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Do you still get inspired by
other guitarists?

Not really. | still like the same
ones | liked when | was younger.
Bonnie Raitt's great. Billy
Gibbons is one of my all-time
favorites. | copped a lot of my
stuff from listening to him. There
are a lot of great players, but 've
been listening to them for years.
| dig Zakk Wylde. | really like
some of his stuff.

Has rock 'n’ roll changed very
much since “Johnny B.
Goode?”

| think it's changed a lot. There’s
more imagination. Not necessar-
ily from all bands, certainly, but |
do see it happening. | really like
Nirvana and Soundgarden,
Alice in Chains and Raging Slab.
As far as songwriting and
vocals, people are going for
something that | didn't see hap-
pening a few years ago. As far
as guitars, Eddie was great
when he opened this whole new
thing. My style is a bit more old-
fashioned. The only thing about
my guitar playing | like is that,
even though it's sort of old-fash-
ioned and it’s not all that compli-
cated, it does have emotion to it.
| think that was lacking in a lot of
guitar players for a while.

When you recorded for the
Les Paul album, did you get to
spend time with him?

Yeah! He's great! | jammed’ with him
over at Fat Tuesdays. That must have
been one of the most humbling experi-
ences in my life. | was like, “Christ! Get
me off the stage!”

How was the recording?

It was my own tune, “Bum Out,” so | just
played it my way. That was cool. | got
Duif to play bass on it because the origi-
nal bass player didn’t sound right.

Did Les play with you?

No.

In the case of Michael Jackson, lagy
Pop or Dylan, was anybody there for
interaction, or was it just a technologi-
cal guesting?

When you don't actually work on the
spot with people that you're doing it for,
it won’t happen. When | started the
Michael Jackson thing, | hadn’t met him
yet, or talked to him. | talked to his man-
ager and the producer, and it was very
cold at first. It was a year later, when he
called and asked me to play on some-
thing, that it turned into a more person-
able kind of thing. He was at the studio
when | did it. So that was cool. It's called
“Give in to Me” There’s a totally sponta-
neous salo on that. It wasn't necessarily
perfect, but it had the right energy to it,
so | left it on there. Michael gave me no
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direction at all. He wanted me for the gig,
and he knew what it would sound like.
He never questioned anything | was
doing the whole time. By the way, con-
trary to popular belief, I'm not playing on
“Black or White." | did play it live with him
on television. One of the special things
about guesting is that it's basically like
hanging out and having a beer. You go in
and do what you do. It’s very off-the-
cuff, and it's supposed to be a lot of fun.
| learned to only work with people |
admire and respect. The Bob Dylan thing
| sericusly regret. It’s no big deal. It's no
water off my back. If you were to ask me
my opinion of the session, it was definite-
ly murder. All four of the songs | did with
Iggy Pop were done in one day. | went in
and it was just fun. There's the song "My
Baby Wants to Rock 'n’ Roll,” that |
wrote with Iggy in the studio. That's a
real spontaneous, off-the-cuff riff that |
wrote on the spot.

Is it sometimes more fun playing on
other people’s records?

Playing on other people's records is
great, because you're basically called
upon to go in and add to the material the
best possible stuff that you can do. If |
enjoy the material and it's different from
what | normally play, then obviously, |

learn something from it, and |
have to adapt my style to
enhance that music. | like to do
it in one take, if possible. I'm
into that. | can't sit there and
work out a solo for somebody
else’s record. | might learn the
song and play to it a few times
at home first, but then [ go in
and just rip it out; that's where
my energy level comes in. If |
have to do it too many times,
it's dead.

So in some ways there's actu-
ally more pressure on you.
There is more pressurs,
because there's not the time to
analyze the material. You have
to go off your gut feelings. With
my band, there's not that much
pressure because that's my nat-
ural thing to do, and | do the
best Guns N' Roses guitar play-
ing that | can do, just because
it's natural.

Do they give you the time to
get the sound you want?

| get my sound really quickly. |
know pretty much in the first
ten minutes whether | can make
it sound good or not.
Sometimes you have to get a
lot of amps, especially with
Guns N' Roses. | have to find
one amp in particular that just
hits me right, right off the bat.
That might take trying out 10 io
20 amps. But when you're
working with another band, you have to
rent two or three heads, and maybe a
couple of cabinets, and that’s basically
how to do it. Now that I've finally found a
recording amp, | just take my own amp,
which is a Marshall head and a cabinet.
That’s the one that you would use for
Guns N' Roses as well?

Yeah. | had one when | did Appetite,
which was great. | stole it from S.LR.,
and when we were rehearsing at S.I.R.
after the record came out, my idiot road-
ie at the time brought that amp down by
mistake, and they took it back. When
we went back into the studio a couple
years later, | had to find the ultimate amp
again, and, luckily enough, | found one
that was better than the first one. Since |
could afford it, | bought it. | don't like to
waste time dicking around with amps.
It's really important, though, as far as my
sound goes. | won't play through some-
thing if it doesn’t sound right.

Do you alter the tone settings on the
amp when you change guitars?

Not usually. Maybe a presence thing
sometimes. | have the amp sound. |
have the way the amp sounds with my
best guitar, the one | use the most. Then
| adjust the sound of the amp by using
different guitars, which is a different kind
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of approach.

Rather than adjusting the amp, you're
changing the guitar?

Right. I'm into guitars and the way they
sound. I'm not necessarily intc amps. |
don’t collect amps.

In the live set you play a Travis Bean
for slide. | noticed you did a lot of
overhand slide stuff. Is that how you
do it when you’re sitting down, or is
that functional for live?

| recently discovered | like doing it that
way liva. In the studio | do it both ways. It
depends on what kind of sound | want to
get. For “Bad Obsession,” | didn't do it
overhand in the studio. | did it regular.
But for "The Garden,” where it's got a
big solo section, and slide all the way
through it, | did that overhand. On "You
Ain’t the First," | used a dobro and
played that regular as well.

And what’s the difference for you?

It's a feel thing. | just recently discovered
doing it overhand as opposed to under-
hand, and it's got a certain kind of vibra-
to. It’s harder to get as much control
standing up than it is sitting down. But |
like doing it that way, and | can do a lot
wilder vibrato overhand than underhand.

Did you record the slide on “Bad
Obsession” with a Travis Bean?

Yeah, a really nice one ['ve had for a long
time. | don't use it live because it's way
too gorgeous a piece of wood to take
live, but the reasen it sounds the way it
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does is that | take the tone control down
to where it’s about a notch above being
off altogether,

Did you practice slide guitar?

No. I'm not the most accomplished slide
player, but I'm getting better at it. I'm not
into slide guitar per se. The band Raging
Slab has this girl who is an awesome
slide player. | dig the sound that she
gets. | use it more for heavy chords and |
like that sort of cheesy sound it has.

Is there a difference between slide
and dobro for you?

Well yeah, because dobro is a lot more
subtle, and it's one string as opposed to
chords. The dobro | usad is awesome. It's
an old one with an Hawaiian girl etched
into the wood on the back. It's killer.

