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HEM JERRY GARCIA COLLAPSEDINTO A
diabetic coma two years ago this month,
Grateful Deadfans—a.k.a. Deadheads —the
world over held their collective breath. Not
only were they concerned for the well-beaing of their
beloved hero, but for the loss of an entire lifestyle, as well.
For more than 20 years, Garcia's graceful single-line
modal improvisations and thin, guavery vocals had been
the voice of the Grateful Dead; if there were any single
member whose |oss would certainly spell the end of this
unigue American institution, surely it was he.

But, of course, Garcia and the Dead not only survived,
they have thrived. In the year-and-a-half since his return
toaction, the Dead has produced its first Top-10 single
("Touch Of Grey™), a platinum LP (I The Dark), and a #1
hour-long music video (So Far). Qutside the Dead, the
45-year-old guitarist also took his own electricband and a
new acoustic band to Broadway, selling out 17 shows in
record-setting time at New York's Lunt-Fontanne Theatre
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JERRY GARCIA

All of this has brought the band a certain sort
of, well, respeciabiity among the establish-
ment media. There have besn cover stores in
LISA Today and Roliing Stone [which virually
snubbed—evan disdained —the band for
morathan 10 years], Forbes examingd their
unusual path o success, and People maga-
Zine picked Garcia asone its mostintriguing
parsonalitias of 1987, Grateful Dead videos
are even aired an MTY,

This new-found altention and succass
has had litthe affect on the way the band has
always gone aboul its business, however,
Long aga, the Graleful Dsad created ifs own
universe, which, as Garcia says, has itz own
parameters and goals. Where corventional
music-business wisdom dictates that touring
is & money-lnsing proposilion embarked an
only 1o suppor record sakes, the Dead has
literaliy survivad om ticket sales. Until "Touch
Of Gray," the band never had anything nears
Top-40 single, afthough two atbums prodused
in 1970—Waorkingman's Dead and American
Beauty—have soid steadily enough over the
years to be cadified platinum (1,000,000 units
sold). Mevertheless, for years the band has
played about 100 concens annually, sefling
out coliseums and sfadiums with vidually no
advertising beyond the Grateful Dead Hotling
—an array of answernng machines thal pro-
vide tour ard tickel information around the
clock [{415) 457-6388 in the Wesi; (201)
T77-B653 inIhe Easl]. And whara most bands
actively prohibit and police taping of concers
by fans, the Dead actually provide a special
section for tapers at all of their paformances,
which las1 up to three hours,

According to Garcig, 1he Grateful Dead
has always considered the audiance an inte-
gral part of the band, recognizing that one
could not exist without the other, This kind of
loyalty and igenification has crealad a sub-
gamre of Deadheads thal literally follow the
band around the country to all its shows.
Other manifestations of this devated loyalty
inciude a well-written fan magazine, The
Golden Road [484 Lake Park Ave., Oakland,
CA 94610], and a pariodically updated com-
puter dala base called Dead Base |Box 499,
Hanover, MH 03755] which includes & com-
phete history of Grateful Dead set lists starling
with 1965, In addition, Davig Gans, author of
an excalient “oral ard visual portrait” of the
Dead, Playing in The Band [ St Martins Press,
173 Fifth Ava., New York, NY 10010], hosts a
nationally syndicated radio program callad
the Deasdhesd Hour. There's even been a
baak about Desdheads, Grafeful Dsad: The
Official Book Of The Dead Heads [William
Marrow, 105 Madison Ave., New Yaork, NY
1001 6]

It's been nearly a decade since Garcia
last appeared in Guitar Player as the October
‘T8 cover stary. In a sensa, itle has changed
andmuch has changed over tha inlerening
years. Exceptforthe addition of keyboardist
Hrent Mydiand in 1979, the band's lineup
remaing intact Garcia, rhyihm guitarist Bob
Weir, bassist Phil Lesh, end drummer/percus-
sionists Mickey Hart and Bill Kreutzmann.
Meveor a particularly prolific recording band,
the Dead only managed (o produce ong slu-
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dio LP, 1880's disappointing Go To Heaven,
peiween 197% and 1987's In The Dark,
though several aborted attempls wera mada,
Conventional wisdomamong the Deadhsad
network focuzed on various bandmembers’
persanal problems, including drug depend-
ency, as primary contrivuting factors, By the
end of '84, members of the band and the Dead
family had become 2o concerned aboul
Jarry's downward-spiraling healin that they
confroriad him and asked him 1o gat halp. in
January 1985, Garcia was busted for drug
possession in 2an Francisco's Golden Gate
Park. Hemanagedfo beattherap, and by
most accounts, little changed.

CnJuly 10, 1986, Jerry's body mads the
dacigionfor nim. Two days aflertne endofa
shorl taur anwhich the Dead sharad the bill
with Bob Dylan, Garcia dropped inlo a dia-
betic coma. "The symptoms were allithere,”
he recalls, "but | didn't recognize them. | was
thirsty all tha time, which meant | was dehy-
drated, When the docters took a blood sample
in the hospital, it was thick as mied.” When he
came out of the coma, he began an extended
paricd ol rerabdlitation, learning to walk, talk,
and play guitar agein. " The neuro pathways
were still thers, but | had to learn ta reconnect

“It took a while before
| had a sense of how music
worked. | had to reconstruct
all that. It was three or four
months before | could play
in front of somebody.”

everything,” he says. Gradually, things came
backtogether, though he admits that it is still
an ongaing procass. indaed, itis a jolt 10 hear
this wall-read, axtramsly articulate man
ococasionally groping for words, "That's par of
the fallout—1 have to huni for words. | used to
have inslan! access”

Three months after his collapse, Garcia
was ready o take his first teniative sleps back
inta tha performing arana, making & guest
appearancs on Hallowssan with Weir's band,
Boboy And The Midnites, On December 15,
1986, the Dead was reunited, opening with
“Touch Of Grey” as the crawd emotionally
sang alang on is prophetic chorus: | will get
by, | will strwive” With hard drugs and bad
maaith benind nhim, Garcia's ratum revitalized
the Grateful Dead,

In January 1987, the band rented the
Marin Vaterans Auditorium in their hometown
of San Rafael, Calfomnia, and in two weaks
smoothly 'aid down the basic tracks for in The
Dark. According to Garcia, wha co-produced
the alburm with langlime Dead associgte John
Cutler, the secref {0 success was approach-
ing the sessions ke a ive concert. The band
set up onstages before the empty house just as
it would for a show ang played as it they were
performing far a packed house All electric
instruments wers plugged directly into the
mixing board of 8 mobile recording unit;
vocals and sound effects were overdubbed
later. The subsequent release of “Touch OF

