanliness/sustain
continuum. It has controls for level.
release, and up to 40 dB of com-
pression. it's a little bumpy with
high compression and a quick
release, but had the fattest. round:
est bottom of the three.

Betwixt stompbox and full-rack
units, we find several different
approaches. Alesis’ NanoCom-
pressor ($119) crams almost every

Elt Hershke
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conceivable professional feature into a one-
third rack-space box. You get the four basic
controls, plus stereo, a choice between
“peak” and “RMS" compression and more.

The NanoCompressor offers both “hard-
knee” and “soft-knee” compression, a choice
also found on the dbx 262 (see below). With
hard-knee compression, the effect comes in
immediately and fully once the signal reaches
the threshold level. Softknee compression
(called “OverEasy” by dbx, which developed it)
comes in less abruptly, beginning slightly
below the threshold and not reaching full
intensity till somewhere above it. [n my experi-
ence, hardknee preserves the attack and
presence better, but softknee is smoother.
The Nano-Compressor’'s sustain is long and
majestic. Its tone could be more enticing, but
it recorded reasonably well on my four-track.
With its multitudinous features, I'd
recommend it more as an econom-
ical all-purpose home-studio unit
than specifically for recording
bass.

ART's slightly bigger LeVeLAr
($159) is another story. It's got
minimal features, merely a choice
between 2.3:1 compression and
6:1 “soft limiting” and fast or
“auto” (in which optical circuitry
reacts to the note's envelope)
operation. Instead, it tries to emu-
late the sound of Sixties tube com-
pressors that many bass players
and producers wax nostalgic
about. This doesn't give you much
flexibility, but sounds really good.
On a P-Bass with half-round strings, the 12AX7
tube put out a juicy tone; when | did hammer-
ons and pops on the roundwound G string of a
Steinberger copy, it enhanced the presence
and preserved the sproinginess.

Trace Elliot's SMX Dual Compressor
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($195) is a double-size stompbox that runs off
either two nine-volt batteries or an 18-olt
adapter. [t splits the signal into two parts and
sends it to separate compressors, set for fast
attack on the high end and slow on the low.
The rationale for this is that the quick com-
pression needed to catch high-end attack will
distort bass notes, while the slower compres-
sion used on the low end would wipe out the
note’s attack. With five controls (input, output,
low compression, high compression and EQ
balance, plus a high-compression bypass
switch), it strikes an elegant balance between
simplicity and flexibility. With both compres-
sors up all the way and EQ on full bass, it actu-
ally made the P-style pickup on my Gibson EBO
sound human.

The dbx 262 Compressor/Limiter
($199.95) was once the cheapest full-rack

stereo compressor on the market; since its
introduction last year, it's been beaten by the
Behringer Autocom MDX 1200 ($189.99,
unavailable for review). The 262 is a simple,

functional unit with controls for threshold,
output level, and ratio on each of its two
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channels; it also has hardknee and
“OverEasy” compression, plus various
meters and hookup options. With the thresh-
old set very low (at -25 dB), the ratio about
3.5:1 and the output high, a hardcore punk
bassline—normally tough to record well—
made it onto my four-track quite cleanly.

Furman's €132 Limiter/Compressor
($199) has fewer features, running in mono
with just four basic controls. The control
called “threshold” on the prototype we had
appeared to be either labeled backwards or
an input-volume control, but it still sounded
good. With the attack at 2 milliseconds, mod-
erate compression and a relatively short
release, roundwound strings and a Jazz-style
bridge pickup came through in all their clangy
glory.

Yet another approach comes from
PreSonus’ Blue Max ($249). This stereo
half-rack unit appears primarily intended as
an idiot-proof all-purpose compressor for
home and smali professional studios: It has
15 presets for vocals, drums, instruments
and mixing. Its bass preset—a 2.6:1 ratio,
45.7 milliseconds of attack and 189 ms of
release—gives a clear, sustained sound
somewhat reminiscent of Seventies Pink
Floyd: round, deep and punchy on a P-style
pickup, offering a nice bite with somewhat
dimmed sproinginess on roundwounds. (If
you don’t want this setting, you can control
attack, ratio and release manually.)

Compression isn't a panacea. | have a
distinctly physical fingerpicking style, and the
best compressor in the world won't eliminate
those noises without a little inhibition on my
part. Some conflict is probably inevitable
between the intensity of playing hard and fast
and the technical demands of getting sound
on tape. But any of these boxes can help
lead the riffs of excess into the palace of
clean sound. M
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hen Stevie Ray Vaughan led his band to Carnegie Hall
thirteen years ago, he brought along a beat-up Strat and
a sense of mission. His plan was to feature songs of
the greats who first drew him to the blues but had never
made it to the august room themselves. Thus much of the material on
this album was written by folks like Guitar Slim. Albert King. and Albert
Collins. Yet all of it is interpreted here with an authority that's rare even
from the best players.

From first note to last, Stevie Ray is in command. Right after John
Hammond completes his introduction, the
guitarist pulverizes the knotty intro lick to
“Scuttle Buttin'* and keeps up a blazing pace
throughout the song. Here, in chord struc
tures and tone, Vaughan echoes Hendrix be-
fore finding his own rawer voice after a few
choruses. Stronger shades of Hendrix haunt the unaccompanied, intro-
spective “Lenny”; if not for the gelatinous whammy-bar work and a few i
tentionally disruptive jolts, this cut might have snuck onto Band of
Gypsys without anyone noticing the difference.

Aside from “Lenny.” Vaughan's guitar is cranked to the max. often
overwhelming his colleagues in Double Trouble. “Our volume was total
ly out of control,” drummer Chris Layton, now with Storyville. tells Musi
cian. “We completely overloaded the place. It's a good thing we had
close mics for recording. | don't know how it sounded out in the room, but
everyone said, "God, it was loud!”
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Stevie Ray Vaughan

Live From Carnegile Hall (Epic)

The depth of his tone throughout the album reflects Vaughan's belief
that subtiety and intensity could go hand-in-hand. According to engineer
and co-producer Richard Mullen, the keys to his sound were a Fender Vi
bratone amp, which simulated the rotating speaker sound of the Leslie
cabinets. and an amp built by Alexander Dumble in L.A. “it was like a big
old Twin.” Mullen recalls. "huge on the bottom end, with a lot of head-
room. It had that big Fender sound without crapping out quite so early.

That sound applied itself perfectly to mediumtempo boogie grooves
like "Honey Bee.” with its churning beat and steely, ringing riffs, and
the relentiess slow shuffle "Cold Shot.” His
vocals were serviceable. so Vaughan riveted
the spotlight onto his playing. Inevitably this
pushed the band into the background: Layton,
bassist Tommy Shannon, and assorted
guests kept the clock ticking while Stevie (and,
on one track, brother Jimmie Vaughan) flaunted their licks. None of it was
exactly innovative. “Stevie was the first to say that if he was in a rut, he'd
just start playing fast.” says Layton. “Sometimes there’'d be a same-
ness to it. But even when he was on automatic pilot. he played great
stuff.”

That's the key to at least this school of the blues: You don’t mind
hearing a familiar story again, if the storyteller has the right chops. So it
was that night in Carnegie Hall, when the audience heard Stevie being
Stevie one more time, and left wanting to hear it many times more than
they would. —Robert L. Doerschuk

fio Histo
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The
Chase

“My whole behavior with the Rolling Stones is govemed by my first
encounter with Keith,” recalls Don Was. “He sent me a fax before we did
Voodoo Lounge: ‘Be in Dublin in three weeks.' 1 wrote back, ‘What are the
songs?’ And by fax he says, ‘That’s for me to know and you to find out, Just
remember, when you get to Dublin. improvise, adapt, and overcome. P.
Fuckin® S.: Don’t paint yourseif into a corner.’”

Sound advice, recalls Was, who is between sessions with the Stones
for their latest disc. We're at Hollywood's Ocean Way, one of several L.A.
studios where the band has recorded regularly since the mid-Sixties. “Each
guy has his own unique writing style,” Was observes of the legendary
Jagger/Richards tandem. "So there are evolving demos. Mick can sit down
with a pad of paper and a guitar and deliver a song, but Keith needs to play
with other musicians. He hammers out a song by playing it over repeated
sittings, with at least Charlie sitting behind the drums. Then he improvises
stream-of-consciousness lyrics over a period of time and culls from the best
of those.”

Hanging in Studio One, we're watching Mick and Keith discuss a new
song. "Thief in the Night,” which features a roots-rock groove and a descrip-
tive Jagger vocat delivered via a Neumann SM 50—one of Ocean Way's
huge coliection of vintage tube mics—into a Neve 8078 board. “The rooms
here hearken to an era when you wanted a room that sounded good
because people were making real music in that room,” Was points out.

“The main thing is that the reflections are good; you get good bleed-through
in the mics. Your walls have a major impact on that.”

As with the making of many a Stones album, the process here is a mix
of the familiar and the new. Besides the band (Mick, Keith, Charlie Watts,

Ron Wood, Darryl Jones), there's a musician mafia of friends and collabo
rators on hand, including singer Bemard Fowler, drummer Jim Keltner, and
guitarists Waddy Wachte! and Blondie Chaplin; Me'Shell Ndegéocello,
Wayne Shorter, Lili Haydn, and producers Babyface and the Dust Brothers
are among the new ringers. Less welkknown, but pivotal to the process, is
Pierre De Beauport—cryptically credited on Voodoo Lounge for “pre-pro-
duction co-ordination & technical support.”

“The first time Keith starts piaying chords, Pierre is recording with a
DAT,” Was explains. “The moment that the notes drop from Keith's fingers,
there’s a certain feel that, over a period of time, might get passed over in
favor of some new direction. But many times we'll find, as Allen Ginsberg
said, ‘First thought, best thought.” Keith will say, ‘Do you have the time |
played this in Barbados?’ and Pierre will find it immediately. We often find
ideas that occurred only in the first moments that are pivotal to the song.”