On Use Your fllusion | and If, you have
a killer tone on “Locomotive.” It
reminds me of Michael Schenker.
“Locomctive” is played on an Explorer.
What | do is turn the tone knob down.
On some songs, like "Estranged,” | take
the tone knob and | turn it all the way
down on that particular pickup.
"Heaven's Deor" has that same sound in
it for the solos, and that's my Explorer on
the rhythm pickup, with the tone down. |
never use wah-wah pedals for that. It's
different for me and | like it. | must have
used 20 guitars on the record,

The "Heaven’s Door” solo sounds
more controlled than the others.

Yeah. There's two solo sections on that

song. I'd been playing
those solos off-the-
cuff since we started
playing that song. But
when we went in the
studio to do it, |
played it completely
differently than |'ve
ever played it. | did
this whole melody off
the top of my head. |
did one solo one day,
and then the next solo
the next day, and
they're both one take.
When you record, is
there a vocal going
through the moni-
tors or headphones?
There’s usually no vocals on tape yet,
unless there's a scratch vocal. | know the
vocal sound in my head from playing the
song at rehearsal. | only use headphones
to do the basic track with the band, to
get the live feel. But | hate headphones
with a passion. You're forced to do it
when the whole band’s playing together.
But then | go back into the studio and do
all the guitars over, using the room moni-
tors so | hear the whole band.

Did you do a lot of pre-production?
On this album we rehearsed with Matt for
a month, and then went in the studio and
did basic tracks for 30 songs in 30 days.
Is there a difference between the
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songs you recorded first and the ones
you recorded last?

As far as recording goes, as soon as |
got in the studio | started doing the gui-
tars. | was really into it, so nothing sui-
fered. Nothing's better than anything
else. Some stuff didn't call for that much
work, some stuff called for really concen-
trating, but there's a lot of songs that
we've been dicking around with over the
course of a long time.

What influence did Mike Clink have on
your playing?

He has a good ear and if I'm overplaying,
or if I might be a little bit out of pitch, he’ll
let me know. | can take it home and lis-
ten to it that night if | disagree. By the
next morning, I'll either keep disagreeing,
and we’'ll keep it on there, or he might be
right. The outro solo on "Heaven's Door,”
| did the first day after | came up with the
melody for the first sclo. | did the second
one and he wasn't really happy with it. |
thought it was fine. | took it home and lis-
tened to it. The next marning, on my way
somewhere, | stopped by the studio and
just pulled it off one more time and did it
way better.

Did you change your approach
because there was more piano this
time?

| don't know if I'd put it that way. I'd say
that because there’s piano, | wrote guitar
parts to go along with the piano, and ic
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go along with the piano chords, which
might not have been the same had it
been just guitar by itself,

There’s also a sonic thing you have to
think about, too.

Yeah, but | never think about it, because
| play the way | play along with piano. It's
not a conscious thing. | do it, so it
sounds good to me.

How do you deal with a long song,
like “Coma,” that's got a lot of
changes? Was that also recorded live
with the band?

We recorded all that with the band.
You've got to understand, we can play
anything live that we record. That being
the case, when we start rehearsing
material, we get it together so we can
pull it off live and have it sound just as
good as what goes on the record.

The Def Leppard view is “It's a record
and we’'ll do anything we want.”

They piece a lot together and edit things.
We don't do any of that. We write all the
songs as a band, together. We play them
together, regardless of who wrote it. And
we get it to the point where it has the
right feel and the right sound, with just
the members of the band.

For Appetite, you’d come up with a
song in an afternoon. If a song takes
more than a day, will you scrap it?

No. “November Rain” has been around
since before Appetite. It's been worked
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on here and there.
It used to be twenty
minutes long. |
came up with most
of the picking lines
that go throughout
the song when Axl -
was playing on a {
piano and | played it
on acoustic. Usually
you get an idea in a
day, whether or not
the song's worth
doing. If you decide
the song is worth
doing, then you
work hard on it during the course of a
night, to get it to where everybody’s
comfortable. It evolves after that. When
we'd finally gotten an arrangement for
“November Rain," years later | came up
with a couple of new parts. When we
went in the studio, | came up with most
of those solos. The tail-end solo, that
high-pitched thing, | came up with when
Axl came up with the piano chords a long
time ago. That and "Estranged” Axl's
been kicking around for a while, and I've
heard him screwing with little ideas on the
piano for them. When | wrote the guitar, |
wrote it quickly. If something doesn’t
inspire me right off the bat, it usually
means | can't get into it.

Could it be because you had onions
for dinner, or is it the song?

No, it'd have to be the chord changes, or
something. One of the nice things about
working with Axl and Duff, and aven lzzy,
is that we usually like each other's ideas.
There's a lot of songs | wrote that Axl
couldn't come up with any lyrics for,
which are really cool grooves, but they
didn't happen right off, so we never did
them. Usually, if an idea’s good from the
get-go, and everybody likes it, then we'll
use the song. If there’s a song that takes
too much contemplation, then we usually
don't play it.

Why do rockers love to solo on the
ballads?

| love playing ballads, | have to admit. It
gives me a chance 1o express a bit more of
the subtle and slower side of my playing.
“November Rain” also has one of the
more melodic, bendy, major key
solos.

Yeah, as compared to Guns N’ Roses of
four years ago, | guess time and experi-
ence make you better. If you want to
grow, you will, and so on this record, |
got into a lot of things that | wouldn't
have been able to do a few years ago.
“November Rain" would be one. All those
notes I'm playing aren’t in any particular
position where | know what I'm daing. All
the passing tones and stuff like that are
off of feel alone, and | don't think | could
have played that well a few years ago.
There's a song called “Perfect Crime,”




which has got a pretty “out there” solo in
it. There's a lot more going on in my gui-
tar playing than there used to be, and
hopefully it'll always be like that, where |
keep expanding.

Speaking of growth, you once said to
me, ‘Never again will | do intros with-
out a click track.’

We did “Civil War" with Steve Adler, and
it was that same kind of a situation. And
before | could put the guitars on, we had
to edit the drums because he was so out
of time. He couldn’t keep his meter
together. So it was another one of those
situations where | had to judge when he
was gonna come in. On the new stuff,
we didn't use a click track, but | had
Matt count in everything. Matt’s got really
good time, so it wasn't a problemn.

Was there anything that you learned
from recording this particular time?

| finally managed to be able to get feed-
back in the control room. This is some-
thing I've been wanting to do since the
last record, and we could never seem to
find a way of doing it. Mike Mayhew, our
bass tech, and Adam, my guitar tech,
developed this feedback generator with a
Mesa/Boogie in the studio. | can't techni-
cally explain how it works, but my
Marshall’s going in and it's coming out
through the monitors and then the board
is going into another amp. So the same
thing I'm playing through my Marshall is
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coming out of this other amp, which is giv-
ing me feedback. | can control it so that
it's not too loud. | can even tumn it up right
where the feedback part comes. It worked
really good. The beginning of “You Could
Be Mine” has got feedback on it which
sounds like more than one guitar, but it's
just one guitar.