Grey"” and Its rapid ascent up the charls
began the media blitz,

Sincethen, Jerry Garcia nas been s very
busy man. In addition 1o the hectic Grateful
Dead touring schadule, which included a
midsummer 1987 stadium tour backing up
Bob Dylan, Garcia's long-running electric
bandhas stayed active, and he's formad the
newacousticgroup. His cnstage demeanor
has changed dramatically from moody and
withdrawn to active and joyous, which is
reflected in his guitar playing, He truly seems
to have found new life with the Dead, And
early this year, ato saxophones legend Ometle
Colaman invited Jermy 1o join him inthe studio
for wark on his latest album, Virgin Beacty. In
the midst of all this, much of his important
out-of-print early solo and ensambie work
with artists outside of the Grateful Dead has
begun 1o reappear on compact disc. Avad-
able once again are Garcia, his first solo
aloum; Hooteroll?, with keyboardist Howard
Wales; and Live At The Keystane, with key-
boardist Merle Saundears,

We finally caught up with Jerryin March
for this wide-ranging interview, in which he
discusses the effects of his linass, his on-
goinglsarning process about guitar, and hig
working relatienship with the Gratetul Dead,
which he calls “the longest running experi-
mert in rock-and roll”

* * @ @

IDYOURHOSPITALSTAY MARK THE
longest period in 25 1o 30 years in which
diddr't have your hands on a guitar?

Yeah, that's right. | don't feel comforiable
without atleast poking around onthe sucker
every couple of days. More than that, il starts
1o slip away.

How lang did thet pariod (ast?

Well, | was in the hospital lor about three
waeks. | had Steve [Parish, s2e accompany-
ing slory, page B9) bring in my Steinberger,
and | started to poke around a liltle bit whila |
was still in the hospital—bul just & itte, Than
after | got out of the nospital, Merle Saunders
and [bassist] John Kahn came up to my
house a couple of imes a weak and made ma
practice. Merle would bring music, and we'd
play thraugh the chanpes of standards and
stuff like that. Gradually, | started to pick it up
apain. At first it was very stiff and machanical.
| could figura things out up to a point, bul it
toak a while balors | really had a sense of how
music worked. | had 10 kind of reconstruct all
that it was abouf a three- or flaur-manth pro-
cess before | fell like | was playing well
enaugh wheda | could piay in front of some-
body. | knew | wasn't playing as well as |
rememberedihal |l had beenablato, butl
wanted 1o pay,

Soilwasn'l really a maiter of not playing
for three or four wesks, There was actually
darnage o your memony?

Oh yeah, | had some damage. The dam-
age part was worse than the three or four
weeks. The threa or four wesks seemed
muchlonger. Butthe blessing about losing
Rurks of your memony is that you don't get too
hung up over what yau doan’l ramambaer,
becausa s gona. Il's not s guestion of, " 'Wha

Cionfinusd on page 32



Steve Parish On

The Care & Feeding Of Garcia's Gear

By Jon Sievert

AMUNG DEADHEADS, STEVE PARISH
is almost as fabled as Jerry Garcia. The
burly, ' 4" guitar technician has been a
member of the Grateful Dead crew since
1889, and for the past decade he has baan
responsiole for the care and well-baing of
both Garcia's and Bob Weir's equipment
Much of Steve’'s noforiety, however, slems
from iz other dufies, whichinciude keeping

over-zealous Deadheads off the stage during &

concerts, His long-distance lossas ara
lagendary

Parish, 38, hasalsobeen responsible for
Garcia's guitars and equipmant with the Jerry
Garcia Band since 1970, 1 was doing drums
andg PA work with the Dead when Jarry atariad
his band,” he recalls, “Since | was the young-
esl guy around and itwas an extra job, | kind of
gotelected. Jerry basically taught me what|
know about guitars, although | leamed a ol
from Ramrod, too, He took care of guitars for
the Dead until we swiched jobs in 1978." Now
Parish nol cnly maintains Garcia's equipment,
but manages and books the Jerry Garcia
Bard, as wall

Over lha coursa of nearly two decades,
Steve has seen Garcia go through a number
of eguipment changes, though not nearly as
many as most guitarists haknows of. "He's
only played four or five different guitars since
I've baen warking for him,” says Parish. “And
we've had the Tiger on the road lor almost 11
years now." The Tiger is Garcia's custom-
built instrument that was dasigned and con
structad by Doug Irwin [ 744 Dutton Ave.,
SantaHosa, CA95047]. Mgetsits nickname
from the brass and mother-of-pearl tiger inkaid
in ebory on the guitar's face, The instrumeni
has an arched top and back and rounded
sides, and is fazhioned from cocobolo, maple
and vermilion with solid brass binding on the
fingerboard and outlining the pickups. Its two
Ditarzio Super 2 humbucking and one Dikar-
Zio 80S- 1 single-coil pickups are equipped
with phase swilches and controlled by a 5
way selector switch

Electronically, the guitaris wired with two
output jacks, one sterec—which serves as an
effects loop—and one mona {see diagram).
Befora the signal from the pickups reachas
the cable, it first passes through a unity-gain
op-amp butfer/ampliber to protect the signa
from losing high end as the impedance load
changes whenthe effects ara kicked in. A
double-pole,/double-1nrow switch then directs
the signal in one of twao directions. In one
position, it is fed directly to the volume control
and out through the mono jack that feeds
Garcia's preamp and powear amp. Inthe other
position, however, the signal travels down ong
wire of a stereo cord to an effects rack that
patches any ar all effects inta the chain and

_ Effects
Selector
: UpBypass
Slgfek;gr Dewn:Eftects!
s s 1\:1‘““\ i g Slerec jack
[l : r Send/Beturn
Lt - —— "L For Effects
Unity-Gain ] = System
Bufler
7
g — Mono
ol ! | | Output
£ Coniro| ~4— Tao Preamp
g In guitar _[ -
E_' Pickups and Schematic diagram of Garcia's in-guitar

Tane controls

effects loop.