In fact, the Stones are a rock band that records a fot like a jazz band
to the extent that they rely on unscripted musical encounters—which
heightens the responsibility of engineers Ed Cherney and Dan Bosworth.
“It helps to have people who are alert and flexibie,” Was points out. “The
minute anyone goes near an instrument, you'd better be running two-inch
tape. There's a number of songs on the atbum that were recorded on the
spur of the moment, where someone was smoking a cigarette, picked up
a guitar, and the next thing you know, it's 'Flip the switch!” Someone may
pick up an instrument they weren't even playing before, and that's your
magical take. You can't ever stop paying attention.”

Was himself takes a more physical role than most producers, playing
keyboard or standup bass with the band instead of staying behind the

board. “l just like to hear what they're

6 \g- hearing,” he says. "it's a different
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. reality than in the control room. If
you're playing with a live drummer,
you're getting hit with sound waves
that you don’t feel if you're overdub-
bing or sitting in the control room.”

And with Charlie Watts behind the
drums, those sound waves matter, in
the summer of *97 the oldest Stone
seems as enthusiastic as Michael
Jordan, and his energy has a palpable
effect on the band’s current music.
Was agrees: “Either I've leamed how
to listen to music better or something
dramatic has happened to this guy!

“My feeling is that personality
extends far beyond the boundaries of
the skin,” he goes on. “You don’t have
to spend much time in the studio to
realize that Keith’s personality is
huge. And if you see Mick Jagger
onstage, you understand how far this
guy projects. What I've discovered on
this album is that Charlie Watts has a
personality that looms as large as
those guys—he's just more soft-spo-

> ken about it."—Harvey Kubemik
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Various Artists
Knights of the Blues Table (Viceroy/Lightyear)

e asked Manfred Mann alumnus and
BBC radio host Paul Jones if there is
such a thing as British blues—a style

whose characteristics differed from those of the
homebrew American variety. His answer was short
and a little testy: “No!”

To be honest, we weren't too surprised; Jones,
like many of his colleagues on this collection of
new performances by some of the pillars of early-
Sixties blues movement in the U.K., prides himself
on his knowledge of the biues. But this scholarly
approach is in fact one hallmark of the English
school. Imitative and reverential in nature, tem-
pered by influences never encountered in south-
side Chicago, Brit blues does have its own sound
and feel.

With Knights we are left with a two-dimen-
sional image, somehow broad and narrow at the
same time. There's funky B-3 trio blues, provided
by Georgie Fame and two of his sons. There's
post-punk, attitudinal blues, with Nine Below
Zero's Dennis Greaves snarling into an overdriven
harmonica mic. There's Miller Anderson, whose
impassioned yet folkish reading of “Don’t Let Me
Be Misunderstood” stretches the definition of
what qualifies as a blues. But there's a dozen
more cuts that stick to the blues formula, with
textbook guitar licks and meticulously flatted
thirds.

Then there are the vocals. Maggie Bell delivers
a hairraising performance on “Blind Man,"” backed
by Big Jim Sullivan; producer Pete Brown put the
two together at Bell's request to work with “the
best acoustic guitar player you can find,” and Sul-
livan's work clearly meets her standards. On their
respective tracks, Peter Green and Duffy Power
sing with fewer histrionics yet deep feeling. And
Fame again proves himself adept at jazz phras-
ing. But most of the other cuts display the British
tendency toward tackling the blues with inappro-
priate vibrato and even melodrama: Jack Bruce, an
excellent musician by any measure, defined the
Brit blues vocal style with Cream, and he's still
warbling it here.

The heavy representation of acoustic blues
perhaps challenged Brown to look for and bring
out nuances in each artist’s sound. For example,
to complement Green's swampy feel, he posi-
tioned a variety of ambient condenser mics around
the guitar, which he close-miked with AKG C-414s;
the vocal mic was a Neumann 87. But Tony
McPhee, playing an Ovation guitar with a plastic
back and thin strings, was given a Neumann FET
47 for close miking, with another one over the top
of his shoulder and several Neumann KM 86s
some fifteen feet away. (McPhee vigorously tapped
his foot throughout the song. Rather than tell him
to stop, engineer Tristan Powell hammered tacks
into the singer/guitarist's shoes in hopes of
adding punch to the beat. Alas, McPhee's stomp-
ing isn't audible on the album.)

Aside from a harmonica part on Chris Jagger's
“Racketeer Blues,” which brother Mick phoned in

from Westside Studios, everything
was recorded in The Church, a
London studio owned by Dave
Stewart. (Why? “Because it's
around the corner from where |
live,” Brown says.) The setup was
simple: an Amek 24-track board, a
Tube Tech compressor, two old
Tube Tech preamps, and two Urei
1176 compressors were used on
the album. Built into a former
church, the main room is huge,
with a high ceiling. The spacious-
ness of the sound here is most
evident on the drum hit that fol-
lows Jack Bruce's vocal intro on ‘
“Send For Me.”

With the exceptions of Jag-
ger's harp and Miller Anderson’s
electric guitar overdub, each song
was cut live, with first takes gen-
erally winding up on the album. A
pub band feel results, complete
with rough edges and an exuber-
ant sloppiness that many will find
appealing. But a kind of same-
ness and, with certain exceptions,
detachment is also evident.
Though most of these folks have
been at it for more than thirty
years, they still seem to be playing
with the blues. That in-the-gut
quality one hears from Muddy Wa-
ters, Lightnin’ Hopkins—and, yes,
from the Vaughan brothers—does-
n't quite translate. For all the mi-
grations we've seen, maybe the
blues remains fundamentally an American artifact
even now.—Robert L. Doerschuk

Eric Matthews

The Lateness of the Hour (Sub Pop)

or someone who fits so comfortably into
Fthe newly created “orch(estral) pop” ghet-

to, Eric Matthews sure can rock—in his own
way. Check out “Everything So Real,” the sixth
track on this, his second solo album. Dig the dri-
ving, McCartney-esque bass part by guest artiste
Spookey Ruben, the sudden calm-before-the-on-
slaught breaks in the central riff, and the luscious
layers of overdriven open-tuned electric guitar.
Note how the high, whispery vocals and the com-
plex motion of the melody are offset by the ballsy
band performance. Finally, arrive at the realiza-
tion that your head can‘t stop bobbing to the mu-
sic. Alright, it's not exactly AC/DC, but it stilt can
get a body in motion.

Of course, “Everything So Real” is an excep-
tion to the rule. For most of Lateness, this con-
servatory-trained Oregonian is up to his usual
tricks, making deliciously delicate, impossibly won-
derful chamber-pop songs that don’t quite kick
ass but will likely activate your swoon gland. Take,
for example, a moment toward the end of “Be-
comes Dark Blue,” where Matthews’ vocal, train-
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ing off on the tonic, blends with a string quartet,
which fades in emphasizing the major seventh.
The subtle tension produced by combining two
notes a half-step apart is finally dispelled by An-
drew Shaw's high-flying soprano sax solo, which
closes the tune. It's a small compositional mira-
cle.

Not only did Matthews write and sing every-
thing here, he also played guitar, trumpet, piano,
harpsichord, and fluegelhorn, devised and charted
the arrangements, conducted the players, and pro-
duced the whole thing. Among his assistants were
multi-instrumental whiz Jason Falkner, younger
brother Wes Matthews (who distinguishes himself
with fiery lead guitar on “The Pleasant Kind"), and
engineer/co-producer Tony Lash. The array of odd
drum sounds that grace Lateness are mainly
Lash's contribution; Matthews claims they were
inspired by the work of Mitchell Froom and Tchad
Blake. You can hear that influence in the scrap-
yard percussion ambience of “Pair of Cherry,” for
which Lash detuned the snare drum so much that
its ultra-loose snare flaps pitifully at every hit. He
also added subtle harshness to that track’s drum
sound by placing a small crash cymbal on top of
the bass drum. “For some reason, it didn't fall
off,” Matthews says.

An interesting note about the smooth, fluegel-

87
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horn-graced leadoff single, “My Morning Parade™:
It was the fast song added to the album, and be-
cause it was recorded so late in the game, an in-
strumental melody line that Matthews had in-
tended to be played by a cello had to be given to
brother Wes to play on guitar. Why? No money
left; the recording budget had been stretched be-
yond its max. But considering that it paid for 35
days of studio time and 26 musicians, Matthews
isn't complaining.

The result of all this effort is perhaps the
most elegant, well-crafted and melodious pop
record you'll hear this year. The Beatles, Beach
Boys, Love, and Nick Drake references are fairly
obvious. But the most striking affinity, especially
on highly orchestrated numbers like “To Clear the
Air" and “Gilded Cages,” is to another album of
moody compositions sung in a husky voice and
enhanced by complex string and brass arrange-
ments: David Sylvian’s 1987 masterpiece Secrets
of the Beehive. Which, not surprisingly, Matthews
calls “one of my top five favorite albums of all
time.” Well done.—Mac Randall

Presents The Carnlval featuring Refugee
Allstars (Ruffhouse/Columbia)
he Fugees bust-through record The Score
was smart enough—and the group's re-
working of Roberta Flack’s hit “Killing Me
Softly” was infectious enough—that member
Wyclef Jean, on this first solo album outing, would
be well within his rights to simply ride out the
Fugees vibe {say, with his own deep-groove pass
at another soulful Seventies chestnut). But Wyclef
clearly isn’t just looking to busy himself with a
side project. On Carnival he's put together a wor-
thy main attraction—a dizzying, invigorating mid-
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way of thick rhythms, canny
arrangements, comic set-
pieces, and a winning blend of
song styles from all over the
Western Hemisphere.

The singer has talked of us-
ing the record to celebrate the
varied music he absorbed dur-
ing his Haitian childhood, and
nearly every track mixes some
sounds of tradition with thor-
oughly modern hip-hop sonics.
The inspired results include four
tunes based on Haitian radio
hits, which top off rich, easygo-
ing dance beats with some fine
French/Creole rapping. Latin
songstress Celia Cruz helps
pump the mariachi favorite
“Guantanamera” into a power-
ful piece of cross-cultural hip-
hop, and the Neville Brothers
turn “Mona Lisa” into the sweet-
est of slow jams. When Wyclef
does sample a bit of the Seven-
ties, he turns somewhat im-
probably to the Bee Gees, and
coaxes “Stayin’ Alive” into the triumphant shout-
out “We Trying to Stay Alive.”

