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SaTurpAY, Aucust 3, 11:30 P.M., Los ANGELES: 20,000 rabid Guns N’ Roses [ans

watch the last of four sold-out shows at the Forum. A sea of tattooed arms wave
12-ounce plastic cups of Bud. The audience is on its feet: Men in jeans and ban-

danas and women in leather miniskirts scream their approval in hoarse, raucous




Alsh

Frinay, AucusT 9, 3:30 P.M., SUNSET BOULE-
varp, HorLywoon: In Geffen's publicity depart-
ment, Roxanne apologizes as she carefully
pats me down, looking for a hidden DAT
recorder. Security is tight: The pre-release CDs
I'm about to hear, she explains, belong to
Slash, Only two sets exist—Axl Rose has the
other, There have been piracy problems. Even
Gelfen staffers haven't heard the music.

Two-and-a-half hours later, I emerge from
the listening session—dazed, but convinced
that Use Your Illusion is a smash. Thanks to
the new drummer and keyboard player, the
band is tighter than ever, the material is in-
credibly diverse, and Slash is in top form.
What burnished, ripe tone.

FrIDAY, AucusT 9, 10:00 P.M., Sunser HYATT
Lounge. The band’s controversial image,
misogynistic lyrics, substance abuse, ultra-bo-
hemian lifestyle, and internal turmoil have
been well documented by both the rock and
mainstream press. A Jan. '91 Rolling Stone cov-
er story explored Slash—the bad boy rock
star—in all his tattooed splendor, including
his take on the “One In A Million" lyrics, wide-
ly decried as racist and homophobic. So what
am I doing here? “You saw the concert,” I hear

myself say, “you heard the new album. There’s
an amazing guitarist behind all the hype and
hysteria. Get to know him—player to player.
It’s time to find the story that hasn’t been told.”

Slash appears, dressed in black leather. We
settle in. Peering through his dark, curly hair,
the 26-year-old talks for several hours in a
husky voice hammered by cigarettes and Jack
Daniels. He's articulate, focused, and has a lot
to say about rock guitar.

You've got the warmest, fattest lead rone
since Dickie Betts and Duane Allman.

I was always really into guys with great
tone. When I first started playing, without
even thinking about it, I instantly went for a
particular sound. I tried effects—an Echoplex,
a Boss pedalboard—but I could never deal
with them. I'd kick the shit off the stage be-
cause I move around so much. At one point, I
even stopped using a wah-wah pedal because
it was such a hassle to run back to it during
the song. And I hate having anything mess

4[' GUITAR PLAYER December 1991

with my signal. It took me forever to get used
to wireless: We went through at least a hun-
dred Nadys before we finally dialed in on the
right one that didn't affect my sound.

You're one of those rare players who has a
real signature tone.

Think so? Here’s an easy way to tell if you
can identify it. I did the solo in a song on the
new Alice Cooper album. I'm using a [Gibson]
Melody Maker with two humbuckers—so it's
not my Les Paul tone—but the solo sounds
like me when I hear it. I'm a bit perturbed,
»cause Alice has a video for this song with Joe
gatriani in it. That pissed me off. I love Alice to
death, so I don't want it to sound like I'm real-
jy angry, but it bums me out to have anybody
think that it's Satriani playing my solo, right?
when I left the studio, all the guitars were
done. Somewhere down the line they put in
this other guy—maybe from the band, maybe
it’s Satriani—playing the chorus melody at the
tail end of the song. I heard it today on MTV:
There's my sound, which is sort of nasty and
ratty, and then all of a sudden this other guitar
comes in. I hope nobody thinks that's me; I
want to get that straight.

EARLY DaAYs

How did you get started?

My first guitar was a one-string Spanish
acoustic that was lying around the house. I
taught myself a UFO song and “Smoke On The
water.” My grandmother was really sweet; she
pought me an Explorer copy that I flipped out
on. Unfortunately, it was a piece of shit. Then1
gota Memphis Les Paul copy. At rehearsal one
day, I ended up sticking it through a wall neck
first, because I could not keep the fucking
thing in tune.

Did you practice a lor?

1 was a workaholic; I'd play 12 hours a day.
1 picked it up really quick because I was naive
in a way. I wasn't star struck, and I wasn't so
flipped out by other guitar players that they
intimidated me. I didr't feel like I was trying to
reach some goal—I was just learning. A lot of
people £0: “It's gonna take me 10 years to
reach this place,” and it freaks them out. I'm
real single-minded, so once I got into guitar,
that's all 1 did. It basically replaced school.

Atsome paint you got a good instrument.