You've always tuned down a half step.
Is that for the heaviness or the vocal?
It's for both. It's for vocals, and though
we're not Metallica, | do tend to go for a
heavy sound for hard rock stuff. | think |
used to tune down to D in Road Crew,
the band that | was in before Guns N*
Roses. | don't get too much slack on my

guitar. Adam knows everything about-

what | do and how to do it. He takes a
lot of pressure off me. All my guitars,
including the old cnes, get tuned down
like that.

It was a good touch when you played
the B6-string bass on "Right Next Door.”
There's 6-string bass on Appetite, too. It
adds an undercurrent even if it's mixed
back-it fills things out. | have to
approach the way | play it a lot more
carefully than | would guitar. Those 6-
string basses are not very consistent as
far as how they're put together. | used a
Fender, with a Mustang style body.

I've been told “Live and Let Die” is a
special song for you guys?

It's one of those songs, like “Heaven's

Door," that Axl and | have always loved.
It's always been a really heavy song, but
we'd never discussed it, and didn’t know
that we each liked it. We were talking
one night about a cover song and that
came up, and we're like, “Yeah! Let's do
it!" So | went to rehearsal with lzzy and
Matt and Duff, just to see whether we
could sound good playing it, and it
sounded really heavy. It's actually heavier
when we play it live than it is on the
record, because of the horns and syn-
thesizer, Live it's got more bottom to it.
On “Double Talkin’ Jive,” your classi-
cal guitar tag was a real surprise.

| don't know where that idea came from.
It popped into my head, and | picked up
a real nice Spanish guitar, which | kept. It
came out of nowhere, so | spliced it on
the end. It's played with a pick. Duff's
playing acoustic, strumming behind that,
too. Then | put the lead on top.

Was the slide melody for “The
Garden” composed?

| came up with it that day in the studio, so
there wasn't much practicing involved. |
had the basic idea, improvised it, and did
it a couple of times. | played it overhand.
This solo is particularly focused, in
terms of where your energy is. |
thought of Jeff Beck.

That's cool. | like Jeff Beck. That's
another one.that was one take. It's
aggressive. | think | have my regular Les
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The Inernational Btudent As-
sistance Association, operators of
the largest scholarship and finan-
cial aid database in the U.5.A., are
pleased 1o announce the develop-
ment of Project MAP ({lhe
Musician's Assistance Program).
This service, fun by musicians and
{or musicians, is designed to aid a
much discriminated group —you,
the musician, in qualifying for and
obtaining the funding you desper-
ately need to atlend any school in
any location ASAP!! (Perhaps one
of the many excellent schools ad-
vertised in this publication.)

Since 1881, the ISAA's financial
aid database {more than twice the
size of any scholarship service in
the country) has matched thou-
sands of students with financial aid
sources fotalling in the § billions §!
Our database comains over 300,000
active listings comprised of schol-
arships, fellowships, grants and
foans representing well over $10
bitlion just in privatesecior funding
alone! Last year over §135 millicn
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dallars wer unused!!! (a very con~
senvative estimate.) Other govern-
ment studies repart as high as §6
billion. This is very alarming can-
sidering the fact that most of the
privale organizations in our data-
base not anly need but bave lo give
{his funding away!!! it's intheir best
imerest 1o allocate as much fund-
ing as passible per student! "RAe-
member very few students apply
for this private funding, leaving
‘milions wnchaimed. The few thou-
sand students lerunate enough to
have an inside knowledge of these
sources will find paying for school
problem-free!lt

Remember SAA cumerly has

available to you in private seclor
grganizalions alone. You absc-

lutely do not need 1o show financial
need to qualify! Students from all
walks of lile, wealthy or poor, above
average grades or below, are being

awarded millions vearly. And the
best part is most of the private

scholarship sources pever have 1g

ba paid back! {Schooling free! It's
possible!!)

Thousands of well-informed
students aredaing this with little ar
nane af their own money {in many
cases paying reni expenses, elc.,
toc!!) leaving more time {or an
education and less lime warking
and worrying! Under the MAP Pro-
gram, you will too!

ISAA offers something ather fi-
nancial institutions don't, guaran-
teed money for school — not justa
list of scholarships available. [SAA

Ing from corporations, memrials,
trusts, foundations, religious
groups, plus many other philan-
thropic arganizations.
Accarding'to current headlines
nationally, mismanaged state and
federal funding sources continue
to face serious cutbacks! However,
private sector funding is expected
to grow at a rapid rale hringing

H ISAA! iciang as-

i 7 Under the
MAP program, each musician that
enrolls will be placed on a step by
step individua! program that only
he (she) can use. This program will
be construcied based on informa-
tion obtained from your musician's
financial aid application, whichyou
will be rushed once 1SAA recelves
your processing fee.

Simply fill out your financial aid
farm, and return it to 1SAA in order
to be processed into the studem
funding dalabase. Once your pro-
gramming iscampleted, you should
receive your program within 3
weeks. i
{unds vou need.

You are absolutely quaranieed

lo receive financial aid under the
program! Any student who does
not receive financial aid after fully
completing the program will re-
ceivea$100.00 U.5. Savings Bond
immediately just for Irying.

sicians interested in participating
intheMAP programoffered through
I5AA should send a pracessing fes
of $40.95 check or money order
(no credit cards accepted) along
witha larpe self-addreasad stamped
envelope payable to;

Intarnational Stedent
Assistance Association
Gne Hospital Trest Plaza

Dapt. MAP #14
Hinsteanth Floor
Providencs, Rl 02003

Two week hold on checks, im-
mediate processing on money or-
ders. Foreign countries (including
Canada) must provide payment in
U.S. funds drawn on a U.S. bank.
R.\. residents add 7% sales tax.

Telaphane
(401) 454-3177

Fax
(EST 8:30-5:30)
401-421-8040
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Paul with the Alnico pickups that | use
most of the time. The same one | used
on the last record.

“Don’t Blame Me" may have the loud-
est mixed solo on the records.

Really? | love that song. That's one of
those songs | introduced to the band
that was already complete.

You went for a Hendrix vibe at the
beginning of “Bad Apples.” Is there an
effect on that?

It’s just a clean guitar. | think | used a
Jazz Chorus for an amp. | use that a lot. |
hardly ever use a Marshall for playing
really brittle, clean parts. On this particu-
lar song, for the beginning, | might have
used a Strat, or | have this little Music
Man guitar that Keith Richards had. |
used that because it sounds great for
clean stuff. This song was written com-
plete, too.

| think it's the longest solo on the disk
and sounds fiat out live.

What’s funny is that | play it that way
most of the time, too. It dossn't change
that much, and that's the way I've been
playing it since the day | wrote it. It's liks,
you write a song, but you leave the solo
out. Then when the band is playing on i,
when you get to the solo section, you just
rip. If what you go for the first time you
play the solo is what feels right and what
you think should sound right, that usually
sticks all the way up until recording.
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At that point it can change?