Steve Parish sets u Garcia's gear prior to
a concert.

then sends it back up the other wire of the
cord tothe guitar. [t then passesthougha
master valumea and oul through the mono j[ack
1o the prearmp and power amp, This arrange-
ment allows Jerry to presst effects bafore
starting a tune and kick them in or out with
elthar g laotswiloh or a switch on the guitar,
"That guiler isreally like an ar plece, " says
Steve. "llove taking careof it bacause it's
suchaona-of-a-kind thing. | literally keep it
with me all the tirmea when Jarry doasn't have it
It's liks & good friend Jerry's spare is a Modu-
lus Graphite Blackknite that's identically
wired, bul he's praclically never playved it I'm
going 1o have Doug build anathar guitar that
will be mare of 8 workingman's model. "
Astoreflects amplifiers, and speakers,
Garcia likes to keep it simpla, accorcing 1o
Steve. "He's always iked the front-end sound
of a Fender, 5o we have a Twin Reverb pre-
amped out 1o a Moiniosh 2300 300-watl
staren power amp and three 12" JBLET20
speakers. That's his bottom line. Then he has

an effects rack thal we designed with [Dead
electronic wizard] John Culler's help, Most of
it is stuff that's pratty hard (o get now because
it's 50 ok, Jerny loves the way it all sounds, but
he really doesn’t need gimmicks and gadg-
alry; hie can get nearly any sound with just his
hands," The rack includes an ADA Analog
Delay that's been modified to work with Emie
Ball volume pedals, an MXR Pitch Trans-
poser, a Boss Heavy Metal HM-2, a Mu-fron
Octave Divider, a Mu-tron |1 ervelope-follow-
ing fiter, an MXR Distortion Plus, and an MXR
Phase 100, “We used 1o go on shopEng tnps
for effects and come home with our arms
loaded, but that's changed, ' says Parish.
“Thera just aren’l that many gadgets out
thare. Jerry knows when he doesn't like soma-
thirg right 2way and gets rid of it quick. When
he likes somathing, he takes a lot of time to
feal it out before he putsil into his working
setup.”

Steva has immenserespectiorGarcia's
knowtedge of his equipment and his ability to
spottrouble; “Hehas an amazing sense of
what's wrong with his stutl. He always knows
right where the trouble is. I've learned to totally
rely on his sense. He's turned around and told
me things like, The house vaoltage just
dropped a couple of volts, And'm going,
‘How doas ha knowthat? How can anybody
tell that from playing guitar?’ But, sure
gnough, we'd check it out and ha'd direct us to
a problem we didn't know existed, And if
something goes wrong, he always knows
whal's happening bahind him. So. ifthere’s
something to be done oul there, you want to
go atitas gently as possible. You've gotto
keep a cool nead, because he's playing most
of the time while you're Irying to fix something.
He's always in both places; he knows jus
what you're daing.”

Because of Steve's long-standing familiar-
ity with Garcia's equipmeani, and his medicu-
lous preventive maintenanca procedures,

JULY 1988/ GLITAR PLAYER

89



T el TN N e W P P B Nl T

- PR SR Y -
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trouble seldom appears. Whan it does, it's
usually in the nature of a defective cord, a
broken siring, or a blown speaker. Neverthe-
less, the years have presented some unique
situations: "Rightafter| started doing guitars
fior the Garcia band, Jarry was playing an old
Fendear Stratocaster, and the plastic plate that
holds the knobs broke while he was playing
and they all fall off the guitar. Wa had 1o rig up
a quick template on the spot. Another time, a
{otally naked guy jumped out of the audience
and came running out from the side of the
stage toward Jerry. He tripped and fell on
Jerry's AG box gnd crushed &l the prongs. We
grabbed the guy and tossed him offstage
petore Jerry aver saw what happened. He
twurnad around and yelled, ‘What happened 1o
all my stuff? | said, "This naked guy just cams
running up...." And he said, ‘What naked
guy?' He thought wa were nuts.”

According to Steve, the whole crew es-
senfialy warks a 7-day week, grabting days
off here and there for themselves. "We're
currantly doing about B5 Dead shows a year,
Then thare are side bands and banefits and
things like thal. And whan we're nol daing
shows, wa've gol practice, repairs, and main-
tenance."” 5till, life has gotten a little bettar
from tha early 705, whan the Dead hauled
“The Wall"—an enormous sound system that
employed 500 JBL speakers and 50 Mcin-
tosh 2300 power amps “The band's equip-
ment and the P& were combined in the
setup,” herecalls. "We'd start at B.00 A M.,
and it would take two hours just toget all the
equipment ontothe stage_ By noon we'd have
the speakers stackad and we'd 1ake a half-
hour for lunch. Then we'd wire it and get all the
amps running by 400 PM. for the sound-
check, The show would start at about 8 00
P.M. and in those days, tha band would play
until 1:00 A.M. We left the hall around 4:00
A M. The next day we'd travel all night and
startagain. There were the same number of
guys on the crew thal are doing the band's
equipment now. These days we getiathe
venue at about 1,00 P.M. to get ready fora
400 P M soundcheck We're usually lnaded
out by 1:30 AM"

After 18 years, Parish has gotten 1o know
hiz boss well, and he speaks admiringly o
their redationship: “Working for Jerryis really &
beautifulthing. He had to put up with a lot of
real silly stuff when | was leaming, but he was
real patiant; I'll always thank him for that
Whenthe Gratatul Dead sterted, thay allhad
o hump their own gear, and he's naver forgot-
fen that, thank God. He understands the phys-
ical exertion and howrs that we putin, and ha's
appreciative of it. Even whan he was going
through some of his worst times, he never
forgot his refafionship with the who do
his equipment. He's always kept that on the
up-and-up. Themalting point is where his
playing and my job come togather. He'll get
mad and say somathing. but he naver holds a
grudge. He helps you work itoul ifthere's a
problam. | have a ol of fun doing my job, and
thare's a lot of great life that I've enjoyed that |
could never have touched anywhere else
We're traated real good by thesea guys, and wa
Iry to treat them good.” |

92  GUITAR PLAYER/JULY 1988

JERRY GARCIA

Cantinged from page 55

is it | don'l remember here? 15 it something
valuable?" It's gone. If it were something
important, it coesnt matter anymore. Gradu-
ally evarything sor of camsa back, but it wasn'T
wihout a certain amount of work. | had lada
everything at least once to remind my mus-
cles about how something worked., It was the
thing of making the connection betwean mind
and muscles, becausel hadn'tbean away
from playing tor so long that my muscles had
fargotten. The neuro pathways ware thare
and the reason for doing it and why 11 worked
—the inteilectual part of it—was alsothere,
but they were all separated. | had to pick them
up like here's a hunk of how music works,
owver here i a huni of winy | ike 1o play i, and
here's a hunk of my muscles knowing this
stuff. It was a matter of putting my hands on
the guitar and actually playing through tunas
and trying (o solve the problem of how the
structure of each tune works —addrassing the
wholething. That's whatdid it, but it tock a
while, I'mstillinthe process of radigcovery, |
suddenly go, "Oh, nght Here's a whole area. |
remember that year that | worked on this
stufl.” 11 tends to come back in chunks. But
e | say, | don'l remember whal | don re-
member. I'm not hung 8bout it, &and every time
| giscover something new, it's delighiiul.

Does the relearming process parsie) your
original fesErning process?