That was a B.C. Rich Mockingbird—I wish I
had it now. [Quiery] T hocked it during one of
my so-called bad periods. But I played that
while | was going through different bands.
Later, I got & handmade '59 Les Paul copy,
built by a guy who makes awesome guitars,
better than anything the company produces
now—nothing against Gibson. I think that’s
when I turned into a Gibson freak—Gibson
and Marshall. That's been my standard until

this album.

When you were coming up, did you see
many hot players in LA.?

T couldn't afford good enough concert
seats to pick up anything from watching guys
perform, But for some reason, when I listened,
I understood how to go about it. Eddie Van
Halen was the only one who might have
thrown me for a loop, but I never tried to emu-
late him, 'cause I always thought that style
was his. It really bummed me out when every-
body ripped off his whole trip. Now I think he
doesn’t even know exactly what he's doing
[laughs].

Did you have any formal instruction?

One teacher, Robert Wollan—a great guy
who had a lot to do with me getting into gui-
tar—pointed me in the right direction. As all
music teachers are supposed to do, he started
me reading music and playing "Mary Had A
Little Lamb,” It was so boring! But Robert
played the shit out of the guitar—he’s still one
of the most amazing players I've ever met. I'd
bring in records, and he'd play “Stairway To
Heaven” note for note. He had a great cover

band that played Cream and Zeppelin. It really
pissed me off, 'cause I'd sit there with this bull-
shit Mel Bay. Finally, I quit and spent a lot of
time teaching myself. I worked full-time tg
support my guitar habit and stayed up until
God-knows-when practicing and learning. My
main thing was Jeff Beck at that time. I re-
member learning “’Cause We've Ended As
Lovers” [Blow By Blow] note for note, getting
every subilety. There was Aerosmith, Ted Nu-
gent, Cheap Trick, and Zeppelin. I sold my
soul to the guitar, IfI quit playing now, I'd have
no future [smiles].

Did you practice scales?

No. Robert tried to instill that in me. T must
have learned pentatonic scales in a few posi-
tions, but as soon as I really started getting in-
to lead guitar, scales went out the window.

Then how do you approach your solos?

I know what key I'm in, but it's more the
note1'm looking for. You automatically adhere
to certain patterns because the notes are
there. Use Your Hlusion is the first time I really
branched out with passing tones.

What's the secret to playing a great solo?

The most important thing is to be able to
hear it in your head and apply it through your
fingers to your neck in a split second. That's
what people miss out on. Instead of playing
patterns, hear the melody you're going for. You
need enough experience to know where it is
on the neck. I'm still learning this; it’s some-
thing that very few guitar players of my gener-
ation even paid attention to. You have a better
chance of reaching your goal if you hear the
solo before it happens, rather than just flip-
ping around.

In concert, do you Ity to recreate your
recorded solos?

Photo (page 38): Robert John/Geffen Records

“"Instead of
playing patterns,
hear the melody
you're going for.”

TFor certain songs, it’s out of the question
because I have no idea how I did them. Tt only
works if the melody is so stuck in my head that
Ijust hear it when I'm playing.

Do you practice much these days?

I hate playing at home. I'll do it to write
songs, but I love to play really loud and I don't
like my neighbors listening. If anything, I'll
crank up the stereo and jam along with a
record. I always have a guitar around, but the
chances of seeing me just sitting around play-
ing are pretty slim. I'm either at rehearsal—
writing stuff there and playing at mega-deci-
bel volume—or in the studio.

Do you carry a tape recorder to keep track
of ideas?

I never have—I remember everything. If I
play a riff, like in the dressing room before a
show, somehow I can retain it in my head. If
I do tape anything, it's gotta be on some little
blaster. I hate getting into 4-tracks and 8-
tracks; the whole headphone bit just doesn’t
gel.

Describe your picking technique.

It's probably my weakest point. “Locomo-
tive" [Ifusion J1) has this ongoing riff; I have to
be really consistent with it. If I don't concen-
trate on my right hand—really watch the
angle—I can lose it. I always grasp right un-
derneath the treble pickup with my pinky.

Photo: Gene Kirkland/Geffen Records

Sometimes I'm heavy-handed in my strum-
ming; I hit the guitar really fucking hard.
Here's how I hold my pick [grabs pick with ex-
tended thumb and index finger],

Your thumb is curved back and the move-
ment is mostly in your fingers' first joints.

For intricate stuff; otherwise I just slam it.

Do you break many strings?

I used to all the time, but it’s pretty rare
now. If I do break a string onstage, it fucks up
my whole trip, because it's always a D or B. I
have to grab another guitar.

Do you play much fingerstyle?