Wyclef has atlowed himself a remarkably
broad frame of musical reference here, and
makes excellent—sometimes startling—use of
it. “Gone ‘Til November” achieves added drama
via the Wyclef-conducted New York Philharmonic,
and “Apocalypse” soars on the kind of baroque
soprano scatting one usually hears only on Em-
manuelle soundtracks. There's a bit of humorous
high-concept to the presentation: Between tracks,
Wyclef is being charged by the U.S. government
with being a player and a “bad influence,” and he
pokes fun at a few rap conventions. But the real
through-line here has Carnival unfolding as a kind
of groove travelog. When so much of hip-hop stilt
remains stubbornly focused on make-believe tales
of the *hood, Wyclef demonstrates that the music
is better off when it gets out and sees the
world.—Chuck Crisafulli

Modus Operandi (Astralwerks)
Big Soup (Mo Wax/ffrr)

f you regularly veg out to MTV's AMP, you may

think the pulse-pounding sounds of electronica

are the exclusive domain of the Chemical
Brothers, Orbital, and Future Sound Of London.
While these artists get the video action, they are
simply the most popular players surging from a
vibrant underground scene. But while Photek (Ru-
pert Parkes) and Luke Vibert (a.k.a. Plug, Wag-
onchrist) make drum-and-bass music as distinc-
tive as any of electro’s heavy-hitters, these
adventurous records will probably cement their
reputations as shadowy figures making tracks in
their bedrooms rather than visible DJ stars.
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Inspired by martial arts and ominous surveillance
techniques, Modus Operandi is an exhilarating
ride through strange territory. Like the nerve-
wracking menace of the original Alien, Photek’s
eerie expanses imply claustrophobia and tech-
nology gone mad. Constructing loops from drum
machines and samples (e.g. Elvin Jones, Mark
Mondesir), Photek’s rhythms jerk spasmodically,
while fragmented echoes and gripping noises
zoom overhead like an invading army. Photek’s
vision is clear and cold, and would make George
Orwell proud.

Where Photek plays sinister futurist, Vibert is
all laughs. As Plug, he wrapped his trippy d’'n'b
beats in orchestral strings and Sixties scifi sam-
ples, as if NASA had lost control of a moon mis-
sion to stoned slackers in band class. At the be-
ginning of Big Soup, a silly robotic voice
announces, “Good evenings citizens of earth,”
preparing us for a record of dopey beats and
squirming, sonic mayhem. Vibert seems fasci-
nated by the sound of one hand twiddling a knob,
as if goofy noises and freaky atmospheres alone
make listenable music. While Vibert does conjure
some gorgeous moods, like De La Soul jamming
with Nelson Riddle, too many tunes float away in
a smoky cloud.

Electronica’s vast subgenres are rife with the
discovery of newfound land. These two records
hint at the deluge to come.—Ken Micallef

Ric Ocasek



The Blues Brothers
Live From Chicago’s House of
Blues (House of Blues)

If you're being entertained by a sim-
ulacrum, are you having fun or a sim-
ulated, idealized imitation of fun that
isn't really fun? Whichever, | retain
a certain affection (virtual affec-
tion?) for the Blues Brothers on the
grounds that their exuberance does
capture something essential about
the soul revues of the Sixties from
which they draw their inspiration. And
if you're listening to musicians who
actually played in the great soul re-
vues of the Sixties, are you listening
to an authentic simulacrum? What-
ever, the Blues Brothers have pur-
chased a credibility in their backup
band that Sha Na Na lacked. And
the authentic musicians—Steve
Cropper, Duck Dunn, Lonnie Brooks,
Charlie Musselwhite, Syl Johnson,
Sam Moore, among others—re-
spond with authentic enthusiasm.
Chops and enthusiasm: What else
matters? All rock & roll artists under
the age of 35 could learn something
important from Dan Aykroyd's em-
ceeing. Wish they had let “Green
Onions™ go on for ten minutes. Hope

the movie isn’t stupid.

Joe Louis Walker
Great Guitars (Verve/Gitanes)
Like the Blues Brothers, he's enthu-
siastic. Unlike the Blues Brothers,
he can sing as well as shout. He can
also play electric blues solos within
the form and without the clichés,
which is really eargrabbing. The con
cept of the album—uniting Walker
with other ace guitarists like Scotty
Moore, |ke Turner, Clarence “Gate-
mouth” Brown, Bonnie Raitt, Otis
Rush, Buddy Guy—is itself sort of a
cliché, but in this case it works as
they all derive genuine inspiration
from each other. | found myself
thinking several times per song:
“Wow, where did that note come

from?”

Tony Furtado
Roll My Blues Away (Rounder)
A cross between acoustic blues and
new age, which you shouldn't dis-
miss unless you've heard it. The

.
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by charles m. young

new age gives the blues some fresh
moves and forces the mysticism up
front. The blues gives the new age
direction and energy. No vocals to
distract your imagination. Blues ban-
jo is especially evocative. “The Ghost
of Blind Willie Johnson” actually
sounds like the ghost of Blind Willie
Johnson. | pronounce this something
new under the sun.

Early American
Women Blues
Singers
1 Can’t Be Satisfied: Vol. 1—
Country Vol, 2—Town
(Yazoo/Shanachlie)

Maybe all contemporary blues is a
simulacrum. Can new men sing the
blues? Listening to these ancient
women, | have exactly seven
thoughts: (1) digital technology is
amazing at eliminating surface
noise; (2) these songs have a vitali-
ty in the lyrics, an urge to say some-
thing, that has disappeared almost
completely in modern blues, where
the emphasis has shifted so much
to instrumental prowess; (3) Delta
blues women enunciated more clear-
ly than their male counterparts—

why?; (4) men are dirt; (5) the over-
whelming experience of falling in love
with an idealized other who will solve
all problems, which is the staple of
contemporary pop, doesn't interest
these women; (6) what they do sing
about is love and betrayal, and they
are thus closer to L7 than Vanessa
Williams in attitude; (7) | can be sat-
isfied with titles like “Papa’s Got
Your Bath Water On.”

Lurrie Bell
700 Biues (Delmark)
In the clean and distinct electric tra-
dition of B. B. King. Especially con-
vincing when exploring the realms of
despair and paranoia. Which is not
to say he doesn’t convince when he
just wants to swing on something
like Jimmy Reed’'s “Found Love.”
Long solos justify themselves with
imagination that's all in the neck,
there being no distortion or special
effects to hide behind. Is third-gen-
eration Chicago bluesman (son of
Carey Bell, grandson of Lovie Lee),
s0 he’s born to it, but you can hear
the dues he's paid playing in the
Sons of Blues and supporting Koko
Taylor. So it’s not nature vs. nurture,

|

it's nature and nurture.

Paul Geremia
Live From Uncle Sam's Backyard
(Red House)

In the absence of Blind Willie McTell,
the world needs more humans who
can properly pluck a twelve-string
acoustic. Geremia isn't the only hu-
man who can do so, but he is one of
the elite few. Appropriately live from
Minneapolis, which has provided a
sympathetic home for acoustic biues
(Koerner, Ray & Glover) since the
early Sixties, Geremia is convincing
when covering McTell, Robert John-
son, Skip James, and his own intel-
ligent self. | like his irreverent leftie
politics in the title song, and | like
his analysis of the damn noise that
now afflicts business establish-
ments specializing in the sale of al-
cohol in “My Kinda Place.” Bars are
for music, and bars are for talking,
and they aren’t for video games and
excruciatingly dull sporting events
during the regular season. If you
can’'t have community in a bar,
where are you going to find it? Bars
televising sporting events are a sim-
ulacrum of community.

-
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Ric Ocasek
Troublizing (Columbia)

iming is everything, and few records re-

leased so far this summer sound more

cheap-thrill refreshing than Troublizing, the
kitschy, unexpected comeback from ex-Cars
leader Ric Ocasek. For that, credit the current
plethora of cheesy, new wave-inspired artists
coming of age, the retro-minded co-production
and scrappy guitar work of longtime Cars enthu-
siast Billy Corgan, and the playful, tongue-in-
cheek outlook of Ocasek himself, who's not
afraid to camp up his skinny-tied past.

Ocasek works the synth-pop schtick with such
lowbrow glee here, it borders on Vegas, even din-
ner theater. Cars fans will flip for all the corny
synthesizer lines blipping over this project like
errant UFOs; it’s all dumb, corny fun, and un-
apologetically so. Helicopter-aloof, Ocasek whup-
whups in that peculiar sucker-punched-librarian
voice of his (so geeky it could give that buck-
toothed Simpsons scientist a run for his nerdling
money), and only tumbles to the ground a couple
of times, notably on the heavy-handed, look-at-
me-I'm-metaphysical title track. Conversely, the
opening “The Next Right Moment™ grabs you with
an uppity riff that's pure Elliot Easton and a
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whee-hawed keyboard pattern that rivals Greg
Hawkes’, circa the underrated Panorama. A few
minor adjustments in recording quality, and the
track could peacefully coexist on Candy-O or
Shake It Up.

Negative thinkers might dismiss Ocasek’s for-
tuitous resurrection as carpetbagging, but hey,
this is his patented sound—why shouldn’t he re-
turn to reciaim it? “It's the right time for a
change,” he intones in the chorus to “Crashland
Consequence.” Luckily. that isn’t always the
case. Ocasek is doing just fine as he is, thanks.
Now a new generation can discover his twisted
genius.—Tom Lanham

Various Artists

The Songs of Jimmie Rodgers—A Tribute

(Egyptian/Columbia)

The Inner Flame (Atlantic)

mid the endless parade of bad tribute al-

A bums, here are two good ones, celebrat-

A ing musicians’ favorites who deserve

more notice from the general public. Despite a

few clinkers, both contain enough cool sounds

to please folks with a yen for old-fashioned pas-
sion rather than groovy trends.