Well, there were actually a couple of dif-
ferant stages of my development. | didn't
raally start playing guitar significantly until the
Grateful Dead starled. | playeda liitig ina
band when | was in high school, but that was
all pretty much inthe first position. | played
lines. but | was a dabbler. | loved playing, butl
didn 't know how to get fram where | wasio
where | wanted te be. | didn't even havea
concept. And ¢ didn 't know any other guitar
players, 50 the whole thing seemead vary
remaote to me. S0, n & way, you could say my
guitar playing is informed by the music of the
Grateful Daad,

Hiow aid you make your firs! musical break-
thrawgh?

| put ry first real energy in music into the
S-string banjo. That was the first tima | ever
s, “How do you do this™ It was like crack-
inga combination lock, | slowed the records
down and painstakingly istenad 1oevery lick
and warked them oul | did a complete bragk-
down—as closa as | was able—*to leam how
1o play bluegrass banjo. And, having gone
through that process with banjo, when | went
to electric guitar | knew how to learn it And my
taste in music is kind of informesd by the banjo
inaway, 100, | ke o hear every note. | ike that
clarity and separation of notes. And that char-
acterizes my guitar playing, tog, in a certain
way, So | came &t it sort of backwards

L your rhythm and isad playing develop
af the same rate, or did you focus maora ofnone
aspect af firs!?

Forme, it's all playing the guitar. [ really
don't separaie lead and rhythm, although
technically spaaking, they're differant—whal
you're doing with your hands and soon. Bul
as faras how it works in the music and what
il's supposed 10 do, | con't really make a

distinction

But doesn't your role in the band change
whean you shift between tham?

Yeah, t does. And sometimes | surprise
mysell too. Sometimas | do someathing and |
don't know whers it comes from. In the Garcia
band, when [guitarist] Melvin Seales is play-
ing lead, sometimes | play a very strong
rhythmic figure that warks against what he's
playing, Iit'saleadling, butittunclionsasa
rhythmic thing. Early on in the Grateful Dead,
when we were doing Wilson Pickett tunes and
stuff like that, I'd listen tathe kot parts—1he
way ahorn stabs, stings. and slides, and the
articulation of the way a horn section works
together, | usad o dolike harp parts in the
Grateful Dead, because Weir would be
chompin' the rythm and doing the litthe guitar-
wlic things, like fills and R&B stuff. He's good
at that. He'd be laying down the Sth chords,
and ['d play little triads that worked the way
hornsdo, I'd play like the top partofa chord
And jus! becauss of the nature of the electric
guitar. three noleson it is like fen notes on
other instruments, t's real thick, Jus! a major
triad sounds amazing on an electric guitarif
yoiu really dig'in and aricutate it nicely so that
every note is really there. You can haar avary
note in the harmony that you're playing. So

“We still have that ability
to baffle each other, which
| think is really the key."

that horn section approach to playing partial
chorgs has a lot 1o do with the way | play
rhythm, | aimost never play anything denser
than & triad, And you can move those little
triad groupings. it's easier io harmanize a line
It vou're only harmonizing three notas of i1 if
you're trying lo work on live noles, ifgets a
little extended. If | were a batier guitar player
with bigger hands, | might have taken a differ-
&nl approach

Afer 23 years of playing with Bob Weir, do
you lind thirgs have become rather pre-
diiclabie?

MNotatall That's the thing aboul Weir, As
long as |'ve been playing with him, | still have
no idea what he's going 1o 9o, Weir is a much
more subtie and complicated player than |
am, Thething aboul Bob thal most people
don't realize s that he's got hands that are
twice the siza of normal people. He can play
wo guitar parts with one hand. He does these
things thal have unbelievable siralches
You're not expecting him (o have a three-
octave range. There's this thing going on in
thetop and, and it's all onatrack. it's notan
overdub, He sometimes doubles himsell on
records, but ke rarely adds another part, soit's
not a trick, He always just augments what ha's
daing. And he also has & tandency 10 think in
lang sections—Ilongerthan you'd expect
He's always &t least on a 4-bar or 8-bar pat-
fernand thenanother varsion will stan. And
sometimeas it seems he's just playing along
randomiy, but it's really not. Phil is that way in
spades. Phil's idea somefimes lasts the whole
song. He's building all the way through the



gofg, and you can't even bagin ta notice the
sense of 1. Some of his things | couldn't make
senae ofuntil | played the tapes back at twice
normal speed and brought the bass up to the
calla or viola ragister, And | discoverad, wow,
the whole tune is just one big melody that
goes allthe way to the end of the tune. The
tune is ke four verses, and it's like, "Ch, God,
how doas he do that?"'—because |'m coming
from that banjo space where I'm going eighin-
nole to eighth-note. | rarely plan, because I'm
mich better at changing draction than | am at
leading he way I'm great al goang, “"Whoops,
oh.” | cantumanadme That's my forte. The
ilusion is that I'm keading i, but really I'm just
lowd

o what exlenf are you the lesder of Grafe-
fuf Dead?

Mot to any graat extent. but the guys in tha
pand alltrust me. |1it's a matter of whan lo
close the door on & lune, it's easier lorelate o
one parsan. Butit could be any of us. It's me
because everybody trustsme. They know |
serve the music. Bul as far as ary of the rest of
il goes, Weair starts his lunas, 50 he's the
leader during his lunes. Brentis the lsader
during his tunes. And then we all take over
during various parts. Then it's throw your hat
irte the ring and see who votes for youl, It kind
of works like that, and that's part of what keeps
itamusing. And it's one of thosa things, too,
where on a night when I'm weak and | fes like
"I dont have a thing lo say tonght, you guys;
I"'m just bulighitting,” then we can go with
whoever's got the hot hand. And then somea
mights | laellike God, and it's, “Everybody
relax. Just give me room.” Luckily the Gratelul
Deadis organic eroughto be able to adapt to
all of those different personalities. That's part
of keeping it sansitive, fun, and unexpectad
Mobody goes, "Hey man, you fucked up your
solofonight,” or, "Why didn't you dothis? or
whatever. There are very few recriminations
—it's over now, whatever it was

fha Lead tave baen Nolonous lor never
hawng set ists. Has that changed?

Mo, not yet | da them in my band, though,
because | don't like 1o have to be responsible
for thinking about what comes next. |'d rather
just go out there and play. I'd rather make the
decisian firsl, down in the dressing room
Then | can changa t if | want, which | fra-
quenily do, | don't like having the pressure of
being onstage and being responsible for the
whole show

How do you determing what the next song
isduring a Gratalfui Dead sat? Do you lake
lurns, Or Joes someadQdy Jusl make e dedi-
sin by kicking i off?