I pluck strings with my fingers a lot, like,
say, Mark Knopfler—especially for blues and
solos, During the show, I just use my thumb
and forefinger for the Hendrix bit [the
“Voodoo Chile” riff].

STUuDIO GUITARS

Rumor has it you've got a prerty righteous
guitar collection.

About 50 guitars. I'm really a guitar freak. I
spend money on what—snakes, guitars, and
cars? [ try not to spend foo much on women. I
keep everything in storage; I don't take the
really good shit out on the road because
things get too banged up. There was a point
when I had to take the guitar that I used for

Appetite on the road, 'cause it was the only
guitar I had. Now, it's beat to shit.

The '59 repro?

Yeah, the handmade yellow flame-top with
zebra [Seymour Duncan] Alnico 1T pickups.
For the first record, I must have gone through
10 guitars trying to find one I liked. And I
couldn't afford to buy some ridiculously ex-
pensive Les Paul. When our former manager
showed up with this one, it became my main
studio guitar.

Did you use it on "Sweet Child O' Mine"?

Yeah. For almost everything on Appetite
and then for most of the heavier songs on Use
Your Illusion.

You used other guitars on this album?

Some fucking great guitars—a 58 V and a
'58 Explorer. There's a certain nasal sound that
you can hear on “Heaven’s Door,” “Locomo-
tive,” and a couple of other songs—it's almost
[Michael] Schenker-sounding. That's just the
tone control on the V, no wah pedal. There
were a couple of other guitars that people
aren't used to hearing me play: I used one of
those small-scale Music Mans like Keith
Richards has. There’s a Travis Bean that I use
for slide on “Bad Obsession” [Iliusion J]. When
I first got into slide, I went to a Joe Perry Pro-
ject show; he had a Travis Bean, and it sound-
ed killer. So when I saw one in the paper, I
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ELECTED GUITARS from Slash’s
collection (left to right): (1) To-
bacco '59 Les Paul, formerly
owned by Joe Perry. In the late
'70s, Slash fell in love with the
sound of this guitar at Aerosmith

concerts. Now its his. (2) A '52 Tele-

caster—refinished, but otherwise
stock. (3) A gorgeous '58 Les Paul
Standard sunburst with stock pick-
ups. (4) This '59 Flying V—used for
the “Knockin’ On Heaven’s Door”
and “Live And Let Die” solos—is one

of Slash’s favorites. To produce a

warm, violin-like sound, he often
plays through the neck pickup with
the tone knob turned fully counter-
clockwise. (5) A ‘59 Les Paul with
original pickups, hardware, and fin-
ish. Acquired after Use Your Hlusion

was recorded. (6) Slash played the

Phota: Peter Figen
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slide solo on “So Fine” and lead
on “Yesterdays”’ with this all-
original ‘65 Strat. (7) The “Sweet
Child O’ Mine” Les Paul—actually
a '59 replica with zebra Seymour

Duncan Alnico Il pickups, built by

Peter “Max” Baranet of Max Gui-

tars, Hollywood, California. Used
for virtually all of Appetite For
Destruction and much of Hlusion.
(8) Another recent purchase:
Except for its finish, this very
clean '58 Explorer is completely

original.

i1

bought it. It has a gorgeous mahogany body
with this real subtle rainbow in the finish—it's
almost airbrushed. I played maybe 20 differ-
ent guitars on Use Your Ilusion: a Strat, a
Dobro, a 6-string bass, a banjo, some acous-
tics. But the sound that I'm recognized for is
my Les Paul through a Marshall half-stack,

Will there ever be a Gibson Slash model?

At one point they had an idea for a Slash
Les Paul. I gave them my best live guitar; they
had it for six months, trying to get the weight
and density and everything right. God bless
the guys who worked on it, 'cause they're real-
ly cool, but they sent me four instruments and
none of them sounded anywhere close to it.
I'm sort of pissed off at Gibson, because in the
six-odd years that I've been with them, I've
only gatten three gold-tops that I can use live,
And I've spent hundreds of thousands of dol-
lars on old Gibsons. We just cannot seem to
get a sound that I'm happy with from the new
ones.

Are you Inoking for any other guitars?

I wanted a black strat with a bar and hum-
buckers, so I had two built by Performance
Guitar in Hollywood. I use one with a talk bax
during the show.

RECORDINGUSE Your ILLUSION

How do you set up to record?