The Singing Brakeman, a.k.a. the Blue Yo-
deler, a.k.a. the Father of Country Music, Jimmie
Rodgers might seem in scant need of attention,
but his recordings have been neglected over the
years by RCA (though Rounder issued the entire
canon a while back). Anyway, his heirs are out in
force for the first release on Bob Dylan’s new la-
bel. While a few artists, including Willie Nelson
and Mary Chapin Carpenter, are too smooth to
have much impact, others echo the bristling emo-
tions of Rodgers® own work. Steve Earle’s “In the
Jailhouse Now" is a rollicking garage delight, and
Iris Dement’s poignant version of “Hobo Bill's
Last Ride” achieves a profound sadness. Hooray
also for Dave Ball's gorgeous “Miss the Missis
sippi and You,” John Mellencamp’s nasty “Gam-
bling Bar Room Blues,” Bono’s haunting “Dream-
ing with Tears in My Eyes,” and Aaron Neville's
weepy “Why Should | Be Lonely.” (Not surpris-
ingly, he's the best at mimicking that blue yodel.)
Elsewhere, the limitations of a superstar as-
semblage emerge: Dylan’s wheezy yet genial "My
Blue Eyed Jane” and Van Morrison’s funky “Mule
Skinner Blues” are so stamped with the per
former's identity that little of Rodgers survives.

The Inner Flame spotlights Czechoslovakian-
born Rainer Ptacek—in other words, who? A co-
hort of Robert Plant, who spearheaded the pro-
ject along with Giant Sand’s Howe Gelb, Ptacek
would merit acclaim solely for the stinging dobro
licks he contributes to a handful of the album’s
fourteen tracks. He's also a canny writer of
brooding, late-night tunes that ponder human fal-
libility with wry bemusement. Some of the players
on this diverse roster, which ranges from Emmy-
lou Harris to Jonathan Richman to Evan Dando,
emit terminally mournful vibes, casting Ptacek
as a one-note composer. Others, fortunately, take
a livelier tack: “Where's That At" finds Vic and
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Tina Chesnutt on a delightfully loose ramble, and
PJ Harvey flirts with chaos on the awesome
“Losin’ Ground.” Besides featuring one of Plant’s
spookiest vocals ever, “Rude World” proves Jim-
my Page can still create exciting noise when mo-
tivated, while Buffalo Tom’'s Bill Janovitz closes
the show in a cacophonous blaze of glory with
the ragged “Powder Keg,” The Inner Flame offers
tantalizing glimpses of Rainer Ptacek. Now it's
time we get to hear the man himself.

—Jon Young

Pal Shazar

Woman Under the Influence (Shiffaroe)

al Shazar's thin, nasal voice is not a
P great instrument, but she possesses one

virtue that makes her an exceptional vo-
calist, and that is her utter lack of pretense. It
has become so common for popular singers to in-
flate and oversell their emotions that some might
find it a bit unsettling to listen to a woman ad-
dressing her neuroses without seeming like she’s
having a nervous breakdown. But that's just what
Shazar does on this delightful aibum.

It helps that Shazar is equally smart and hon-
est as a writer: The well-crafted songs on Under
the Influence are rife with simple profundity and
gentle pathos. Lean, grainy textures and mini-
malist production values are tailored to Shazar’'s
vocals, so that her wry wit and wisdom is neither
bludgeoned nor buried. On the moody romance
ballad “Requiem,” she sounds at once playful,
paranoid, and passive/aggressive—in other
words, like a partner in a real-life relationship.
The shimmering “Don’t Leave Me” is a more
earnest, uncomplicated plea for tenderness.

Like a lot of clever lyricists, Shazar occasion-
ally veers toward the sentimental. “Flowers need
soil/Without the sun, they’'ll surely spoil,” she
sings on the catchy, minorchord-driven “Look at
the Sky.” It's a cliché, and a rather goofy one at
that, but Shazar’'s unabashed. matter-of-fact de-
livery distills it to a kernel of undeniable truth.
For all her verbal adroitness, Shazar rarely re-
duces life's foibles into fodder for kitsch.
—Elysa Gardner

Blake Morgan
Anger’'s Candy (N2K Encoded Music)

e used to be a classical piano prodigy,
H but you wouldn’t know it from Blake Mor-

gan’s distinctly electric guitar-oriented
(and loud) debut. Lenny Kravitz's guest appear-
ance on one track gives you a hint of what to ex-
pect, but to be honest, Blake and Lenny aren’t all
that similar. They do share a love of and talent for
classic pop-rock songwriting forms, but Morgan
chooses not to adopt the selfconsciously retro
sonic approach that Kravitz has. Instead, he
leans toward a more modern, crunchy, arena-
friendly sound—a bit strident at times, but more
often endearing. At its best, this music suggests
a neo-Matthew Sweet, with a stronger voice and
a harder edge. Worth investigating.
—Mac Randall
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THE INTERNATIONAL BUSINESS OF JAZZ

November 5-8
ITT Sheraton Hotel
Meadowlands, New Jerse

Guegt of Honor
Matian McPartland

Don’t Miss The
Premier Gathering of
the Jazz Industry!!

SPECIAL PRE-REGISTRATION FEE $259
This special rate is only good until October 15, 1997.
Register now and save $40 off the on-site registration
rate. There are no one-day, two-day or three-day rates
available.

CALL 1.800.866.7664, EXT. 10
OR 301.588.4114, EXT. 10

Showcase Performances by Pat
Martino (1) and Tom Harrell
(below) and many more.

¢ Industry Panels & Workshop:
¢ Live Performances
¢ Easy Access to Manhattan

Transportation provided to and from New York City each night!

INbusTRY PANELS & WORKSHOPS
There will be over 30 informative and entertaining
panels and workshops on a wide range of practical
topics in the jazz business—including radio pro-
gramming, concert and festival presenting, book-
ing, distribution, marketing, fundraising,
publicity and promotion.

ExHiBIT HALL ”
The Convention will have an Exhibit Hall enabling
organizations to demonstrate their products and ser-
vices and providing even more opportunities for
attendees to network and do business. For informa-
tion about reserving a booth, please call 1-800-
866-7664, ext. 10.

REGISTRATION PACKET INSERT i
Increase your company’s visibility at the Keynote AddI’ESS by
».

Convention by inserting CDs, cassettes,and R h &
promotional items into our Convention dX R0daC »
registration bags. Call for rates. X
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HOW TO ORDER AN AD CATEGORIES: Please mark category desired.

A . J Accessories  J Books/Publications 1 Computers

m u ’ I (In n REGULAR QFASSIFIED (ads without b?"?efs)- < Employment J For Sale J Instruction J Instruments
20 word minimum. $2.90 per word, minimum J Miscellaneous ' Musicians . Records & Tapes

$59 per insertion d Services U Software J Songwriters J Talent J Video

CLASSIFIED DISPLAY (all ads with borders): Your Name
1x/1" $163 per, 6x/1" $152 per, 12</1" $142per.

BOLD FACE CAPS: First line, additional $20. S

MUSICIAN BOX NUMBER: Add $4 per insertion Addess 0000000000000
for handling. ' City B State Zip

PAYMENT MUST BE ENCLOSED with your ad.

Send to Musician Classified, Kara DioGuardi, :-'ep-ho:l-‘le T —
lease fill in the information below if you want to charge
800 -501- 6 81h [1)2\?)5:): dTY:? g’n:‘an t:SY 1r|(:)(:3:<3) date of the cost of your classified advertising.
publicatior; P - American Express - Visa - MasterCard
Need an ad fast? ALL AD CANCELLATIONS MUST BE IN WRITING ~ Credit Card #
Call Kara DioGuardi. AND MAILED TO THE MUSICIAN CLASSIFIED Exp. Dat Bank #
In NY State (212) 536-5008 DEPARTMENT. xp.Date =~  Bank# 0
Outside NY St. (800) 407-6874 FAX YOUR AD TODAY (212) 536-5055 Your Signature - -
ACCESSORIES EDUCATION INSTRUMENTS
FA T RY DI RE T CASES LEARN the ART of RECORDING| SUBSCRIBENOW o our monthly used and vmm),n instrument
@\NG g d 'rdllr ce 1971 (\)‘1 Cd»mc I:{! n list with ’S]Jm packed p\gl;‘cs ulqualm instruments for players and
‘\ "‘ tudio Facility n-Campus Housing collectors at down-to-earth prices. $15.00/year ($30.00 overseas).
rou Ny é('P %, 32 Monh Taining - » Job Placement Assist | Current issue frec on request. ELDERLY INSTRUMENTS, 1100
catalogue sizes: Y \:r: THE RECORDING WB,"KSHOP N. Washington, POB 14210-EWS5, Lansing, MI 48901; 517-372-
te: 3 7890. hitp://www.elderly.com
::::::m. e p"::s' \E ‘AQ Call Today for a Free Brochure ey
1-8h 1707 can't 800-848-9900 or 614-663-2544
(316) 5051181 (N} l) be : 614-663-2427 emall: info workshop
(316) 305.1 beat 455-A Massieville Rd Chillicothe OH 4560} INTERNET

§’N GERS!vscas \ -
nlimited Low Cosl Ins(ant Avalla le 5 PUt Your Music on the Web
md%goes Evey i) Karaoke EDUCATION LET THE WORLD DECIDE!!

m Inexpemsive way to learn beginning guitar, Don't spend $$$$8! Send WWW, pu bli cdomai n records. com
sy D'"‘” T“Pe il $7.00 1w Hart Copies 914W1-30 St80Y Garland, TX 750435727