Yeah, but it doesn't usually, The only
things that's weird is, on some of the
songs | improvise to the point that when
we go to play them live, if we haven't
played it since we recorded, | have to lis-
ten to the record again.

When you leave something on a
record, are you in love with it or are
you happy with it enough to call it a
‘captured’ performance?

When | leave something on a record, it's
usually got to be something that kicks
my ass, and at the same time, a really
good performance. Then I'll leave it, even
if it has a little mistake in it.

What effect did you use on “Coma?”
Mike put something on the little rhythm
part between the chords. | don’t know
what he used. | was going for a certain
kind of a sound. Since | don't use
effects, | don't know anything about
them, except for echoes. | fold him what
| wanted, and he managed to pull it out
of his rack somehow.

| remember you saying you'd use a
wah because you can control it, but
you wouldn't use a flange because it's
electronic. !
Right. | never planned on doing that fill |
was in the studio, and | had this idea. |
think it was because when you listen to
something coming out of the monitors,
and you're recording it, you can hear

emptiness that you
don’t necessarily }
hear when you're
playing it live with
the band. So you
make little changes
to the sound just to

make it more
dynamic and more
interesting.

There's a great
mood in the break-
down.

When | wrote "Coma," it was over a pret-
ty short period of time, but it was not a
one-day song. | kept playing around with
the ideas, and then tying it together. This
is another song that was basically
arranged when | brought it to the band. |
wrote the whole song, amazingly
enough, on acoustic. When | play with
the band live, and electrically, | tum the
volume down, tone it down for that mid-
dle section. | was actually looking for-
ward to doing that part when we were in
the studio.

“Civil War” socunds much improved on
iusion 1.

It's the same version, just mixed betier. It
was ironic in the timing when it came
out. When we recorded that, it wasn't in
our normal studio. | didn't have a normal
amp. It was one of those things where
we had to do it because we were doing it
for a benefit album, and it was a rush
thing. The song was great, but Steven
couldn't play. It took two days just to get
the drums. That's out of the norm for us.
| had o use a rented amp, and | wasn’t
particularly happy with the sound. Then
Clink tried to mix it in a couple of different
studios. | wasn’t happy with the mix, and
we usually don't use Clink to mix. We sat
in on the mix, but | couldn’'t get it right. |
didn't like the studio. When it came time
to use it for our album, we had it mixed
by Bill Price, who is awesome. He did the
Pistols, the Pretenders, the Nymphs.
There's a classic story that goes with the
mixing. We couldn't waork with Thomp-
son-Barbiero, who were the two guys
who mixed Appetite. At first, we chose
not to work with them, and then by mak-
ing that decision, they took on another
gig, and we didn't have anybody to mix
it. Then we asked them to do it and they
couldn’t, because they were working on
Tesla. Being that we don't know that
much about mixing and because we
were so close to the music, we got to a
point where we didn't even know what it
was supposed to sound like anymore.
Bill Price is somebody that we originally
wanted to produce the album, in the
early days, because he'd done the
Pistols and the Pretenders. We really
liked the sonics on those records. So we
got in touch with him and he came out,

Continued on page 146
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and he brought
a whole new
life to the
album. He has
a great overall
idea of what
separation’s all
about, as far as
instruments go,
especially
because there were so many things
going on in some songs. He was great to
work with, and he has great ears, so it
was a real relief, 'cause | thought the
album was destroyed. The hiring of Bill
Price is one of the reasons this album
took so long to get out. And then, of
course, because we're so brilliant, we
decided to start touring before the album
was even mixed. Which wasn't our fault.
It was more the fault of our old manager,
because he booked these gigs and we
hadn't finished the record yet.

One thing I've noticed about your
approach to soloing is that when you
play rock 'n’ roll, like in “14 Years”
and “Shotgun Blues,” you have a ten-
dency to use more of the whole neck
from the first fret on up. .

You know why? Ifit's a good rock 'n' roll
tune, you start out low, going in with this
mean tone, and then you go up to the
point where you're screaming, and then
it ends. It's an energy thing, where you
go in and you just can't stop. | think my
straight rock 'n’ roll style lends itself to
that more than the heavier stuff. | tend to
stick to melodies for the heavier stuff,
where the siraight rock 'n’ roll stuff is
totally wild. There's no strict melody.
“Yesterdays” is a pretty straight blues,
a Stevie Ray Vaughan/Strat thing.
Yeah, it is a Strat. That was a conscious
thing | went for. Even though there’s not
many notes, it was just a sound and a
feel. After | did the basic track, | knew
that's what | wanted to sound like. What
| do when | get up in the morning, before
| go in the studio, is pick the song I'm
going to play; | get down to the studio
and go, '‘Okay, get me this guitar, and
this, and this, and this is how we're
going to do it." And it doesn't usually
change. It's very rare that the idea that |
have for the guitar sound is one of those
things where we do it and go, ‘No, that’s
just not right." | usually know beforehand.
Would you know beforehand because
you've played the song a bunch of
times?

No, it's because | just know what it
should sound like. | didn't have a Strat
when we were rehearsing it, but it felt the
same, and when we play it live, | go for
the same thing on a Les Paul.

Was it intentional to have that “Day in
the Life” piano ending?

Oh yeah. Axl wrote that and | think that

NO ILLUSIONS

was part of it. When we did it in the stu-
dio, he might have extended it a bit
more. Some of those songs were thrown
together quickly. So when we rehearsed,
it wasn’t necessarily exactly the same as
in basic tracks, because we didn't have a
set ending.

The beginning of “Break Down”
reminded me of “Patience.”

That's a five string banjo tuned to guitar
because | don't know anything about
banjo. It's something | wrote off-the-cuff
whan Axl came up with that piano part.
“Pretty Tied Up” was some of my
favorite free-form soloing of yours.
Thanks. All this stuff was just so sponta-
neous, so there’s nothing much to say
about it. | appreciate the fact that people
like it and probably see more into it than
there is.

“So Fine” has that great “"Schenker”
tone.

That’s a slide, too.

The hook in the solo is memorable.
It's closest thing to “"Sweet Child
o’Mine,” as a simple, memorable gui-
tar hook.

That's it. When we were rehearsing that,
| was playing a blues solo, like filing the
gap, and when | went in to do the actual
guitar overdubs, this was another one of
those things that | just heard in my head
all of a sudden. | don't know why | didn't
hear it before. Same as “The Garden.” |
sat down and played it overhand, too. It
happened really quickly, which is great. If
they just come in a couple minutes, it
keeps you from going crazy in the studic.
What are your studio habits?

As far as the schedule goes, | iry to keep
a normal working day, where | go in at
10 or noen. But there were days when |
stayed up too late the night before, and
I'd go in at five. The one thing that’s real-
ly important is to be able to go in and fin-
ish what | set out to do that day.

Do you set realistic goals?