For the basic tracks, I play with the band,
using headphones; we're all in one room. The
main goal is to get the bass and drums down.
It's a great vibe and I wish I could record my fi-
nal tracks that way, but I can't. I need to be in
my own studio—away from where the basic
tracks are done—in the control booth. I don't
let anybody in from the band, if I can help it.
On “Shotgun Blues" [Husion [] Axl and some
friends popped in, and I did the solo in one
take. Sometimes you just want to fuckin' jam
in front of somebody. Usually no one was in
the studio except for Mike [Clink, producer]
and Jim Mitchell, our engineer. That’s really
my element. I love it.

What happens after the basic tracks?

I redo all my parts. There are a lot of guitars
on the album. Izzy has only one guitar
throughout the whole record; he comes out of
the left speaker. He recorded most of his stuff
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CCORDING TO ADAM DAY, Slash’s
guitar tech, the onstage rig con-
sists of one 100-watt Marshall
stack for a clean sound, a second
Marshall stack for a dirty sound,
and another amp for the Heil talk box.
Day switches between amps offstage. A
Boss 7-band graphic EQ pedal—patched
into the dirty amp’s effects loop—sup-
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plies a midrange boost that lends edge
to the lead sound and enhances feed-
back.

Slash uses four Nady 1200 wireless
receivers, each set to a different fre-
quency. The transmitters are always on,
giving him a choice of four guitars at
any time. His custom voltage-controlled
wah system is built by Matt Bacchi of
EMB Audio, Oakland, California. The
tone circuitry is housed in a single rack-
mount unit. Four onstage modified vol-
ume pedals connect to the unit via XLR
cables. “The beauty of this system,”
says Day, "is that the audio signal never
leaves the rack. The pedals simply vary
the voltage.” Front-panel tone controls let Adam adjust the
wah’s boost and bandwidth.

The guitar. cabinets are miked with Shure SM-57s (dirty) and
Electro-Voice RE-20s (clean). No direct sound goes to the board.

Live, Slash plays with lots of feedback. Reproducing this
sound in the studio isn't easy. Says Day, “It's tough to get natu-
ral feedback through the control room monitors with the whole
track coming out of the speakers.” Mike Mayhue, Duff's bass
tech, and Day solved the problem by developing the Feedback
Generator (see diagram).
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C
Volume Pedal

'3 Splitter Box

A Guitar Signal

Here's how the Feedback Generator works: In the control room, Slash's guitar signal (A) goes
through a splitter box (B). One split goes to a volume pedal (C) and into a MESA/Boagie Mark
I1I combo amp (D). The second split goes into the studio, feeding a Marshall half-stack (E).
The Marshall is miked (F); this signal returns to the control room, enters the console (G), and
is finally heard through the studio monitors (H), along with the rest of the tracks.

Adam explains, I picked the MESA/Boogie Mark Il be-
cause it had the most gain and distortion. It developed feed-
back the quickest and at the right frequency; this goes right
back to the pickups and out to the Marshall. The Boogie wasn't
on dll the time: When Slash wanted to have it in, I'd press the
volume pedal down and he’d start getting feedback. The rest
of the track was so loud in the monitors that the feedback
wasn’t too distracting.” You can hear the Feedback Generator
in the beginning of “You Could Be Mine” and throughout Ilu-
sion.

Diagram: Rick Eberly




during basic tracks. I did all the overdubs and
harmonies, plus my regular rhythm track.
There are a couple of songs, especially ones [
wrote, where I beefed up the tracks over on
Izzy's side, ‘cause he's got a particular sound
that doesn't necessarily . . .

... weigh as much.

Yeah, exactly. It falls out of balance. I did all
that, the acoustics, and my other instruments
in five weeks. For 27 songs, it was pretty quick.

Did you cut all your rhythm tracks and
then do all the solos, or did you complete one
song at a time?

Because there was so much material, I de-
bated both approaches. But I ended up going
in and doing the entire song. If there were four
different parts on that song, I'd just get into it
and do 'em. Otherwise, even if you switch
rhythm sounds for each song, you'd end up
playing all your rhythms the same. You need
to get into one song at a time, so when you go
to the next one, it's a whole different entity.

How do you set up for overdubs?

When I was doing my guitars, I stood out
in front of the main monitors with Mike and
the engineer. Just blasting as loud as possible.

Playing through the monitors, how did you
gei vour trademark feedback?

That’s a major problem that I've been bat-
tling for a long time. Normally, you go out into
the studio and stand in front of your
Marshall. With headphones on you
can't even hear the tracks—I don't
know how people deal with it. Any-
way, my techs came up with a trick
[see Welcome To The Equipment Jun-
gle, page 44]. I bet them that it
wouldn't work. They set it up so I was
coming through the monitors and a
MESA/Boogie [Mark III combo]. I had
the monitor so loud that even though
the Boogie was right in front of me, I
could still hear the band and sit in the
control room. I got a for of feedback
that way.