's whichever comes first. But mainly we
do it my turn, Bob's turm, Brent's turn. As Brant
geis more and more turns, he'll be in the shut-
fle. That's the most fun, because there's only a
limited amount of interest for me in playing
andfronting the band. That's why | like to do
maore than ane thing. And [ love it when some-
body else is singing, because one of my favar-
te things fo do i3 backup ginging. | can't
back up my own singing.

You've always been known as a musician
who needs o play a fod. How oiten would you
parform if you had pour choice?

Ifitwearan't for the traval, I'd play all the
T Icdsalhy, el sk vy waek somathing lie

An
Experimental
Guitarist
Looks At The
Grateful Dead

By Henry Kaiser

w HY D0 FOLKS CRINGE AMD LOOK
atme suspiciously when | tell them
that my fawvorite band has always been the
Grateful Dead and that my lavorite guitarist
is Mr. Jeroma.John Garcia? Parhaps they
hakd to one of several popular misconceap-
fions about the Dead Many guitansts view

very long congerts al which they spend
nours tuning up. Cthars view themas a
oand with a recent hit and accompanying
MTV videos, or as a group with a very
peculiar cult toeliowing of Deadhaeads, |
consider the Deaa 1o be one of music's
most exciting and vared entities

It's not surprisng o me that sarxopho-
nist Crnette Coleman, anothar hers of
ming, should invite Garcia to play on his
mast recent aloum. Ornette is a jazz pio
naar whose spaciacular innovations in the
50s and "‘60srewrcte therulesof jazz. He
confinues to do so today with his Prime
Time band and other projects. Ornetle’s
plorearing sperit of “free jazz.”" his cpen-
ness lowards taking whalever path the
spirit of improvisahon leads, and his demg-
cralic ideas of cooperation bebween play-
&1 bear a cloga similarity to the way the
Gratefu! Dead have warked foraimost 25
yEars

Onstage, all of the band membars are
sensitiva to each ather, constanily listening
andreactingioeachother's playing. The
fact that these guys do this instead of play
ing by rote ar gong off on personal ago trips
isoneof the things that makethe Grateful
Dhead mora than the sum of iis parts. Blues,
jazz, rock, country, world music, and expar
imental musical torces and influences
mingle to create the Dead's style. Evaryong
in the band plays with conviction and inten-

Anexperimental guitarist extracrdinaire
and a mamber of Guiiar Player s Advisory
Board, Hanry Kaiser has appearad an
more than 70 albums, His mos! racent
Those Who Know History Are Doomed to
Repsat 1 [S5T (Box 1, Lawndale, CA
B0260), 158), features the Grafeful Degd
classics "Dark Star" and "The Othe One,”
as well as the firsi-ever recording of
“Mason's Children,” a Hunter-Garcia-
Lesh-Weir song daling back to [he late

‘Gz

thamas a bunch of old hippies who play |

LAMY

AR

Garcia blows during a July, 1984, per-
formance of “Dark Star.” The band has
not played it since.

sity: ike they mean it. As Garciasaysmihe
accompanying interview, 'l serve the
MUSIC

The Allman Brothers, Cream, Frank
Zappa, and others have featured extended
mprovisation anstage, but only tha Dead
deal with improvisation completely differ-
artly each nighl. "Dark Star” can be happy
sad, dark, cold, or hol—egach performance
a surprisa fo lhe awdience and to the band
The Dead dan' just improvise witfiin a form
they improvise with the larm. In the past
they featured long and open *Dark Star’
and "Other One'' jams, atonal feedback,
axlendead drum/ parcussion improvisa-
tions, long modal vamp jamimang, and ex-
lended song formimprovising within and
between songs Today mostof the mare
freeimprovising usually lakes place inthe
secand-set "space’ portion of the typical
Dead show

When the Daad explore thase less de
tarmined, free araas of rock improvisation,
they explore a much greater and mare
open rhythmic, harmonic, textural, and
spatial ares. Their early approach to im
provisation was an especially versatile,
opan, and practical one, For the past few
years or 50, 1he band has beenfeaturing
this kind of improvisalion lass in their
concarts.

f you are interested in checking oul
same of these mare "outside” areas in the
Dead's past racorded outlpul, | suggast:
"Dark Star” and "Feadback” {which, in-

cidentally, g inferesting to compare to
recent 'noise guitar” and ind ustrial music
coming out of Mew York City) on Live Dead
“The Other One”’ onGrateful Dead, and the
gibum Anthem Of The Sun. Tapes of live
zhows gbound: ask a Deacheadil he has
any intaresting ones i |

JULY BB/ GLNTAR PLAYER
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Ihis: The big shows on the weekends with the:
Dead, two nights a waek with the electric
band, and two nights a waak with my acoistic
guys with me playing banjo one of those
nights: And dothat every week, That'sideal
for me, because playing every nightis really
the: thing | would like most to be able to do.

Yo seam to be a very different persaon in
the contexi of the Garcia band, as opposed o
the Dead. How do you 588 your rofe shift?

| just try to do what seems apgropriate. All
threa bands have Iheir own identity based an
their own evolution, In the Garcia band, the
cora is John Kahn and |, and we've been
playing together for an awlul long lime. We
spent g long ims finding the right combination
for this band. Eventually we found Mahan, but
watriod lots of guitar playars ang drummars.
It's-a malter of chamistry, You go around
loaking for those people that you get along
with and who are musically similar to you. And
when you getthem, you hang ontotham. 's
e, "Hey, man. I'm not kettin' you outof my life
You're here for good.” Ba when we got Melvin
and [drummer] David Kemper, this band wani
zzzing. We've beenin this format for at least
gight years now, and we're sll comfortable
with each other. We can go cutonthe road
and nobody freaks out. We have all tha things
that we need to have a and that's viable, |'ve
Beer ir sorme fartastically great bands where
the chemistry didn'tquite work, Old & In The
Way was one of tha graates! bands |'ve ever
played in. No question about i, We all liked
eachother, bul it was just volatile enough that
It wastough towork—|ust a little edgy thera.
But, for me, that's part of the fun of being a
musician—gatting accustomed o ather peo-
pla. Working with people who are ditferent
than you and who have a different personality
Buta ol of musicians are not that way at afl.
They're very inflexible and have a real hard
time getting along with other pacple or adjust-
img 1o the situation. Or alot of paople don't play
wedl away from home because it's a strassful
situation. That's one of thosa things you can't
Kngw until you take a guy cuton the road. You
take g guy out and you wonder, " Hey, what
hrappenedtothis guy? He played sagraat. ™
And now | have the acoustic band with David
Nalson, Sandy Rothman, Kenny Kosak, and
Jahn, and we have the beginnings of that
chemistry. So, if wa'ra lucky, in anothar two or
threa years that will bacome an artity,

How would you characterize the music
that the acousiic band does?