Al 516-497-0342

When You Want Somethi 770(?41%2134215;5;&2? email skyfish@i-2000.com
S

Speaker Cabinets * Road Cases » Cabling

Contact us for a catalog or quote WE HELP PEOPLE
KATZ AUDIO ~ MUSICIANS NATIONAL REFERRAL EIND-vYOUL
- -— WORLD WIDE
(800) 243-3671 Where pro musicians & bands connect. ] y 3 B
PO Box 304 fax: (804)295-8002 Worlds largest, most preferred referral. Ask L 4 > & MUGH MORET
Charlottesville VA 22902 katzaudio@aol.com about our Lifetime membership. @joe?gril i AN ‘
— - T
Strapped With Pain? (800) 3664447 TO CREATE A BUZZ CALL ‘
SLIDER strap comfortably balances instrument _ http://www.musicianreferral.com/mnr/ 1,800-608-42.2

across back and both shoulders. Non-restricting.
Self-adjusting. Corrects posture. Relieves fatigue.
Only $24.95 includes shipping. Money-back guar-
antee. 1-800-237-7419 (Visa/MC/Disc) or send pay
ment to: PO Box 3287, La Mesa, CA 91944,
www.slider-straps.com

BOOKS/PUBLICATIONS

New! Never Before Offered!
Information on Roaderew Jobs, Back Stage
Etiquette, and much more! First in a series
of Guidebooks written by 15 yr. Touring
Veteran. Send The Rockman, 6407
Bardstown Rd., #163, Louisville, KY 40291

MUSICIANS

BEFORE YOU
MAKE (Ds...
... YOU NEED THE MOST

COMPLETE AUDIO
MANUFACTURING

PROFESSIONAL
MUSICIANS'
REFERRAL

SINCE 1974 MUSICIANS & GROUPS

WHEN YOU NEED THE RIGHT GROUP OR PLAYER, CALL
THE ORIGINAL NATIONAL REFERRAL...PMR!

THE SERVICE DESIGNED
BY MUSICIANS FOR MUSICIANS

* ALL REFERRALS ARE SCREENED TO MEET YOUR NEEDS
« SUPERIOR SERVICE, PERSONAL ATTENTION
« NATIONAL, INTERNATIONAL, REGIONAL, LOCAL

612-825-6848

CATALOG IN THE
WORLD.

CALL TOAY FOR YOUR FREE COPY:

~ODISC MAKERS

THE BIG LIST OF RECORD LABELS FOR SALE 1-800-468-9353 ¢ www.discmakers.com
Names, addresses, and genres of ALL. the. Major Didgeridoos: student models start at $28. Australian Originals

Labels and HUNDREDS of U.S. and foreign indepen- Eucalyptus dijes, travel models, slide models, beautifully painted

dent labels! Shop your demo—Get signed! dijes. Toot & Huoot toll free 888-345-7438 N SERVICES
Send this ad, your name and address, and $12.95

check/money order to: IRWIN ENTERPRISES: CLOSE OUT FACTORY SECONDS—Tons of accessories

P.0. Box 2336, Glens Falls. NY 12801 Guitars, Amps, Strings, and more. Call for free catalog. DiFiore Getting signed is rd to do, But we will get the record deal
Music, Cleveland OH 216)941-2773 ) you arc looking fc | TALENT 2000. (708) 567-2 v@
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. UPLICATION

COMPACT DISC
JDI0+VIDEO CASSETTE
CD ROM

NOW FEATURING THE

THE LATEST IN OIGITAL
CASSETTE BIN TECHNOLOGY
FROM QoU

~ LWAFAS ™
wuITay; INC.
WORLD MEDIA GROUP
6737 E. 30th Street
Indianapolis, Indiana 48219
317/549-84849 Fax 317/5649.8480
internet wmg@indy.net

=22 NAEM NaRID

PROMOTION

GET INTO THE BIZ!

Learn the music business by working
in spare time as a music promoter,
helping break new bands & artists!

Earn CDs, tickets & valuable experience!

(818) 377-5216 « Box 973, N. Hol. CA 91603

PROFESSIONAL SERVICES

W CD & CD-ROM Manufacturing
- Orlando, FL (800) 344-4361
(L j anh?rp://www.digido. com

MASTERING... WiTH A capital M
Unsurpassed mastering quality by Bob Katz
Custom hardware and software, 128x Oversampling
20-Bit A to D, Unique Digita! Processors, Sonic Solutions
Editing, Tube and Solid State Analog Recorders
CD Mastering is an art. Levels, lades, equalization,
spacing... everything is important to you and to us.

CD REPLICATION...

1000 CDs at $1.55 w/Jewel Box, Shrink, Insertion
2500 at $1.50. Glass Mastering Free with 2500+ CDs.
CD BOOKLET PRINTING...

1000 4-Panel Booklets, Full-Color Qutside & Tray Card,
B&W Inside, $0.37 ea. Incredible Graphic Artist on staff.

...COSTS LESS!

SOFTWARE

MusEdlt Powerful music notation software!
* Easily translate treble to tab, ONLY
. ?‘3’_"2 lﬁ and tab to treble (or bass) $35
-~ - Transpose to any key
TE R «* R’ =k EZ:);‘ Thousands of chords { Check. M.O
=5 Aemate guitar tunings VISA, MC }
; « B Scrollmg Great printing, 100 page manual,
‘{ et and many other features! (Win ‘95 and 3.1)
MusEdit - Yowza Software, PO Box 4275, Berkeley CA 94704
1-800-234-0427 www.jps.net/yowza yowza@®jps.net

UNSIGNED BANDS

What Good Is Your Talent Without The Truth?

“The Truth of the Matter. Straight Talk For The Aspiring
Artist On Getting Into The Music Business.” Over 200
pages of what the record labels don't want you to know, writ-

en by industry insiders, not lawyers. Includes most extensive
A&R Directory in print. $49.99 + $5.00 shipping and handling.
Order by mail: The Truth, PO. Box 1387, New York, NY
10025, Or by phone: 888-302-9927; www.realdealmusic.com

SERVICES

“WORLID CLASS" vintage tube Guitar Amplifier Restorations
Sonically, Electronically, Cosmetically. Kendrick Amplifiers (512)
99C-3486

Diffusors, Bass Traps, Sound Barrier & More!

The plain & honest truth 15 that Auralex makes the best sound
control products on the market—regardless of price. So, no mat-
ter what type of sound problem you have. we can help! If you buy

from any other manulacturer, you'll simply pay too much and get
foo ittie. For more info, hit our extensive website or ask for Au.
ralex products by name a1 major retailers & mail-order dealers na-
tonwide. You'll be pleasantly surpnsed at how easy & affordable
1t1s 1o improve the sound of everything you do in your studio

USERS: James Tayior. Ciint Black. Chnstopher Cross, Doane Perry

gelhm Tutt), Gaorge Tem/ {E Clapton). Ross vanneth, Dennis

eVoung( Styx), Mike Wanchic {J. Mellencamp). Mark Lindsay (Paul
Ravere & The Randars) SkidRow, JBL, Berkiee College Of Music,
Pelonis Acoustics, Walt Disney Co.. LucasArts, NBC Sports, Warner

Bros.. Paramount. Sony. Hitachi, Shure, 20th Century Fox. ABC

Radio Network. AT&T, Ensoniq. Universal Studios. Manley Audio

NASA, the Lmooln Center, Adaptec. Macromedia, Proneer, NPR, Maury Povich Show,
howco Music Bakery, WhisperRoom, Kansas City Royals, the voices of Sports on
x. McOonaid's & Miller Brewing & many more. They trust us....so should you!

Auralex * 11571 E. 126th, Fishers IN 46038 * www.auralex.com

1-800-95WEDGE - Fax 317-842-2760

500 CDs $986
package includes full color insert
from customer supplied film

500CDs $1295
graphics * film we do it all

1000 CDs $1195
package does not include inserts
o\g(. E‘l

2

Visa e

S
g ““‘4"
Earth Disc
1-800-876-5950

Amex

YOU'RE PAYING TOO MUCH!

I v an've el wsing thee Reenrd Factars for
vour C1and Fape Dupdication. Graphi

Ihesign. and Printing Cull now

500 CDs

Fon oNLY

$900!

Crom o el master & pronaded i

+r2 000w

We offer major Label qualny
Aty ey competinive prces
Call taday for a free brochure!

1.800.
ALTRY 3RECORD

(€141 (010). 9
MUSIC ON THE INTERNET

Featuring full length music tracks on Real Audio,
performance calendar, photos, biography, booking
information and on-line ordering for your CD.

4

MAMMOTH ARTISTS, INC.

http://www.mammothartists.com

800-939-3946  214-363-9595
email: mammoth@mammothartists.com

M U S 1 C1J AN

SERVICES

WE'LL BEAT ANY PRICE! TDK CDR-74 $4.99. SONY MINI-
DISC-74, DAT-12085.99. \~\ 9 9. MAXELL. 1-800-245-6000
TAPE WORLD, Butler, PA

— DUPLICA
_*COMPACT IllSCi\ 5

o eCASSETTES ¢
*VIDEOS

e Do It Al ~ Your One Slop Shop

1-800-365-TAPE(8273)

~ 100% Guaranteed
11 Years Serving The World

EASTCO PRO

Audio/Video Corporation

FAX 716-656-1589

1000 CD Pkg. $1260
CD. cassette, vinyl and video duplication. Printing
and packaging services. Fast turnaround.
Media Solutions (212) 734-3541
Fax: (212) 734-5161
1-800-484-7103 Pin-9345
Call Steve

iMASTERlNG MANUFACTURING * PRINTING
DIZI-RZM"

FOR COMPACT DISCS » CO-ROM
| REAL TIME & HIGH SPEED AUDIO CASSETTES

COMPLETE PACKAGES * COMPETITIVE PRICING
| GRAPHIC DESIGN STUDIO » PERSONALIZED
| EXPERT SERVICE « FAST TURN-AROUND

CALL (800) 815-34440 2
(212) 730-2111

‘ 130 WESTlZND STREET » NEW YORK, NY IMJGJ

SO YOU’RE READY
TO MANUFACTURE,
BUT YOU’RE
CONFUSED. . .

WHO DO YOU TRUST |

YO RELEASE TO

Feel Safe in Entrusting

your CD, Cassette, or

Record Manufacturing

to TRUTONE INC.