Did you have to stand in certain
places?

I'd find a cool spot and put a piece
of tape on the ground. Then girls
would come down to the studio and
hang out. I'd get in the next day and
find these shapes on the floor where
they'd had a ball with the tape. I was
completely confused: “Where's my
spot?”" Or somebody would come in
and tidy up. I'm like, “Fuck, do 1ot
touch anything, leave everything
alone!" I love things to be a complete
disaster. For every beer we drank, we'd
stick the label on the [control room)
glass—we almost covered the whole
thing. One day we got to the studio
and the manager had cleaned up. The
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whole environment was shot—all the porno
pictures were taken down.

For your Dobro and slide parts, did you
play in standard or open tuning?

The Dobro in “You Ain't The First” [[Husion
1] is in standard tuning. I used something I
picked up from Keith Richards for “Bad Ob-
session.” You take the low-E string off and just
have five strings. That’s how I play it live, too,
in open G [GDGBD, low to high). I think those
are the only slide tunings [ used.

And the banjo in “Breakdown” [Illusion I1] ?

It was a 6-string banjo tuned like a guitar
and played with a flatpick. I don't know shit
about real banjo.

Your classical guitar solo at the end of
“Double Talkin' Jive” [Ilusion 1] is poignant.

Thank you; I enjoyed doing it. That

Ramirez was one of my better finds—expen-
sive, but beautiful. It's really satisfying to hear
that the solo has some emotion. It was done
pretty quick. Actually, I didn't spend too much
time on anything. It was always one or two
takes, more or less, If the intonation was really
off, Clink would tell me, and I'd go back and
maybe punch in. But we never spent entire
days on guitar solos, We'd take an entire day
and do a whole song. Of course, for the really
long songs, it would take two days to get all
that shit right. But I'd like to think that it was
more rock and roll than what most bands are
doing these days.

What steel-string acoustics do you play on
the album?

I have several Guilds—a nice 12-string and
a couple of great big dreadnoughts, I used a
Gibson J-100 too.

Do you use the same picks for electric and
acoustic?

Yeah. I'm real simpleminded about that.
use the heaviest picks I can find for every-
thing. I don't believe in switching picks like
people switch guitars. It would probably be
worthwhile, especially for strumming an
acoustic—a thin pick is definitely easier to
use. Mine are purple [Dunlop] Tortex, really
rigid, I have to work harder for certain subtle
things: Sometimes when I get up the neck to
play soft, I really have to pay atten-
tion to the pressure I'm putting on
the strings to get the right sound,
whereas with a light pick you can
strum away. But I can't be bothered to
change. And I can't be bothered with
string gauges, either—I stick to Ernie
Ball .010s and that's that. I'm really
simple when it comes to equipment.
I don't like to switch around too
much.

LivE SouND

There is quite a tone change when
you swap your Les Paul for your B.C.
Rich.

Yeah. The Rich has gota bar onit. [
love the look of that guitar—it re-
minds me of the one I had a long
time ago that sounded so killer. The
one I'm using now sounds coal, but
because of the bar, it doesn’t have the
sustain of my Les Pauls. I only use it
for certain songs. When I got it, it had
a Kahler and sounded like crap. So
took the Kahler off and put ona
Floyd Rose, which helped a hell of &
lot. 1 love using a bar for textures and
vibrato—stuff I can almost do with
my fingers. I don't d0
divebombs—not much, anyway—of
those high-pitched harmonic thing$

Photo: Robert John/Gefft




all that jerky stuff.

You have several wahs-waks.

They're custom-made. There are certain
things I don't like about them, but they’re
completely original-sounding. I used one on
“Civil War" [IHfusion Ii]. Tt doesn’t sound like a
[Dunlop] Crybaby, and it doesn't sound like
fuckin' '90s metal tinsel-town wabh. It's real
thick. There are four of 'em onstage. I lean
more towards the Crybaby sound; that's what
used on the first album. Even on this album I
use a Crybaby for a couple of songs.

Do you use any other effects?

I've got my talk box. For the guitar solos, I

[T

use a little Boss EQ pedal 'cause I need that
gain. We have a great rig, It's complicated, as
far as I'm concerned—I don't even know how

Unlock the Power of Sound...

For years, Lee Jackson
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guitar plavers. Lee’s
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to turn it on! But it's one Marshall head for the
dirty sound and one Marshall head for the
clean sound.

How do you switch amps?