It's son ot & combination of oldtime musie,
bluegrass, country and westarn, rockabilly,
and gospal—it"s kind of spread oyl Wedoa
lot of stuff that I've fraditionally done acous-
tically, and we do things that nobody's ever
heardme go before. Sandy plays Dobroand
mandolin, | play guitar, Nelsan plays guitar,
kKenny plays tiddle, and John plays bass
Sangy plays soma banjo, and | will evantually
play some banjo, too. The thing is, | only like to
piay banjo whan I'm nol the lead singer. Ina
way, Inat's another robe. Old & In The Way was
the parfect banjo situation for me; | played
banjo and sang barlone parts, andihal was
lie the: tradilional banjo player rola in a blus-
grass band. I'll oo twa or three songs & set on
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banjo and be parfectly happy, but | really like
1o back up the singing. When we were in Maw
ok, we were still really finding our sound, By
the time we played in Galitornia, we ware
gething pretty close. So something willcome
of it Eventually we'll put out a CD of some of
that siuff.

You've basically worked with just two bass
playars all these years, What are the sirengrhs,
simifarities, and oifferances batwean Phil
Lesh and Jahn Kakn?

Flaying with Jahn i3 ke playing with
myself in a way. His sensioilities and his
approach to music are almos! identicalto
ming. Philis all the things I'm not. John is
1otally harmonic, whike Phil is totally dizsonant
and that's why it works.

How i yows and Johin Kahn get fogether?

Wa started playing together with Howard
Wales in '69. We played with him every Maon-
day night for bwo years ail the olg Malrix clubm
San Francisco. Nobody ever came John and
| ptayed tagether for about a year before we
even réally talked 1o each other. We'd come
and =ay, "Hey, what's doing man?" and thal
would be it We'd plug in and play with Howard
and spand all night mutteringto each other,
“What key are we in?” Howard was soincrad-
ible, and we weares just hanging on for dear life

“The hardest thing
for me is to judge
my own playing. When I'm
working with somebody like
Ornette Coleman, | don't
have to worry about
who's judging.”

Far some reason Howard enjoyed playing
with us, but we were just keeping up. Howard
wag 5o outside. For both of us thal was a
wonderful sxperience. My eargotsa | could
tell the deepest chromaticism [faughs]. lcan
findit. Sometimas | can’t tell what itis, but |
know whére ilis, Playing with Howard did
more for my ears than anybody | ever playad
with, because he was soextended and 26
different. His approach was all exlensions and
vary keyboardistic. It's not guitarstic

Haw was playing with Merla Saundars
aifferani?

Flayingwith Merle wasdifferent because
he learnad & lat of his harmonic approach
fram a guitar player So that was regl easy for
e, W fit togethear just like that, Bul my style
and approach 1o playing 1otally comes from
whatever the music is. When | siared playing
with Merle, | wenito a more organ-tric style
You can hear it on the Merle Saunders things
that have just been rareleased on Fantasy
especially an the sludio stuff [Heavy Turbi-
lance andFire Up). There | played big, fat
chords and did a lot of that walking-style
chord shifting on the blues numbears and
things that Merl2 is so good at My style is
much more conventional ina way, with him,
andit's very satistying for me to play and hear
myself as & convantional player, It's a kind of
playing that | don't do in the Grateful Dead.

And Merle taughl mea structure. Hedilled
me in an all those years of things | didn't do. I'd
never played standards; i'd naver played in
dance bands. | naver had any approach to the
warld of reguiar, straight music. He knows all
the standards, and hetaughtme how bebop
warks He taught me music. Beiwaan the
combination of Howard and Merla, that's
where | really lagrned music, Belore twas
sart of, "Okay, where do | plug in? [laughs]” |
picked up the adult version of a music attituoe
from thosa guys

How digd vour recording experience with
Cimette Coleman come about?

He and his son Denardo came o a Grale-
ful Dead show in New Yaork, and we met there,
Phitand[Dead soundman] Dan Healy had
mixed one of his shows in Berkeley [Califor-
nia] a long bme ago, o there was some oon-
nection | guess he gol invited to a Grateful
Dead show, really enjoyed i, and came back
o my shows on Broadway. He said he loved it,
and asked me if I'd like fo do something on his
record.

What attrached him 10 your music?

His indicanon was that he liked the sound |
get. From my point of view, when | hear his
playing, | hear samething that | always wish
wiould be in mine—a kind of a joy and beauly
And it always sounds right. Evenwhen he
does someathing cutsida, it sHlfsounda right.
His playing has a kind of inteligance, sensitiv-
ity. and beauty that | always hope my playing
has, but I'mnot the one to judge that. The
hardestthing in tha world for me s to judge my
own playing. Luckily, whan |'mwaorking far
somebody ke Omette Coleman, | don't have
towaorry about who's judging. 1's covered,
He's going to maka me sound good, ng matter
wihal, or | won't be there. Sa, 1's one of those
timas when | feal protected in the situation
And Ornatie is very giving. | don’t know whan
I'ver worked for a guy who was maore inspira-
tional | learned <o much, and he was o gra-
cious about letlingme learn it A lot of oider
misicians ged bitter afiar going through years
of bad scenas and being bumed. But Ornefia
doesn't seam to have a bifter bone in his body.
He's justa lovely man. Working with him was a
tremendous honor.

Wha! did you actually do with him, and
how did you approach @7

| gid three tunas on his album, You've got
to hear them. They're Ornetie Coleman unes.
His playing is jus! gorgeous Forme, itwasa
thing of finging a plece whera ! telt | could say
something rivthmically and tonalky. And inthe
places where | hadtrouble, | wouwld just say,
“Haey, Orrette, |'m having trouble with this.
Can you steer ma through 1his or give me
someasense ol what you might liketo hear?”
Ha would never say, "Dothis,” or, "Dothat.”
Ha would say, "Hara's a possibility,. Here'sa
couple of things you might do,” and offer
maybe & half-oozen possible things. Then |
would play, and ha'd say, "veah, that's neat.”
ltwas allon the positive side. It was reallya
nice experiencs

I5 i possibie to put your finger on some of
e spacific hings you iezrmed from working
with hirn?