Yeah, | didn't have toco many problems
with trying to finish. But | did so many gui-
tars on each song or | covered for lzzy on
a lot of stuff, so | would get really frustrat-
ed when there was just no way that | was
geing to be able to finish the whole song
in one day. | didn't like it when songs
overlapped, but it would happen, because
once you're not inspired, and you start
getting burned out, there's no sense of
trying to continue going that night. Usually
| won't admit it, but Mike would tell me,
“Lock, you're pretty tired. Why don’t you
come in the morning and do it?” And he'd
have to force me out of the studic.

Did it ever seem overwhelming?

No, it was exciting. It was a challenge
that | was really into. Adding it all up, as
far as this band goes, with the amount of
stuff | was involved in, besides just the
actual getting to the studio and playing, |
was working 25 hours a day on it.»m
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DUFF McKAGAN

The living incarnation of King Crimson’s Twenty First Century Schizoid Man, to his neigh-
bors, Duff McKagan was brother to seven other kids. To the hungry dinner crowd, he was a bud-
ding chef of some reknown. On any given Monday, he was the drummer in one local band; on
Tuesday, perhaps several thousand miles away, he was the guitarist in another. When he left
behind his fashionable punk roots in Seattle, to move to L.A. at the age of 20, he became known
as a hot bassist on the scene, which is how millions know him now, in Guns N’ Roses. With a solo
album almost in the can, which he hopes to eventually tour behind, he may soon be known as
perhaps the hardest working bionic bass player in rock 'n’ roll history. Always ready to do what-
ever it takes in order to play at the drop of any of his several hats, Duff put on his thinking cap
for an intensive discussion of his many musical identities.

By John Stix e Photo By Robert John
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Does being a drummer and guitarist
influence you as a bass player?

Being a drummer gives you a great insight.
| know exactly what’s going through
Matt’s head on any riff. | still play drums.
Does that language become part of a
bass language?

Sure. | use the bass not only as a singing
instrument, | also use it as a percussive
instrument. I'm no Steve Vai on the bass,
but the beginning of “Swest Child” sings.
The mare abrasive songs, like the begin-
ning of "Right Next Door to Hell,” is what
| mean by percussive.

Do you enjoy listening to Billy
Sheehan?

| completely respect Billy and he also
respects my playing. We're friends. It's

DUFF McKAGAN

two different ballfields. For somebody to
look down on somebody else because,
'he’s not technically as good as | am,’ is
wrong. | play bass kind of like a lumber-
jack would cut down a tree. In music in
general, there's room for everything.

You are a guitar player and now you're
playing bass. Is it any less difficult?
That’s the great misconception. In the
general scheme of things, you're saying
people don't respect bass players as
much as guitar players, because there's
two less strings, right? Maybe | even
thought that way a long time ago. But
there's a definite art to playing bass, and
sticking to that art of being the bass
player and keeping the groove. | love
playing bass. I'd much rather be a bass
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player than a guitar player.

When you first switched to bass, did
you think, ‘Oh, this will be easy?’

No. I'd moved to L.A. in '83, and | knew
there were a million guitar players, a lot
of whom were technically a lot better
than | was. So | sold all my stuff up in
Seattle and bought a bass and a little
combo bass amp, and | was going to
play bass, basically, because bassists
were hard to find. | used it to get my foot
in the door. The first person| met in L.A.
was Slash.

How did you meet?

Through an ad he put in the paper. The
ad said something like, “Guitar player
looking for bass player: Alice Cooper,
Aerosmith, Dolls, Led Zeppelin and Fear.
Call Slash.” | liked the name Slash, so |
answered the ad. We met in Canter’s
deli. | had to leam a whole new train of
thought of attacking music. It is a whole
different ball game. | don’t know if this is
a good analogy, but a guitar player is
more of a ballet dancer, whereas a bass
player is more of a street dancer. Or, a
guitar player is a jig saw, where the bass
player is that lumberjack who cuts down
big trees.

Had you decided to switch to bass
when you knew you were moving?

The day before | moved.

What were you doing in Seattle?

I moved to L.A. when | was 20, but I'd
been touring in punk bands since | was
15. | started on drums, but | was often
times in two bands, where I'd have a gig
in San Francisco playing drums and the
next morning you’d find me with my
thumb out hitchhiking to Portland, to get
to my other gig playing guitar.

Were these original or cover bands?
Original bands. The first single | played on
was with a band called the Vains, nat to
be confused with Vain, It was '79, and |
was actually playing bass then. Then |
played drums on a single in a band called
the Fastbacks, who are still around. | was
about 15, gaing on 16. | played drums on
a few recerds of a band called the Fartz,
which were a very popular cult hardcore
punk band. If you listen to those records,
you can see where a lot of the speed
metal comes from now, 'cause we're
talking '79/'80, when there was no such
term as speed metal.

Did you think you would do this for a
lifetime?

I knew | would. I'm the last of eight kids,
and like | said, | was only 15 when | start-
ed touring. | told my mom, ‘| can't go to
school. I've learmed what | need to learn.
| just want to get on the road.’ After hav-
ing seven other kids, she's like, ‘Okay,
whatever you want to do.’ But, at that
point in your musical life, you don't really
think, you just do. You react. You go.
You don't know any better than to just
keep going. | couldn’t name any one par-




ticular band that | thought, ‘Okay, well
this is the band.’ [ was never one to go, ‘|
really want to make it to the top and
make a million bucks.’ That’'s not what
rock 'n’ roll's all about. | just knew |
wanted to play, and that was my life.
Why did you make the move to L.A.?
Why did | move out of my nice, safe,
Seattle surroundings? Because it was safe
and nice and comfertable. | flipped a coin.
it was either New York or L.A. and it went
heads, so | went to L.A. My car never
would have made New York anyway.
Were you making the music you want-
ed to make in Seattle?

Sure, but | started getting a bit too com-
fortable. Then | started getting very fid-
gety. It’s really easy to sit in your home-
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town and grow up. | feel proud, then
envious, of Soundgarden, Nirvana, and
all those cats, that they got to stay home
and the record companies moved up
there to them, and gave them a way to
put their noise on vinyl, without them
having to move to L.A. and having to go
through that.