* Trutone has been in business since 1974.

« Trutone operates a 16,000 square foot
state-of-the-art facility.

» Trutone has never had a single complaint
filed against them with the Better
Business Bureau.

* Trutone has mastered 100,000's of releases
for major & independent labels covering
all music genres,

« Trutone's customer service can't be beat.

« Trutone's quality can't be beat.

* Trutone's prices can't be beat.

Experience the Trutone Difference.

TRUTONE INC. audgic Replication Division
310 Hudson Street, Hackensack, New Jersey 07501
Toll Free: 1-888- TRUTONE (878-8663)

N
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Manufactunng ==

REMMR QUALITY CD/CD-ROM AND CASSETTE MANUFACTURING

HEALE Ydisc

CD PACKAGE INCLUDES: \
Color 4 page /2 panel insert, 2 color on CD printing
pre-master, glass master, jewel box and shrink wrap. { c;?i shell, on shell printing, Norelco boyﬂ 3
BARCODE INCLUDED. RCODE INCLUDED. /
500 CD’s $ 1 099 1000 CD’s $ 1 599 500'CASSETTES $ 599

[above prices do not include film separations or typesetting]

CALL NOW 1 '800'835'1 362//

for your free catalogue www.healeydisc.com
NO TAX... NO DUTY... NO PROBLEM!
*Professional mastering at affordable rates. Special STub10 and INDIE label rates.*

CASSETTE PACKAGE INCLUDES: —gry
~ 40%'50 min. chrome tape, color 2 page/1 pane I ESIG N
ROuUP

design for the music industry
and custom products.

3 Includes: pre-master; glass master,

2 color CD label printing,
5 sleeve & manufacturing,

CD package includes:
color 2 page insert, 2 color CD Label,

all mastering, jewel box,
shrink wrapping, graphic insertion.
« from Client Supplied Film Separations

500 cp’s xR

CD package includes:

graphic design, film,

color 2 page insert, 2 color CD label,
all mastering, jewel box,

$1299°°
shrink wrapping, graphic insertion

Call for our WHOLESALE MANUFACTURING GUIDE

. Includes: graphic design,

$ color J-card insert, clear shell,
Norelco box & shrink wrap.

Also Available
. CD-Rom

. Cassettes

. Digital Mastering
. Posters

| g r a i 5
—+ __Includes: > panel/4pg. color insert

scans, proofs, BARCODE

www.taag.com
call for your catalogue

, 1080058223472 | 1-800-410-4855

1,000 CD’S ALY

$1 199' ey
b 10
Xoto o5
14 Rie o,;i:.é_ £

3 colors on disc printing
t A 4 * trom cust supplred
exac pricing (no +10%) booklets and film

DRT Mastering

You will have the big, high-impact major.
label sound that sells discs... or the work
is free! Custom signal chains. First class:
resuits. Outstanding short & long run replication.
Free brachure 800-884-2576 www drtmastenng.com/biz/drt

MASTERING - DESIGN « CD-ROM DEVELOPMENT - CD-PLUS -

300 CDs $750 i
500 CDs s850 ks

-
B
INCLUDES: GLASS MASTER, 2 COLOR DISC. JEWEL BOX, PACKAGING - Wompegr ey’ = 4 »J

800-DIGIDOC

1000 CD PACKAGE $1450 * CD ROM & CD Enhanced
1000 CASSETTE PKG, $885 « Real Time & High Speed
(Cocucestpint nelifisery ( Cassete Duplication

Ask about our

Retail Ready Packages
LABEL? STUDIOS?

Ask about our
PRO-VOLUME DISCOUNTS

1-800-777-1927 ;2w |
www.amtechdisc.com ° Srhic Design |
e-mail: info@amtechdisc.com

* Printing

D.J. VINYL PREOM
100 12”7 vINYL $749.00 33

(in WHITE JACKET w/ HOLE)  $1.20 each for odditional LP's @,’9

1000 77 VINYL 45’s wimiwunesieve) $7419.00 reorDeR - $379.00

Compact Disc
A Specialists

PRICE » QUALITY * SERVICE

1-800-999-HAVE

94 OCTOBER 1997

Regheatied 500 77 VINYL 45's wmwwiresisevy) $598.00  seoroee - 526000
Graphics 1000 127 VINYL (o wie acker wy votf) $1,699.00  ReORDER - §1149.00
Packaging 500 127 VINYL (s wite acker w/ Hoir) $1,199.00  REORDER 5649.00
—— ALL PACKAGES INCLUDE: MASTERING / FULL PROCESSING / TESTS / M
£ HAVE: 2-COLOR LABELS / SHRINKWRAP / QUICK TURN AROUND
L — 3
DUPLICATION IN-HOUSE CD, VINYL & CASSETTE REPLICATING & PACKAGING — ASK FOR OUR FREE BROCHURE!

°) Rainbo Records and €assettes
1738 Berkeley Street, Santa Monica, CA 90404 « (310) 829-3476 = Fax (310) 828-8765
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‘Prgsses'

j or Tapes Be

e You Call Us:%

sician Magazine Specialll

1000 Full - CoJor CDs
$1800.00

cludes Graphic design, film, twq‘col'tla
 disc, glass mastering from your CD'R

Come see us on the WEB!
Qur customers appear free with photo,
contact info and internet link.
Visit the Klarity Web Site at

Klarity - | Maple St.. No. Vassalboro, ME 04962 (207)873-3911
L L | —

in as little as ONE DAY for only,

$349!

Includes jewel case,
FREE direct-on-disc printing &
FREE b/w printed insert!

~ other packages available ~
Compact Discs » igital Mastering

(800) 249-1110

National Multimedia Services

SERVICES

SONGWRITERS

SONGWRITERS: Get your songs heard by
artists looking for material. Subscribe to SONG
CONNECTION—exciting monthly tip sheet filled
with leads. $110.00/6 months, $175.00'year.
Send check, m.o. or MC/Visa to Ken Wank c/o
SONG CONNECTION, 19 Village Road
Manhasset, NY 11030. Tei/Fax: (718) 229-3326

m

DON’Y BE DUPED BY
OVERPRICED €D &
CASSETTE DUPLICATION

Best Value

1000 CD 4-page full color folders &

color tray cards, 2 color print on CD

with 1 reference CD, All films, and

Color separations. Color proofs.

Jewel box, shrink wrap and packaging

for only $1800

1000 Cassettes with full color J-Cards N

chrome tor $1000 \

{ AN
1000 CD 1000 Cassettes full colors $2650 @

SERVICES

TIRED _
of getting SCIrewed

Call -

joe's!
AWARD WINNING
GRAPHIC DESIGN

INDEPENDENT DISTRIBUTION

Hassle-free CD manufacturing
joe's production & grille, in¢.

800°6884212

1000 CD 500 Cassettes fuli colors $2400
Audio Dynamix Inc.,

T7-99 West Shefticld Ave
Englewood. NJ 07631
201-567-5488
fan 201-664-0573
1-800-455-1589
We'll beat any promotion by $300 for full package!

we accept

e o

GD & GASSETTE
MANUFACTURING

THINKING ABOUT ADVERTISING
IN MUSICIAN'S CLASSIFIEDS?

Call Kara at 1-800-407-6874 for FEATURING THE SOUTHWEST'S
special introductory rate FirsT & OnLY DIGITAL BIN CASSETTE SYsTEM
& Larcest Real e Casserte Faaunvd

k Complete CD packages!

Retail ready including full color inserts.

Bar-codes, CD-Rom, 300
CD-R, Mastering,
Design and Film

services available.

1-800-928-3310

World Audio Video Enterprises

EUrOPADISK
specializes in full
service compact
disc replication.
Everything is done
in-house, on-site for
| guaranteed quality and
cost efficiency. Major credit
cards accepted. For a free catalog
or estimate, call: 800-455-8555, ext.36

CD-Audio Vinyl Cassette CD ROM

COMPLETE SERVICES:
REPLICATING ®DUPLICATING ® PRESSING MASTERING ©
GRAPHICS ® FULFILLMENT

EUROPADISIGLTD),

Discs With No Risks.
75 Varick Street, New York. NY 10013.
(212)-226-4401, ext.36 FAX (212) 966-0456

Blank Cassettss « Printing * Graphic Design
One-Off CD-Rs * Digital Mastering & Editing

PACKAGES AVAILABLE! CALL FOR FREE CATALOG!

@ CRYSTAL CLEAR SOUND
1075 *1637

1800.880.0073
YOUR #£1 CHOICE

onall [ agui;;d_ior,guality Since 1978
vOn Time Delivery /Free Ovemight Proofs v Exceptional Service

/Free Bprcodgs v'No Hidden Costs v Factory Prices

v/ Graphic Design v 24 Bit Mastering v Satistaction Guaranteed

F U L L € OoOLOR

"“COMPACT DISCS RETAIL READY

S00 1,000

CD's
Cassettes

*975
£396

300 10( N
$995 $1(;s))?, Sl

FREE GROUND SHIPPING
(ANYWHERE CONTINENTAL USA) v W\j“

CALL FOR CASSETTE PACKAGES !

1-800-553-8906

SEATTLE » SAN FRANCISCO « MINNEAPOLIS « MIAMI

AUDIO BUPLICATION

OCTOBER 1997 95
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SERVICES
TVOSITO o e®
LI NG uk(«':

; -

TOTAL CD, CD-ROM
& CASSETTE PRODUCTION

Feel the “Power of Excellence”
call for POWER PLAY the
DIGITAL FORCE Sampler &
Studio Reference Disc

330 WEST 58th ST, NY, NY 10019

FOR COMPLETE COMPACT DISC,
CASSETTE & RECORD MANUFACTURING

KRCC| (800) 859-8401

QCA, INC. » 2832 SPRING GROVE AVE. » CINCINNATI, OH 45225
(513) 681-8400 « FAX (513) 681-3777

COMPACT DISCS * 75¢ EACH

IT'S A BETTER DEAL! NATIONAL
TAPE & DISC

750.00
30000
24000
$ 1,290.00

From your (D Ready Master & Print Ready Film

1,000 CDs
1,000 Jowel/Wrop
1,000 2-Pg Book/Tray

1-800-874-4174

PHONE: (615)327-91 14
5 MEDIAWORKS®

i INTERNATIONAL, INC.
1719 West End Avenue Suite 100€
Nashville, TN 37203 FAX: (615)327-3438

DD e

+ /

T
up lc 0 % ete .C 0

Video & Vinyl “ron Cotor ™

P $ 1,550.00
m Full Color

(From your film) 4

THINKING ABOUT ADVERTISING
IN MUSICIAN’S CLASSIFIEDS?