| can', bacause it's personal. Somathing
would come ug, and I'd say, “Well, what's
goin’ on hera?'’ Bacause I'd haar the tonality
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and think, “What the fuck is this7" So he'd
break oul the music. and | would look at it it
would take me a while 1o figune i oul, bacauge
'm not a sight-reader, but | can read. I'd go
through and say. “Olkcary, | Sée how thes works "
Then if | slartad to get into real trouble, he'd
get his homn And he'd say something kke,
“Say you're piaying in A minar,” and he'd play
some A mingr erpeggos and then maybe
some Eb arpegoios. Then he'd say, “Well you
can da fhis or that " It was mona in the way of
opening doors, ke “Oh, yeah, far out; now |
06, s like a maze, # you think of music as
being a maze. Somebody can say, "Parn of
This passage works ke this, and this part goss
kxe that.” and all of a sudden it chcks. Like
"Oh. yeah | canget the rest.” So il was kind of
along those knes. ITs not something | can

communicate that directly to somebody elsa,
But just in a parsonal sanse, i's ane of hose
things that has the etfect of fresing up my own
playng by giving ma ways 1o intelactually
support something. So i go into sometfing
weird, | know why I'm going there, | have a
sense of oplion Learning things from him
harmonically 15 kkeopenng the door 1o every-
where. I's nol rasitricted; il just cpens more
doors. For me, it's something that comes right
at that moment n my musical iife when | need
that king of input. It was real helpful for ma,
and I'm just now starting to feel the effects. it
represents a long-lerm thing. This is going to
go on for a while because in five of six hours
he gave me a hundrad yaars wonh of siuff 1o
work on. 've ol stull 1o mull over forever
Whal do you hang onto harmonically
wihen you re working in chramatc mooles with

= T o

At i8S, Poul Guilbert won the LA Guitar Wars
—pviuduated from GIT (Gudtar [nstifute of

15 fov be releatsed early 88,

Sewd for free cowrse cainlog.

g
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Technolagy! and begrn feaching at GIT. His
thered albume with Racer X “Extreme Volume™

someone ke Oinelle or during the Dead’s

Featured GIT Instructor

Paul Gilbert

Synchronization

Alternate picking is one of my
favorite things. It works well for
playing at an even tempo, gets a
good tone out of the string and is
efficient enough to allow one to play
very fast and clean,

Here's an eight note sequence
that has allowed me to develop my
alternate picking enormaously,

Play it in 9th position on the [)
and (& strings. Notice that E is the
only note playved on the G string and
that it is always an upstroke.

Make sure to keep your
hands synchronized and don't stop
practicing the lick until it sounds
like a popsicle stick caught in your
bicvcle spokes.

Musicians Institute
1655 McCadden Place Box 325
Hollvwooed, California 90028 (213) 4621384
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“space” segment?

ltdepends on what | hear. If somebody's
playing something that supports me that has
fundamentally, say. & O minor seventh lonal-
ity. then | have lots of different ptaces o go. if a
guy is hanging inthera rocking batwean two
chords like Dm 7 and Em7—ha's doing thal
whole-slep back and forth—1hen | can play in
L major or ERmajor or E magor seventh, | take
my cue from what I'm hearing, and then it's a
question of approprataness |'m abways lean-
ing an the adge of, “Doas this work?" It it
doesn’t, | change il Part of i is just my own
taste. | lilke the sound of some things that are
dissonant and strange, and some | don't. |
don't realfly know why, but as | develop them,
they prowice |ithe plecas of furiture for me 1o
say, "Cll-ca',r. | know thal | can use this broken
moda whers the lirst part is a Lydian mode
going up, and the second part is a double
diminishad scale that continuas up a half-step
higher " Thare are things that work sort of
mechanically and sound good up to a point
But than you have to change i at some point
or else it doesn't really sound good, bacausa
it"s not purely double-diminished. For in-
stance, when you gelto a cerlain point, you
have three half-steps in a row. I1's that kind of
stuff. i | had snough time to sit around with i
and analyre i, | could probably encplain 1o yo
whal it is that makes me think |'m doing ciay.
But really I'm going on, "Does it sound like it's
working 7"

How important t5 access o the finger-
board in that equation?

Viary important. You have to have anough
accass bo the fingerboard Ihal you're not hung
Lig aboul whese you are. In ather words, “What
key am | n? What scale interval am | at?" You
need 1o be able to let that go past you. I'm just
geiting into being able fo get a good sound,
regardiess o the siructure's mathematics. So
migch of the guilar is paltems, But 1 you ook al
il nght, patterns start to medt into each other;
pratty soon you can hdt amything from any-
whare. The quality of consciousness that you
putinta the note also has & lot 'o dowith it. Yiou
can play any note in any context, and i you
peary thal sucker ke you mean it, i's going to
sound good—almost. The note that comes
after it, and when it comes, and how smoothiy
wou play it, and now much exprassion—indi-
viduality you can give the note—1that also has
& lot o do with it. Like, choosing to give a note
a really rich vibrato or a real dry atack. Or
Raving a slow cpening and a long sustain The
personality of the nota has as much to do with
itz appropnaleness as the sefting does. I'm
finding that out more and mare

If you're twa oclaves above whataver
irgiriment is playing the chords, you Can pay
glmost any note, and it will work as an
gxtended part of the chord. If you're in the
same oclave, then it will work because il
darkens ar brightens the chord—[ike an inte-
rior vioece. It's like playing two hands in the
same octave on the pana; it really clangs. i
you spread it oul more, it sounds prettier,
though the darkness is sometimes real inter
esting. The rhythm is the final part of the
equation, The way you release notes, their
value, and the holes thal you leave have a ot
1o do with the strength or the power of your
playing. When the band is pulsing along,



punching eighth notes—whers you can think
of any node as the one—1 like 10 do things like
play a figure thai's maybe seven beals hong
starting, say, on the and of beal four. You
craagla his incregible tension. and the next
thing you play s geing to either increase he
tension ar you're going 1o find yoursell back
on a niew ane [1's ke some kind of hypotheti-
cal igsaw puzzie wherg all the pieces are
white ang all the same.

Do you feel that the space segmant has
gotlen more successiul over the years?

Wedl, il's gotten a bttle narrower atety, but |
thirtk it's going fo expand out again prefly
quick. Tha drummers have been adapling 1o 2
argely electronic sethng over the last year
bacause they've replaced most of thesr shufi
with electronics, and they're now gelting used
1o it. Bob and | have been basically working
together, Dob plays the setting, and | play over
the top of it That's pretty much tha way it
works. But | think we're going to stan chang-
g SUr space Sedmant Bacauss we ra capa-
ble of doing so much mare now, And as we
hnd ourselves more involved in the MID|
world, | think it's probably just going (o get
weirder and weindar —mare orchestral

Have you gone through periods when
you've been in danger of falling into a
struciura?

Structure s nol a problem with the space
stutf. It doesnt even come close to having a
structure. But there is a form. That is to say if's
Bob and [ with Phil. Bul in terms of actually
faling o something that we could ropeat,
even it we wantad to, wa're a long way from
besng anywhers near that.