In concert, Adam [Day, Slash’s guitar tech]
switches for me. At rehearsal, I do the
footswitching for a while, and then Adam
picks it up. That’s really hard, because I don't
like to stand in front of my amps. I always
move off to the side to get a little ambience
because they’re completely dry—no delay.
And 1 like to hear the entire band; I can't stand
to hear guitar by itself.

THE GN'R SoUND

With both you and Izzy playing rhythm,
there’s a lot of guitar in each song, yet some-
how the music doesn't sound cluttered,

We don't work out our parts. If it's Izzy's -

song, I might turn the riff around a little bit
and add something. But he'll play his part the
way he wrote it—very loose, very Stonesy.
When it comes to my tunes, I write riffs that
are a lot more intricate—that’s my style. So he
just takes his style and adds it to my riff. Usu-
ally, for every five naotes there's one chord on
that side [points left and chuckles). We don't
consciously work out parts, whereas Glen
Tipton and K.K. Downing probably get into
that. I did most of the harmonies on the
record. I try to emulate them live by getting
my fingers in weird places. I never really got
into what you'd call true harmony; I usually
layer the same notes in different octaves. On
“Knockin’ On Heaven's Door” and “Live And
Let Die,” it’s just two guitars—the melody
high and low.

The bortom is really tight on this aibum.
Duff, your bassist, and Matt Sorum, the new
drummer, fit hand-in-glove.

Yeah. That was an important factor in
choosing Matt. It's different from the way, say,
AC/DC works, where the guitars play together
and the bass just keeps a line that goes
straight through the song. lzzy plays really
simple; me and Duff play all the intricate
stuff—it’s almost like one thick part. Duff
takes whatever riffs he and I play and does
them with the drums. And everything has to
be in sync. So if Duff’s playing with somebody
who's not hip to what’s going on, he knows in
an instant.

There's an impromptu quality to your
solos.

I don't believe in making everything pol-
ished. This record sounds almost toe polished
on some songs. It's not anybody’s fault; that’s
just how we play—as opposed to certain
songs where we sound really brash and loose.
Duff, Matt, and [ are so tight that the main
chord thing is really together. Izzy keeps it
loose; he's got a great thythm style,

AMP TALK

Do you hunt for amps the way you do gui-
tars?

That's one thing I haven't gotten into. I
learned a lot doing Appetite, as far as tone
goes. My guitars and amps sounded great live,
but not good enough for the studio. I had
some used Marshall cabinets with God-
knows-what kind of speakers, but I needed a
really good head. SIR [Studio Instrument
Rentals] must have brought down a hundred
fucking Marshalls, and I just couldn't find one
that sounded right. They even tried to turn
me on to these Soldano amps that go to 11.
Finally, SIR brought down one particular Mar-
shall that was magic—I used it for the whole
album. I tried to steal it: After I recorded the
album, I told one of our roadies, “Listen, as
far as SIR knows, we lost it or it's been stolen.”
But I get to rehearsal and the head is missing;
they took it back. SIR and I didn't have a real
good relationship after that.

What aboutllusion?

It was the same situation. T went through
all these different rental people trying to find
heads. Finally, SIR turned up with one really
great-sounding Marshall. This time we just
bought it. So I have one studic amp, and
that's it.

You don't take that on the road, right?

No. Live, I use Jubilee Anniversary amps.
They sound great, but Marshall doesn't make
them anymore. In the St. Louis incident, all
my cabinets were completely trashed. Luckily,
we had one original Jubilee stack left in the
warehouse, so we brought that out in a panic.
I have four stacks onstage, but I only play
through two. One stack has new cabinets, but
they don't sound the same. So right now my
whole live sound is teetering on one fucking
stack. If that goes, I'm in trouble.

LiFe IN THE SPOTLIGHT

It's amazing to see you jumping off those
ramps in concert. At first, I was afraid you'd
crash and burn—the band has a rep for play-
ing wasted.

We grew out of that. Before the show [ have
a couple of cocktails, to loosen me up. I
wouldn't chance a show on any kind of chemi-
cal; it's just not conducive to accurate playing,
Tused to play in cowboy boots, but now I'm in
my Adidas. We have a chiropractor on the
road; right before the show, he'll crack me up
and make me a bit more limber. And we have
4 masseuse. My left hand cramps up some-
times, and she gets right in here and loosens it
up. There have been shows when between
songs I'm going, “Ax, I can't play"—my fingers
are like this [makes fisf], Now at the hotels, re-

gardless of whether I want to or not, for break-
fast I'll eat cornflakes and bananas for the
potassium. Axl's always been very health-con-
scious; I'm the complete opposite—I used to
do as much damage as humanly possible.
Now that we're headlining, all of a sudden I'm
really aware—as aware as my personality will
allow—of my physical status.