Call Kara at 1-800-407-6874 for
special introductory rate

1000 CD’s
For $1100

in Jewel Case/Wrap
S0 ea
vith client supphed imeres, CDR Master and Filn

4 Panel 4/1C CD Folder & Tray Card § 275,00

CD SONIC

Tel: (617) 424-0670 Fax: (617) 424-0657
Toll Free 1-888-CD SONIC (237-6642)

Bulk CD%

60¢

96
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MonkeYhousE

Mastering * CD one-offs and small runs * Website
Development » CD and Cassette Duplication

Real-time cassette duplication on high quality

chrome tape: 100 20-minute tapes:$85;
100 50-minute tapes: $125
1000 Retail ready CDs from your master
recording and camera ready art: $1750
Single CDs as low as $15

(888) MONKEY-5

¢+ Belden

[T ET

¢+ Canare

Cable
Highest Quality
+Assemblies *Patch Panels
*Snake Systems & More!
. Great Prices - In stock

Unmatched Service!
800-999-4283 HAVE, INC. oox

Searching

for cures....

for children's catastrophic
diseases, since 1962. For more
info., call: 1-800-877-5833.

. 2 == ST.JUDE CHILDREN'S
L RESEARCH HOSPITAL
. Danny Thomas, Founder

SERVICES

pro_sales@haveinc.com

SERVICES

1000 CD’s
. as low as

- $899.00%

Mastering From DAT Included

CD LABS will master your music
and put it on CD’s for the
lowest prices in the industry!

We use the finest Master CD writers &
software to guarantee you the best
quality available. That’s why we are

the choice of studio professionals for

CD mastering and replication.

DELUXE CD PACKAGES
500 CD's w/4 panel color inserts..............ONLY $1195
1000 CD's w/4 panel color inserts.............. ONLY $1595

DELUXE CD/CASSETTE PACKAGES
500 ea. w/ color inserts & J-card..............ONLY $1895

1000 ea. w/ 4color Inserts & J-card. ONLY $2695

Prices include glass master, jewel boxes, assembly and
shrink wrap for a complete retail ready product, plus one
free CDR master for your archive files.

All prices are based on customer supplied plate
ready film for printing of the color inserts and
label imprints.

We have full graphic design service available
including consultation & design, film & proofs
for as low as $345. Call for information if you

need help on your graphics.

*Bulk packed w/ 2 color imprint on disc.
Also 500 for only $699.00
CD LABS -

Direct to CO Recording & Mastering

12517 CHANDLER BLVD., STE 107
NO. HOLLYWOOD, CA. 91607
(818) 505-9581--(800) 4 CD LABS

L — o>

To learn how to talk with
your kids about tough
issues, like sex, AIDS/HIV
and violence, call

1-800-CHILD-44

and get your free guidebook.
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Musicians, Expose Yourself!
.. .and your music to A&R reps, book-
ing agents, music conservatories and a
host of additional music industry pros
from around the world. Send us your
demo, photo and bio and we'll post it
all on our new web site. First 25
respondents to send materials receive
free six month membership! All other
respondents who send us material
before June 15, 1997 receive reduced
membership rate!

For more info call us at 888-557-5225
or fax us at 214-630-6889.




productindex

Here's our product guide which lists the equipment and page number where the players talk about the gear they
use. Feel free to call or fax the manufacturers listed below for specific info on what the best players play.

ALESIS

3630 Holdredge Ave., Los Angeles,
CA 900186, (310) 558-4530: ADAT,
67, NanoCompressor, 81-2

AMPEG

1400 Ferguson Ave., St. Louis, MO
63133, (314) 727-4512: AEB-2, 63
APPLE 1 Infinite Loop, Cupertino,
CA 95014: Mac Quadra 650, 75
APPLIED RESEARCH &
TECHNOLOGY

215 Tremont St., Rochester, NY
14608-2366, (215) 436-2720:
LeVel Ar, 82

AUDIO-TECHNICA 1221 Commerce
Dr., Stow, OH 44224, (216) 686-
2600: ATM89R, 64; microphone, 75
BEHRINGER P.0O. Box 9031, 575
Underhill Blvd, Syosset, NY 11791-
9031, (516) 364-2244: Autocom
MDX 1200, 82

BOSS 7200 Dominion Cir., Los
Angeles CA 90040, (213) 685-5141:
LMB-3 Bass Limiter-Enhancer, 81
D’ADDARIO 595 Smith St.,
Farmingdale, NY 11735, (516) 391-
5400: Strings, 48

DANELECTRO PO Box 2769, Laguna
Hills, CA 92654-2769, (714) 583
2419: Daddy O. pedal, 63

dbx 8760 S Sandy Pkwy., Sandy, UT
84070, (801) 568-7660: 262 com-
pressor/limiter, 82

DIGIDESIGN

1360 Willow Rd., Ste. 101, Menlo
Park, CA 94025, (800) 333-2137:
Pro Tools lll, Pro Tools PowerMix, Pro
Tools Audiomedia lll, Audiomedia
cards, Pro Tools Project, MasterList
CD software, 67-8; sound card, 75
DIGITECH/DOD

8760 South Sandy Pkwy., Sandy, UT
84070, (801) 566-8919: FX82 Bass
Compressor, 81

DUNLOP MFG

150 Industrial Way, P.O. Box 846,
Benicia, CA 94510, (800) 722-3434:
UniVibe, Crybaby, 48

E-MU 1600 Green Hills Rd., Scotts
Valley, CA 95066, (408) 438-1921:
E-4 Emulator, Morpheus, Ultra
Proteus, 79

EMAGIC USA P.O. Box 771, Nevada
City, CA 95959, (916) 477-1051:
Logic Audio, 68 &75-6

EPIPHONE

1818 EIm Hill Pike, Nashville, TN
37210-3781, (615) 871-4500:
Casino reissue, 48; Les Paul, 68
ERNIE BALL

151 Suburban Rd., P.O. Box 4117,
San Luis Opispo, CA 93403, (800)
543-2255: strings, 48

FENDER MUSICAL INSTRUMENTS
7975 N Hayden Rd., Scottsdale, AZ

85258, (602) 596-9690: Bassman
Amp, 25; Telecaster, 41; '62
Stratocaster, Twin reissue,
Vibrasonic reissue, Tonemaster,
Telecaster Thinline, Vibroking amp,
Stratocaster, Pro Jr, amp, '62 Strat,
48, Vibratone amp, 85

FURMAN SOUND

30 Rich St., Greenbrae,

CA 94904, (415) 927-1225:

C132 Limiter/Compressor, 82
GIBSON

641 Massman Dr., Nashville, TN
37210, (800) 283-7135: Folk
Jumbo, 15; Les Paul, Flying V, '59
Les Paul, 34; Gold Top Les Paul, 68
GUILD 7975 N. Hayden Rd.,
Scottsdale, AZ 85258, (602) 596-
9690: acoustic guitars, 48
HOHNER 10223 Sycamore Dr.,
Ashland, VA 23005, (804) 550-
2700: harmonicas, 24
HOSHINO/IBANEZ

1726 Winchester Rd., Bensalem, PA
19020-0086, (800) 669-8262: Tube
Screamer, 48; Blazer BL1025, 64;
BP5 Bass Compressor, 81

KORG 316 S Service Rd., Melville,
NY 11747-3201, (516) 333-9100:
N364 Workstation, 64; MR-1, 75
KURZWEILL c/0 YOUNG CHANG
AMERICA

13336 Alondra Bivd., Cerritos, CA
90703-2245, (310) 926-3200
MACKIE DESIGNS 16220 Wood-
Red Rd. NE, Woodinville, WA 98072,
(800) 2586883 mixer, 75

MARK OF THE UNICORN

1280 Massachusetts Ave.,
Cambridge, MA 02138, (617) 576
2760: Digital Performer, 68

MESA ENGINEERING

1317 Ross St., Petaluma, CA 94954,
(707) 7786565: amplifier, 25
NEUMANN USA

6 Vista Drive, Old Lyme, CT 06371,
(203) 434-5220: SM 50, 86
OPCODE 3950 Fabian Way, Palo
Alto, CA 94303, (415) 856-3333:
Studio Vision, 68

PEAVEY ELECTRONICS

711 A St., Meridian, MS 39301,
(601) 483-5365: Axcelerator guitar,
Classic 50 amp, 48

PRESONUS AUDIO ELECTRONICS
501 Government Street, Baton
Rouge, LA 70802, (800)750-0323:
Blue Max, 82

ROLAND 7200 Dominion Circle, Los
Angeles, CA 90040, (213) 685
5141: D-50, Jv-880, 75
SADOWSKY GUITARS 1600
Broadway, #1000, New York, NY
10019, (212) 586-3960: 5-string
bass, 8
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SHURE BROTHERS

222 Hartrey Ave., Evanston, IL
60202, (800) 257-4873: Green
Bullet mic, SM58, 25
STEINBERG/ JONES

17700 Raymer St., Ste. 1001,
Northridge, CA 91325, (818) 993
4091: Cubase 3.0, 22 & 68
TRACE ELLIOTT

P.0. Box 507, Bloomfield, CT 06002-
0507, (800) 647-2244: SMX Dual
Compressor, 82