So you moved to L.A. and met Slash.

| met Slash the week | moved there. He
had some songs, | had some songs.
Steven Adler was playing drums. The
band was called Road Crew, so we
played the song, “We Are the Road
Crew,” by Motorhead. We played "Mama
Kin," by Aerosmith. | think "Back off
Bitch" was one of the songs. We're
rehearsing, we're humping our gear
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down to this tiny place that doesn't have
storage. Even if it did, we weren’t able to
afford to keep our stuff there, and it was
in a bad area. | don't know if | would
want to keep anything there. We never
actually did a gig because we couldn't
find a singer. | was going to sing, but we
didn't have a P.A., so that’s about as far
as it got. Road Crew was very short-
lived. Maybe two months. Then | met
lzzy and he moved in across the street. |
lived in this real bad neighborhood in
Hollywood. | was working as a cook at a
Black Angus. | was a dishwasher when |
was 13, and a prep cook. By the time |
was 18, | was a full-on line chef. So with
lzzy, we see each other walking down
the street, and | think he saw me carrying
a bass and he goes, "Me and a buddy of
mine (Axl) just got a band together. Do
you wanna play bass?” | said, “Sure.” I'l
try anything once. So | went out there,
and there was a drummer and this other
guitar player. | dug lzzy's whole vibe and
Axl and | instantly hit it off. After we had
done a couple cluk gigs in L.A., | booked
us a tour. | said, “I'm going to see if this
works.” | came into rehearsal one day
and | said, “Okay guys, let’s tour. I've gat
all these numbers for all these clubs up
and down the West Coast and Canada."
Axl and |zzy were like, “Yeah!” We knew
this guy with a car, so we knew we could
get there. But the drummer and the lead
guitar player left the band. The first gig
was coming up in about four days, so it
turns out that lzzy and Ax| also knew
Slash and Steven. | said, “Hey, let's get
Slash and Steven in the band." So we
rehearsed for three days and made the
first gig. That was that.

Any songs from that road trip make
any of the records?

All of them. “Back off Bitch” was one. Axl
started “November Rain” back then. A
good quarter of the two Musions is from
back then. | was reading reviews where
people think we sat around trying to write
songs that match Appetite, when they
don't realize that the songs were from a
long time ago. We didn’t have the time or
money on Appetite to record a lot of
them. We said, ‘We'll keep this and this
for the next record.

What amp were you playing through
at that time?

The first amp | bought was the Gallien-
Krueger 800RB. Just the head. That's
when my sound started taking form. |
was blowing speakers left and right, so |
had to steal speakers out of music
stores. | didn't know thai the 800RB took
a 400 watt EV speaker to take that much
power. Now we're playing bigger places
and all that, so | use three 80ORBs.
When you're alone, what do you play?
| never play bass alone. | have never
once done that.

How would you become a better bass




player if you never practiced, or
played alone? How did you try to
achieve what you wanted to achieve
on the bass?

| don't rehearse by myself. That doesn't
mean | don't rehearse. Slash and |
rehearse, sometimes eight hours a day.
How good did you want to be at your
instruments?

Every instrument I've played, I'd always
attack it as opposed to being technically
great.

How much do you need technique to
be able to interpret what's coming
from the heart?

In music, you don’t have to do anything
exactly right. If it feels good and it sounds
good to you, that’s rock 'n' roll music.
That's what it's all about. Even if nobody
else likes it. But, if you don’t spend
enough time to get your fingers to do
whatever it is you feel and you want them
to, you can't do it. | was fortunate to be
from a large family who were all very
musical. | got a lot just from hearing all
my brothers and sisters play. Eventually
I'd play something | heard on the radio, or
something my brothers and sisters were
playing, like a Jimi Hendrix record. | could
figure out the chards in five minutes, with-
out ever learning a chord in my life. | was
gifted with that instinct.

Tell me about working with two differ-
ent drummers?

DUFF McKAGAN

Very important question. When we
went to try out drummers, | got
really depressed, because it’s hard,
especially for me, as | used to play
drums. | know what goes through a
drummer’s head, and | know how it
should be. It was really scary,
'cause Steven was the drummer
since the beginning of the band.
We're used to our style.

Did you try out all the drummers?
Yeah, we did, as opposed to just
talking to them to know they
weren't right. They tried out with
Slash and I. Since our albums
weren't out, we'd usually have
them learn “Jungle,” “Brownstone,”
maybe "Paradise City"—things that
they might be familiar with.

Did some of the drummers try to
play Steven’s stuff?

Yeah, and in some signature rolls he
does, like at the end of "Paradise
City,” you have to. We put a lot of
weight on Matt's shoulders,
because we were slated to go into
the studio and record these 38
songs. All in all we did 35 to 38
songs. And we still have that punk rock
thing in the can, that other album we
recorded.

Other album?

We recorded a punk rock cover record.
It's coming out next year some time. We
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play one of them live, by the Misfits. It's a
song called "Attitude.” We recorded
“New Rose" by the Damned, “Ain‘t It
Fun,” by the Dead Boys, “Down on the
Farm,” by U.K. Sub, "l Don't Care About
You,” by Fear. | don't remember what else
we did. We all had a great time with it.

Is this record more live than fllusions?
We did it a bit more live. We didn't have
to articulate as much as on our own stuff.
| sing on “Attitude” and “New Rose.” Ax|
and Michael Monroe trade off lines on the
Dead Boys song. It's something the band
has always wanted to do, and we just did
it while we were in the studio, as
opposed to regrouping and leaming the
songs over again, and coming back a
year from then and doing it. Matt had
four weeks to learn all these tunes, and
they weren’t recorded, so we had to
show him the songs, as opposed to just

. giving him Appetite and saying, “Learn

these songs for the road." But Matt had
all the nuances of these songs, like
“Coma,” which has 50 million parts.

As much as you knew the other guys
weren't right in five seconds, did it take
five seconds to know Matt was right?

It really did. We saw him playing in the
Cuit. We didn't steal their drummer away.
We talked to lan first. It was their last gig
of the tour, so it fell right into place. | was
crossing my fingers, 'cause he seemed
perfect. Then when he came in for an
audition, | was like, “Okay, yeah!'

Was personality a piece of the puzzle?
That's as important as playing, really.
There were a couple try-out rehearsals
with him, and then we hung out, and he
was instantly one of the bros.

When working in the studio, is the big
thing to lock up with the bass drum?
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Definitely the bass drum. Of course, my
bass amp and cabinet are in a different
room, but I'm in the same room with
Matt. | use a lot of eye contact. When he
hits a crash, | watch exactly when he hits
the crash, but first and foremost is with
the bass drum.
Where was your favorite rhythm sec-
tion groove on Appetite and the two
llusions?
Probably “Brownstone” or “Rock Queen”
on Appetite and everything, really, on
Husion. With Matt, you can't go wrong on
anything. We have a serious backbeat
groove, especially live. If we were to record
all the songs right now, there'd be a lot
more groove to it, and it'd be a lot heavier.,
Did you record both records in a similar
fashion, from the bass point of view?
Exactly the same.
Were you thinking it's scratch bass?
No. We record really live, so everything
was pretty much keepers. | fixed up just
a couple of little things. We'd do two or
three songs a day. We recorded all those
songs in a 30 day period. Songs like
“Estranged” and “Coma” would be whole
day things.
Were you physically in top shape?
Yeah! My callouses were all there, broth-
er! | had to rehearse with Matt six or
eight hours a day. Even with Steven,
before we do a record, | like to go in at
least two or three hours early with the
drummer and rehearse, and then have
Slash and Izzy come in.
When you’re playing for keeps, how
much are you being aggressive and
going for the best, and how much are
you saying, ‘This is the record, | just
want to play the part right?"
It's always aggressive. Clink won't lst
you be otherwise. When I'm in the studio
I'm ready for war.
Does the E: tuning give you any prob-
lems with strings flapping?
If you went down another half step, you
might start running into a few problems.
Tuning down, you get a thicker, heavier
sound. The basses that | use, the Fender
Jazz Specials, are slightly different, My
basses are made an RCH longer, to
allow for the strings flapping. My particu-
lar model was only made for a year or
two. It's got sort of a Jazz neck and
Precision body. It has a Precision pickup
and a Jazz pickup in the back. The first
bass | bought, the white Fender Jazz
special, that | bought at the Guitar
Center, had inadvertently been screwed
up when they made it. As opposed to
the neck being perfectly conical, mine is
half eggshaped. Somebody in the shop
filed it too much. | was so used to that
bass, that when | went to try other bass-
es, something wasn't right. It's like, wait
a minute, something’s different with
these other Jazz Specials. | went down
to the custom shop, and sure enough,