Is that because you owe it to your fans, or
do you simply want to avoid breaking your
neck when you fump off the platforms?

It's more that I don't want to burn out or
have some physical ailment pop up in the
middle of a set. It was a conscious effort by

people who work with us, who said, “Try this."
For so long, my attitude has been to blow ev-
erything off; now I'm striving to be open-
minded. I started taking vitamins—pop four
with a Coke [grins]. I mean, I'll never com-
pletely grow up. After an awesome show, you
come away feeling fuckin' jazzed. It's the best
feeling in the world, so you do whatever you
can to support that. And yes, it does help to
have 20,000 people enjoy your show,

The rush must be incredible.

Yeah, it’s insane. But crowds vary; some-
times you'll go out there and kick ass for two
songs, and if it doesn't come back, you just

...Paul Gilbert Did.

“I can’t believe how
great this amp sounds!
I've always loved Lee’s
modified amps and this
onc’s the best 've heard
- right out of the box!
The effects loop and
clean tones work and
sound great so | don’t
have to worry about
switching or elfects
problems, the EQ
controls really work, the
distorted tones are
completely amazing at
any volume, and the
thing lights up when
you turn it on!
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Phistor Rick Gouldd

LEAD AMPLIFICATION

M' Hear Paud on the new

MR. BIG release Lean
Into It en Atlantic
Records.

I can’t stop smiling. [
love my tone again.
Thanks Lee, thanks
Ampeg. You guys rule.”
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cannot fake it. It's a total relationship between
us and our audience. If the crowd's not hap-
pening, or the building is set up in such a way
that you can't get the response, it affects your
performance. Then they get pissed off and
think they just saw a shitty show and that we
sucked. It hurts more from a fan than it does
from any critic. You can't really go, “Well, I'm
sorry, but this place is fucked,” because no one
wants to hear it. Yet part of the reason that
we're who we are is that we can't fake it either.
A lot of people aren't aware of how that works.
Our live shows are completely spontaneous:
There are no cue cards for stage raps, and we

[

don't play the same song in the same place ev-
ery single night for an entire tour. Each night is
a crap shoot [laughs]. When it's magic, it'’s
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you can easily carry anywhere.
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great. If you fuck up—you're standing there for
10 minutes, deciding what song to play—the
crowd looks at you, “What are you doing?” So
you really take a chance out there, and that's
probably why we're so controversial.

Do you ever get a little freaked out when
you're in front of @ sea of people?

We stopped the show a couple of times at
Donington—a big racetrack in England—
when things started getting out of hand. It was
people as far as you could see. It rained; peo-
ple would fall over and asphyxiate in the mud.
We didn't know that a couple of people died
until after the show. But the crowd never
freaked us out until St. Louis, when the place
exploded. [ don't think the band realized how
much power we can have over that many peo-
ple.

What's your side of the story?

Everybody thinks it's just because we were
wimped out on photos being taken. But you
can only put up with so much shit from one or
two members of the crowd. It's distracting to
have flashbulbs go off in your face. They're not
supposed to bring cameras, right? There was a
handful of security guys who weren't paying |
attention to the audience at all. They were
turned around, watching us. Axl told one guy,
“If you don't take care of this, I willl” But the
guy didn't react. I don't know if it was miscom-
munication or if he was just not interested.
We've been jumping into crowds our whole
career—that's how we do things. So Axl dived
in to go after the flash. When we finally got
him back onstage, he just walked off. We had
already played an hour-and-a-half kick-ass
set, but a couple of people started throwing
things, and then someone jumped onto the
stage—that brought out a few security guys. At
that point, the crowd got off on rushing the
authority and tearing up the amps—the whole
fucking grandness of it.

Then what happened?

We decided we were the only people who
could take control, so we started to go back
onstage. But by then the kit and all my cabi-
nets were down. These people were fucking
ripping into the metal MESA/Boogie grilles to
get at the speakers! Some guy ran off with a lot
of guitars—they caught him, Our crew and
our own security were the wall defending our
equipment. Some of our guys got stitches.
Backstage, there were people on stretchers,
bleeding, and cops coming through on
stretchers. It was real intense.

How did you escape?

They rushed us out in a van, all huddled
together. We saw cop after cop going in the
opposite direction. They're trying to blame us
for it, and in a small way, I'll say it was our
fault, but there were so many other factors in-
volved. We got to Chicago and found out the
gig there was canceled 'cause we had no




equipment. They got the lighting rig, the mon-
itor boards, everything.

At your last show, Axl warned someone to
stop throwing things. Do you ever worry about
your hands?