A&M Records 1416 N. LaBrea. Los Angeles. CA 90028, (213) 4692411 .........c.oe.e.. 6
AES-— 60 E. 42 St.. New York, NY 10165 (212)661-8528 .......ccccueriveniiiiiiceineireenneans 73
Alesis—3630 Holdredge Ave.. Los Angeles, CA 90016 (310) 558-4530....
Ark 21—3520 Hayden Ave., Culver City, CA 90232 (310) 841-4100... .
Audio-Centron - 1400 Ferguson Ave.. St. Louis, MO 63133
Best Unsigned Band Competition- 1515 Broadway, 11th fl., New York, NY 10036 .38-39
beyerdynamic—56 Central Ave., Farmingdale, NY 11735 (516) 293-3200...
Blind Pig Records -PO Box 2344, San Francisco, CA 94126

Blue Note Records- 1290 AvE. of the Americas, New York, NY 10036., (212) 4925.....9
Blue Thumb/GRP Records—555 West 57 Street, New York, NY 10002....................... 43
CAD -341 Harbor St., Conneaut, OH 44030 (800) 7629266
Cakewalk—PO Box 760, Watertown, MA 02272 (617) 926-2480......
CD Sampler—c /o Musician, 1515 Broadway, New York, NY 10036..........cccccvuvmvmvnnnennnnns
Columbia Records— 550 Madison Ave., New York, NY 10022, (212) 833-8000............. S0
Crest—100 Eisenhower Dr., Paramus, NJ 07652 (201) 909-8700
D'Addario- 595 Smith St.. Farmingdale. NY 11735 (516) 439-3300 .
Electro-Voice —600 Cecil St., Buchanan, Ml 49107 (800) 234-6831....
E-muw—1600 Green Hilis Rd., Scotts Valley, CA 95066 (408) 438-1921
Epic—550 Madison Ave., New York, NY 10022-3211, (212) 833-8000.
Evans--595 Smith St., Farmingdale, NY 11735 (516) 391-5400 ..........
EW Bridge—1645 W. Selby Ln., Redwood City, CA 94061 (415) 3654916,
Fender—7975 North Hayden Rd., Scottsdale, AZ 85258 (602) 596-9690
Fishman —340-D Fordham Rd, Wilmington, MA 01887 (508) 988-9199

VICTORIA AMP CO.

1504 Newman Ct., Naperville, IL
605644132, (630) 369-3527:
Double Deluxe amp, 63

vOX

316 S. Service Rd., Melville, NY
11747-3201, (516)333-9100: Wah
Wah pedal, 48

YAMAHA

6600 Orangethrope Blvd., Buena
Park, CA 90622, (714) 522-9011:
mixer, 75

Gan-Tone Productions- 881 7th Ave., Ste. 11056, New York, NY 10019...
GHS Strings- -2813 Wilber Ave., Battle Creek, MI 49015 (616) 968-3351
JBL—8500 Balboa BIvd., Northridge, CA 91329 (818) 894-8850 ...
Justice Records— 3225 W. Alabama, PO Box 980369. Houston, TX 77098.
Korg--316 South Service Rd., Melville, NY 11747 (800) 335-0800
Line 8— 11260 Playa Ct., Culver City. CA 90230
Mackie- 16220 Wood-Red Rd. N.E., Woodinville, WA 98072 (206) 487-4333
Martin Guitar Co.—Box 329, Nazareth, PA 18064 (610) 7592837 .. .c.coiiiiiiiiniiiinin

Modern Postcard -6354 Corte del Abeto. Carlsbad, CA 92009 (800) 959-8365........... 60
Modulus Guitars -575 7th St., San Francisco, CA 94103 (800) 758-2918 .......... Cover Il
Musicians Institute 1655 McCadden Pl., Hollywood, CA 90028 (800) 255-PLAY.......... 73
Nady Systems, Inc.—6701 Bay St., Emeryville, CA 94608 (510) 652-2411 ................... 34

Otari —378 Vintage Park Dr., Foster City, CA 94404 (415) 341-5900..
Rane 10802 47th Ave. W., Mukilteo, WA 98275 (206) 355-6000
Roland -7200 Dominion Circle, Los Angeles, CA 90040 (213) 6855141
Rounder Records/Tone Cool -One Camp St., Cambridge. MA 02140 ..o
Sennhelser—o6 Vista Drive/Box 987, Old Lyme, CT 06371 (203) 243-9190 .
Shure Brothers Inc.—222 Hartrey Ave., Evanston. IL 60202 (800) 25-SHURE.
Tascam - 7733 Telegraph Rd., Montebello, CA 90640 (213) 726-0303
t.c. electronic-—705-A Lakefiled St., Westlake Village, CA 91361 (805) 373 1828
Touring Guide- —c/0 Musician, 1515 Broadway, New York, NY 10036...............
Virgin Records— 338 N. Foothill Rd., Beverly Hills, CA 90210 (310) 278-1181 .............. 32
Warner Bros.—3300 Warner Bivd., Burbank, CA 91505, (818) 846-9090
Whirlwind— 99 Ling Rd., Rochester, NY 14612 (800) 733-9473
Windham Hill Records/High Street—75 Willow Rd., Menlo Park, CA 94025 ..
Yamaha- 6600 Orangethorpe Ave.. Buena Park. CA 90620 (714) 522-9011 ....
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Essential
Listening ...
By Size

irectory
Assistance

kay, now that you've read all about the blues in this issue, you're ready to

expand (or begin) your blues record collection. Since the teenage clerk in

the Marilyn Manson shirt at your local store probably won't be much help,

I've put together a few of my own recommendations. There's just one
catch: Rather than list them in the boring, predictable, old-fashioned way (regions,
instruments, etc.), | give them to you now by ... nickname.

Anatomical Wonders

P Clarence “Gatemouth” Brown. A multitalented Texan, still burnin’ up the road. Check
out his early recordings, available now on The Original Peacock Recordings (Rounder).

> Professor Longhair. Dr. John, the Nevilles, Fats Domino: They all go back to ‘Fess and
his piano genius. Drop the bucks and get ‘Fess: The Professor Longhair Anthology (Rhino).

P Leadbelly. This superb blues and folk singer survived a couple of long stretches in prison,
where he wrote “Midnite Special” and “Goodnight. Irene.” The best place to start is
Leadbelly Sings Folk Songs (Smithsonian).

Larger Than Life

P Arthur “Big Boy” Crudup. This guitarist and singer was a major influence on Elvis and
countless others. His recording of “That's All Right, Mama" was the original. A good collec-
tion is That's All Right Mama (RCA).

M USICI1I AN

> Willie Mae “Big Mama" Thornton. Another
big influence on Elvis, she was also Janis Joplin's
idol. A great singer and harp player, she sang the
original version of "Hound Dog,” wore men'’s
clothes, and took no shit from nobody. Check out
Big Mama Thornton: Hound Dog (MCA}).

> Big Joe Turner. Blues shouter and R&B leg-
end, with a career that spanned five decades. He
sang almost everything in the key of C—and sang
the hell out of it. Get Big, Bad & Blue {(Rhino).

H.O. Scale

> Little Walter. The man who revolutionized
blues harmonica. If you're a fan of John Popper,
Charlie Musselwhite, or John Mayall, now’s the
time to meet Marion “Little Walter” Jacobs. One
good collection is His Best (MCA).

> Little Willie John. One of the most intense
singers ever recorded, he made most of his great
blues and ballad records before the age of 25,
including the original version of “Fever.” Pick up
on Fever: The Best of Little Willie John (Rhino).

Slimfest

P> Guitar Slim. In the early Fifties Slim was play-
ing a red guitar, wearing a red suit, driving a red
ragtop Caddy, and was accompanied by female
“valets” dressed in red. Can you say “Amen”? If
you're a fan of Stevie Ray or Clapton, you must
buy Sufferin’ Mind (Specialty).

P> Slim Harpo. The dean of Louisiana swamp
blues, this Slim told the world that his itch need
ed scratchin’. A big influence on Mick Jagger.
Listen to Hip Shakin’ (Excello).

> Sunnyland Slim. The last of the great barrel-
house piano players. He could "holler loud, and
draw a crowd.” Look for Sunnytand Train (EVI).

Raining Champs

> Lightnin’ Hopkins. A one-man virtual reality
theater of pain and suffering, with a gift for bril-
liant lyrics and haunting melodies. He did it al!
with one guitar and three chords. Discover his
mojo power on Mojo Hand (Rhino).

P Muddy Waters. It gets no better than this.
Skip dinner and buy His Best (MCA). It's essen
tial!

Each of these artists paid enormous dues, but at
least they didn’t have to worry about the “correct:
ness” of their nicknames (as they might in
today’s socio-sensitive climate). | don't know
about you. but I'm glad | don't have to ask that
clerk for a copy of “Good Golly Ms. Molly" by
Size-Challenged Richard.

—Rev. Billy C. Wirtz
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Robert Piersanti
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We can’t guarantee that you'll be performing
in front of half a million people tomorrow.
But we do ensure that you'll sound better "

wherever you play. Sennheiser’s MD 735 - ; Microphone Created
delivers incredible fidelity, handles intense ou fithas W for Lead Vocals
sound pressure levels, and provides out-

standing gain before feedback. This means that it outperforms 4
ANY under $200 mic on the market (yes, including THAT one, and i )

at a similar price). So go to your Sennheiser dealer and check one 3 s G CEEUEER
out today. It’s the best equipment purchase you’ll make all year!

SENNHEISER ELECTRONIC CORPORATION

P.0.80X 987, DEPT: 222, OLD LYME, CT 06371 - TEL: 860-434-9190 EXT: 222 « FAX: 860-434-1759

CALIFORNIA: TEL: 818-845-7366 » LATIN AMERICA: TEL: 525-639-0956

SENNMHEISER CANADA: 221 LABROSSE AVE., PTE-CLAIRE, PQ HOR 1A3 - TEL: 514-426-3013 FAX: 514-426-3953
World Wide Web: http://www.sennheiserusa.com

Manufacturing Plant: Am Labor 1, 30900 Wedemark, Germany