they spun it through this graphic com-
puter and found what was wrong-or, for
me, right-with the bass. So now | have
all my necks custom-made exactly like
that one.
The sound of the bass on Hiusion |
and Il seemed fuller than on Appetite.
That's weird, because | used everything
exactly the same.
It might have been the mix, but it
seemed to growl more.
Wow. I've just become ‘Duffer.’ | tried to
maich the sound, because | loved the
sound that | got on Appstite. Mike Clink
and | worked at it. We didn't record at
the same place. Maybe we did get a bit
more balls out of it, but I've played with
the same equipment since day one. | use
exactly the same equipment onstage that
| record with. I'd done a lot of recordings
before Appetite, but not playing bass and
not with the budget we had for Appetite.
This was the big deal, and | had time to
actually sit down and go, ‘Okay, now |
want to get a sound that | can live with
when I'm 65 years old.’
Do you record with a DI?
And | mike. | have my old stand-by 2x15"
EV 400 watt speakers, in an Acoustic
cabinet. | use one GK 800 RB head, just
mike the bottom 15", and then DI. When
we go to mix, | always push up the live
sound just above the DI. That gives it a
nice round sound.
How did Mike Clink help to get that
sound?
The magic about Mike is, he gets on
tape exactly what’s being played. This is
what rock 'n’ roll recording-is all about.
It's simple, dry; that’s it. Don't mess with
it. Don’t trigger any samples on it. |
would never allow that to be done. Just
record the band, /ive. We're not a studio
band. He saw that, and we knew that, so
you just press play and record. He got all
our sounds perfectly.
Was recording the basics in 30 days
important to you? What if you needed
more time?
We had 30 days booked at A&M to do
the basics, and we didn't want {o go
someplace else to continue. | like that
pressure. To me it's goad.
After you're done with your part, how
much do you participate?
I'm basically the cnly one Slash will even
let in the studio. He doesn’t like anybody
around when he records. He gets real
nervous, but [ drop by. Sometimes he'll
call me and say, “Come down, man, and
listen to this thing | did.” Who am | to tell
Slash what to do? But | love playing with
the guy. | might make a suggestion here
and there, which he listens to, 'cause he
knows if | make a suggestion it's at least
valid. | don't know where he comes up
with his stuff. His solos are never ran-
dom, off-the-cuff solos. He thinks, he
maps them out, but they’re not contrived.

DUFF McKAGAN
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Now the proven, popular Rock Performers Guitar Method includes video cassettes on
Technique and Style. Look, learn and be inspired to work on your own distinctive style.
Jim Gleason studied the masters for 35 years to produce this RPGM Set - 5 hooks (over
1,300 pages), 12 audio and 4 video cassettes. “Highly recommended” - Guitar World.

RPM VIDEOS - The best instruction you've
ever had. Each example is played in live video,
then shown onenoteat a time. Adrawing of the
fretboard appears across the screen, For each
note, a circle appears exactly where your
fingertip should be placed. A number in the
circle specifies the finger. An image of a pick
appears above the fretboard, pointing up for an
upstroke, or down for a downstroke.

The audio tracl describes and plays each note
while it is highlighted in music notation at the
bottom of the screen. All examples are also
written in music notation and tablature in an
accompanying manual, Videosare $25.00 each.

Technique 1 Video. All basic and intermediate
Rock guitar technigues. 2 hours.

Style 1 Video captures Van Halen, Malmsteen,
Vai, Rhoads, Hendrix, Page, Clapton, Schenker,
Berry and B.B. King with a solo in the style of
each. 2 hours and 40 minutes.

Technique 2 Video provides a tough regimen of
intermediate through advanced Rock guitar
technical exercises. 2 hours.

Style 2 Video focuses on vibrato, arpeggios,
chromatics, legato, tapping and tremolo bar
techniques with examples in the styles of Beck,
Lynch, Vaughan, Satriani, Vai,
VanHalen, & others,

2 1/2 hours.

Books 1-4usestandardnotation and tablature.
Books 1, 2, and 3 include: progressive lesson
guide, solo examples, rhythm fracks, melodic
scale & arpeggio patterns, ear training.

BOOK 1: Rock Guitar Fundamentals. 274 pages
& three 90 min. audio tapes. All techniques
(incl. tapping and sweep picking), pentatonic
scales and basic chords. Over 400 licks, Style
studies of Vai, Van Halen, Malmsteen, Hendrix,
Page, Clapton, Berry, B.B. King & others. Also
contains rhythm guitar techniques. $32.50.

BOOK 2: Intermediate Fingering, Advanced
Technique, Music Theory & Reading. 314
pages & three 90 minute audio tapes, Hundreds
of scale, chord, and arpeggio fingerings. Style
studies of Satriani, Beck, Vaughan, Van Halen,
Lynch, Vai & others. Rhythm guitar, $32.50.

BOOK 3: Improvisation, Composition, and
Advanced Fingering., 308 pages and three 30
minute audio cassettes. Extensive fingering,
theory of modes, harmony, melody, chord
construction & progressions. 26 scale types, 25
arpeggio types & 4,000 chord fingerings. $32.50.

BOOK 4: Advanced Arpeggio/Scale
Relationships. 304 pages & one 90 minute
audio tape. By Jim Gleason and Dave Creamer.
Every scale and chord in common use; the most
complete dictionary of useful chord synonyms
and scale tone chords ever assembled. $32.50.

BOOK 5: Chord Progression and Rhythm
Guitar. Over 100 pages & two 90 minute audio
cassettes. Essential chord progressions used in
Rock since 1955, in diagram form. $15.00.
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When it comes to
Music Equipment Catalogs,

there's only one number one, and . . .

We're #1

HERE’'S WHY!

We're #1 In Shipping...

@ \We ship more music gear than anyone

— over 10,000 shipments a month to over

100,000 satisfied customers.

We're #1 In Service...

@ Our 30-day money back guarantee is

We're #1 In Product Presentation...

@® Quality photography with lots of color photos, so
you get to see every knob and button before you

0] Prpfessional copy that's written in musicians terms,
with tons of information for making intelligent

@ Full page product reviews on the latest products,
keeping you up to date on all the hot, new gear.