I'm less sensitive to it than Axl. He takes it
very personally; I just duck. As intense and
high-energy as our music is—like Metallica or
AC/DC—the rapport with our fans is really
good. It's a magical, sweet feeling to be in sync
with that many people, everyone having a
good time. It’s like a really oversized party with
everybody dancing to the same groove.

EXPANDING HORIZONS

Are you interested in pursiing outside
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projects?

I've got to keep active all the time. There
was a period—Axl was doing vocals—when I
got involved with some different people. The
first record I did was with Iggy [Pop], who is
just one of the sweetest guys. He was doing
Brick By Brick and had some songs he thought
me and Duff might want to play on. We hung
out one night, listened to his home demos,
and picked out songs. We went into the studio
and cranked out four songs in one day. I co-
wrote one. That was great.

You did something with Lenny Kravitz.

I fell in love with his first album. We met at
some awards thing and got to be friends, I
went to the studio and put a solo on “Fields Of
Joy" and played the riff on “Always On The
Run” [both on Mama Said]. That was a great
time too.

Do you enjoy guesting on other people’s
records?

1 did one session that I completely regret.
Don Was, who produced Iggy's record, goes,
“Would you be interested in playing on this
Bob Dylan project?” I hadn't been into Dylan
since he did something good years ago. Siill, T
thought, “Why not?” I came down to the stu-
dio and met Bob. He was as indifferent as in-
different gets—impossible to work with. On
top of that, I did one of my best one-off guitar
solos ever, one take—it was killer. When the
advance cassettes went out it was still on
there, but he took it off the official release. He
said it sounded too much like Guns N' Roses. I
was like, “What the fuck was I there for?”

That's bizarre,

I played acoustic underneath the lead,
right? Well, he wanted me to play like Django
Reinhardt! But the chords were a typical I-IV-V
progression—I couldn't figure out what he was
talking about. I ended up doing some strum
patterns, and he went, “That's it.” I'm like,
“This is not Django Reinhardt.” The space is
still there in the song, so now when it gets to
the guitar solo all you hear is me strumming
these stupid chords. I learned my lesson from
that.

Any other experiences?

There's Michael Jackson's new project.
When someone asked me to work with him, I
thought it would be cool, sort of an Eddie Van
Halen spot where I could really shine. I asked,
“Can I have a tape?” That was a major situa-
tion. Finally, I managed to get one, but it didn't
have any vocals—just synthesizer and drum-
box. Three to four months passed before they
finally asked me down. I was completely out
of my element, but I did one seng my way. But
no solo—the song was only two minutes long.
I used a talk box on another one. I played my
lick once, and they sampled it for the rest of
the song [grimaces]. I really wanted to put 4
solo on that one. They wanted me to do one
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forever... but your
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able sound levels by as much as
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more song. Six months went by and they
called: “Can you come down and finish?" I
said, “Yeah, when?" “Well, we're trying to fig-
ure it out.” A few months later, I finally call
them: “Do you want me to finish this? Maybe
Michael isn't hip to the stuff I put down.” And
they said, “No, you've gotta do it.” Ages went
by and they called again. At this point I said,
“No, I'm doing our record and we're on the
road. Too late.” I never met Michael through
this whole thing.

What a hassle.

For a while, I was bummed. But a couple
of days ago, Michael called. This little voice
says, “Slash?” We talked; it turns out he has a
song he won't record unless I play on it. He's
going to delay the project until I can get into
the studio. Michael sent me a tape—the song
is perfect for me. 'm practicing it right now;
I'm going to wail..

Where do you want to go from here?

I always live day by day; I'm not one to set
goals. The main thing is to keep touring.
That’s really my whole life. When the album
has run its course, Guns might go right back
in and do the next record. But if we take a
long hiatus again, I'd like to put out, not really
a solo record, but something with another
band—a temporary thing that I'd control. [t
would be geared towards an almost heavy
metal funk-rock concept—music with killer
rock and roll vacals and the most awesome
riffs. Almost like “Jungle,” only a little bit
tighter and heavier. A long time ago, Aero-
smith got close; Beck has a couple of magic
moments too. But I don't want it to be a guitar
record where I'm off on some solo trip, 'cause
I think that’s really boring.

Are you satisfied with your playing?

I'm just happy to still be. . . . There has
been so much potential for failure, given the
extremes of our lifestyle. The night I came
home and played my reference CDs was one
of the most romantic evenings I can remem-
ber. I listened to the entire set in sequence
After everything we've been through—all the
changes, the stress, the drugs—we managed
to put out a record and realize that no matter
what happens, we are really into our music
and we're not some fucking bullshit pop
band. 1