@ Magaz_ine quality product articles give you more in-
depth information, and great ideas for getting the

legendary. This no-risk advantage lets you

buy with complete confidence.

support, and customer service that's

dedicated to your complete satisfaction.
On-line order entry for immediate up-to-

the-minute inventory and pricing info.

ship it the same day.

buy.

buying decisions.

best from your setup.

We're #1 In Circulation...

@ We mail three or more new editions a year totaling
over 1,500,000 catalogs to musicians like yourself.

r

Toll-free ordering, knowledgeable technical

Huge inventory assuring you of fast delivery
— most orders are shipped within 24 hours!

Two-day Federal Express delivery for just an
additional $5.95. Order it by noon and we

Here's a sampling of just a few of the quality brands
featured in every Musician’s Friend catalog ...

AR EDglech @a® ADA KORG
Marshott 2Roland” DIIOSS" Frndr:

TAscAm G b

Pickups

af

©< Fostex [Ey
lexicon samsow: %59 Socksons o

Tl

WASHBIRN 'Qul;lnule @éﬂw FUEHAN CARVER

ShuGE & ACTISONT

REE 1 Year Subscription ...

Name
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BBE GIVES YOUR
MUSIC THE SOUND IT
DESERVES.

"BBE
gives me
more
clarity and
definition—
especially on
fast runs.

1t increases the dimension of my
outboard effects and thumpin’-and
-poppin’ has more punch with BBE."

= Nathan East
BDBL.

Huntington Beach, CA
Sound Inc. (714) 897-6766

ASK YOUR DEALER FOR A DEMO TODAY

GIVE YOUR SYSTEM
CONCERT QUALITY
SOUND WITH BBE !

B8 ) ey

"BBE is the most hearable advance
in audio technology since high
fidelity itself! "

Music Connection Magazine

B"E, Huntington Beach, CA

Sound Inc. (714) 897-6766
ASK YOUR DEALER FOR A DEMO TODAY

GIVE YOUR HOME
RECORDINGS STUDIO
QUALITY WITH BBE.

e e T

“The
effect ‘
Fransfers O
beautifully to fape...

works great for guitar :
and keyboardists who want fo
restore that wonderful sound they

gotin the studio.”
Music Technology Magazine

""E. Huntington Beach, CA

Sound inc. (714) 897-6766
ASK YOUR DEALER FOR A DEMO TODAY

BIONIC BASS

What's your take on the 6-string
bass?

Slash played the 6-string on two songs. |
was gonna play it, and he was screwin’
around with it. He has a completely dif-
ferent attack to the 6-string than | do. |
said, "Slash, why don't you give it a try?"
He was havin’ fun and he was attacking
it in a real coal way, like he attacks a gui-
tar. | don’t think there's any use for it in
the usual context of a band. 5-string
basses were originally made to compete
with all the low sounds on the new
synths. It doesn't get that original, good
rock 'n' roll bass tone. The strings are
closer together. I'll tell you, in rock 'n’ roll,
a bass guitar has four strings and non-
active pickups. It's just you and the bass
and a cord.

Most bass players stick to one bass
for a real long time.

| just retired my original white bass. It’s at
home. But, like | said, | had to get the
other basses made exactly like it. Me and
John Paige at Fender worked together. It
took a long time. | didn't know it was
gonna be this difficult.

Tell me about your solo record.

| got a solo deal with Geffen. The
record's called Believe in Me. | recorded
the majority of it while we were on the
road, which kept it pretty fresh. |'ve
been recording all over the place, from
London to Seattle. | did some drum and
piano tracks in Dallas for a song called
“Lonely Tonight,” where | went in after
we played three hours. It was four in the
morning and | recorded till one or two in
the afternoon.

Is that how you would prefer to do it?
It is. At first | was going, ‘Okay, we'll iry
doing it this way.” Jim, who engineered
the Guns N’ Roses record, is co-produc-
ing it with me. | didn't know if it would
work or not, or if you'd be able to tell by
the tracks that | was tired. But you get a
second, third or fourth wind, and it puts
you in this state of mind. | don’t know
how to explain it, but it's great. Matt
played drums on one scng. Rob Affuso
from Skid Row did drums on one song. |
did drums on the rest of them. Bas sang
on one song when we were in London,
and Rob played drums in Denver and
Snake played guitar on one song. |
pulled some real bluesy stuff out of him
that he didn't realize he had. | turned off
all the lights and lit some candles. It’s
piano, bass, and just a kick and a snare.
It's real bluesy, low, subtle. We just got
him in the mood. It took a while but he
just let go. | said to him, just pretend
you're on a porch somewhere.

When do you think it will come out?
I'm almost done recording, but I'm not
going to release it till late summer or early
fall, because I'm going to tour on it. I'll
play rhythm guitar and sing, Slash is
going to play lead, Matt will play drums,

and this guy London McDaniel is going
to play bass. Teddy, who plays with us
now, is gonna play keyboards, sax and
harmonica.

For recording, you did all of the parts
yourself?

Yeah. | did drums first and there was
nothing to play along to. | did demos of
everything up at my house.

You would do the concert, having
played over three hours, and then
you'd go play drum tracks by yourself?
It's refreshing, actually. | don't use a click
track, either. My time is naturally pretty
good, but on some songs, you don't
want to have the greatest time. You've
got to go mostly with how the song's
going to go. In my head, | sing the song.
What kind of consistency can you get
for sound when you go from town to
town, or doesn’t that really matter?
Well, with drums it does. | have a real
consistent sound, bass-wise, because |
use the same bass that I've used on both
records, and | use the same technique of
recording my bass. With drums, there
has been a problem, so Matt made a
sample of all his Yamaha drum sounds. In
a couple places | use it. | play one of
Matt's extra sets. It’'s a Yamaha
Recording Series drum set, but every
room is different, and some of them
aren't so great. What I'm doing with four
songs, where the drum sounds are not
that great, is triggering. It's still me playing
the drums, but Matt’'s sound is triggered.
Is “So Fine” an indication of your
style?

Of my personal style? Yeah. On our
record, you've got to know that Slash
and | together wrote the majority of the
stuff. For my record, just expect the
unexpected, This has been a dream of
mine, since | was 15, to do something
myself. | was always a big Prince fan,
especially of the early stuff, like Dirty
Mind, that he did by himself. Now I'm
afforded the chance to do it. Some of
the songs are bits and pieces of stuff
I've written years ago. | have an 8-track
up at my house, and I've got 40 or 45
complete songs.

Do you feel that you want to be that
much better because now you have a
brighter spotlight?

I'm not a spotlight-monger. That’s not
why | play. But | know what you're say-
ing. I've been put in the spot now.
There's just three original members left,
the kids up front are checking us out a
bit more, and there is a heavier load on
my shoulders. I'd be lying if | said there's
no pressure, but | don't think any of us
really feels it. To us, when we go out and
play, we're still just the band, even
though we're playing bigger places and
getting all this press. But, when you’re
the talk of the town, you've gotta yell a
bit louder, | guess.m
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