Ag yoi rasp of technique becomeas
greatar, how J0 you avord he danger of tech-
nigue taking aver feeling? Does thal ever
become & probiem’?

Yes, it does. But in the long run it stogs
being a problam. The point is 10 kesp looking
What happens with me classically is that | go
through spurts of, "Wow, here’s a whaole
bunch of stuff to learn,” and star really poking
away at my technique. Pretty soon I'm domi
nated by technigque, which really is ancther
way of saying, “Now I'm playing all habits." I'm
aoing thesa things because | practiced them
80 mich My fingers do them, and I'm not
even there, Finally, | get bored with my playing

has to comea ug o the wall because my musi

cal me is dalightad with being able o execiute
stuff that's difficult. That part of it is very satis-
fying. it's kind of ke classical music, You'ra
satisfied to be able o rp off that scherzo
[faughs] You want 1o be able 10 do that, but
you wanl o be able o absorb the technique
and let the musicality be the thing that comas
forth. For me, the only way 1o oo it is 10 ovear

amp at avary level Il just bump ino that
technical wall, overamp on it, and then
bounce off of it. Sometimes it takes six
monthe, sometimas morne oF [2ss. And then

get bored with it and say, "Now l've gotf o do
something really weird.” I'll start busting
myself. | decide I'm not going 1o play any
figure with more than three notes next to each
other, | slart creating itle problams. And
those are just as weird becauss then you're
avioiding stuft, The whole thing is kind of artif

cial in & way, bul eventually avengdhing mor-

mals out. That's why | like to keep playing. I'm
invalved in this series of ongoing problem
soiving and | haven't gotten to that place
whera ['m playing the way | wan! te yvet, I'va
got o keep playing o getthere. It's & dynamic
problarm.

What go you do to push yoursall as a
MusIciany?

| gat bored. Nothing's worsa (han my own
boredom

O you stil go through mitanse study and
praclice periods?

| used to put in & cartain amount of hours
and | sfill do, but it's real periodic, Like every
coughe of years | go throwgh a whola bunch of
new stuff, even old issues of Guitar Playver. |
think, "Now hera's an interesting thing that
somebody bothered to transcriba, This is
something | would never think 1o do. Why
don't | just try 17" And maybe there will be

gomathing in thera 've never dreamed of, and

Ell turn wp later. Those things are always
posidive, but I'm not at &l systematic about
dealing with it. | tend to do it m spuns. If you
assume that you haven learnad everylhing
e, there's no reason why your playing can’t
stay dynamc all your life

What are the mosi imporfant elemenis for
geiting & good fone?

It depends on whal your concept of
pood” tone is. First of all, t's important to
have a concapt of good fone—no matter what
it i=. And the mst of it is just finding it. My
concept of good tone 15 a clear, unambiguous
gound on each note. For me, thatmeans rela-
tively high frets, relatively heavy strings, and a
thick pick, so that your touch is coming from
the hand and not from the pick. And that's as
basic as it gets. The rest of t has to do with
pCkups and speakers | goTor g slighthy highar

e

Lyle Brock, lass pliver for Enc
Johnson, & very selective shout his
gear, That's wity he upgeraded to the
mew Sevmaout ancan Biamp S000
beaiss ampliher.

Traduinnaliy a tube png user, Kyie
fimazvd the solid state Biamp 8000 has
“rich tone, kke & fube amp with plenty
of clean power. And the tome controls
really do something.

It takes alot of pumch and stage volume
to keep up with Eric Jolinsai's Kigl
velocsty artack, and the Baamp BH0
wives Kyle power toospare, He runs 800
watts into Seymoue Duncan cabinets -
bwo 1x15'%, two 2x s and an 325 Array
—and describes the sound as, “Far City
This thing really feeds the big dog.™

alisesm on CapividiCineing Becaris.
Factus iy HE St snd hatpes iflicas

Real Bass
for the
Real World.

The new Biamp 8000 12 the 1op of the
line: with 400 watts per side and sevwn
band E_Q). The Bass 4008 has S000watis
of solid performance. Don't let the
madest front paneds fool vou. Lok
m=de these amps and vou'll Aind massive
A0 ponl] translortoers s juemba blae
capacitors — the Kind of ultra-rugeed
cormponents that produce & thundering
bow end, ngght after mght,

Dresigned {or hass and nothing but bass,
thie 000 and 3000 dediver the best
soaindl vou've ever heard. Visit your
Sevmour Dhincan amyp deaker for a real
demonstration,

Seymour Duncan,
Bass Amps

F\.ﬂ' ke information, wend F2.00 for & catalop 16 Seymour Tuscan, 801 Pine Averne, Sama Barkira, O
3. Coiik mil Byle Brock's Swe’ sountd with Ersc Johnsor ar o6 the @il redesse of the new Er Jobosag

TR Semiomr (encas
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JERRY GARCIA

that everybody hears whan you're playing an
electric guitar. So they're like your strings. You
nave 1o be real careful with them. You have to
sten to them carefully to noltice whather
they' ra dying out an you, Andg | can fry a
speakar in no wme Mal, | can kill 'em. | have a
ol of speakers "'|5l-¢'HF and i try nottorun
hem toeo loud bacause | hate '.\:'.h.'.u"g thr-m
Yiou've been playving Doug frwin gu
rearly 13 years. What makes them = pe:.u?-.
There's something inthe way they feel
with my louch—they’re married o each other
Thareasan | weant with his guitars in thefirst
place was thoy just fell into my hand parfactly.
can't even explain why, It wasn't just a matier
of action; it justfelt right. |'m notanalytical
about guitars, but | know what | like, And whan
pickedupthatguitar, |'d never lell anything

s Ton

belore, or sinca, that my hand likes better,

How would you describa it?

I"s more like a Stral than anything else
The simplest way to think about it is as a Strat
wilh & Les Paul neck. Bul really the neck is nat
dFaul, pecause il doesn't have an arched
fingarboard. [t's flat, like a banio neck 1've had
that guitar all thes lime, and |'ve set the bridge
once and never had the neck straightened
That sucker is sfill as flat as an aircrafl carmrier
Mot only that, bul the frets haven't worn down,
and 've baan playing A all this time.

What's your number-one backup.guitar?

| have a Modulus Graphile Blackknife, bul

vangveruseditasabackup, exceptiora
couple of minutes. It's what | take on the road
It's wired like my Irwin, sal can plug into my
regular gear. Doug is going to make me a
simple version of what |'ve gotior a backup
I've also started experimeanting with other

Vinnie Moore plays DiMarzio.....
Pickups and Strings

Yinnies stmnng iﬂ:}' earned him "Best New Talent” awards from bath
Guitar Player and Guiter magazines in 1987. DiMarzio is an important part of
Vinnie's distincrive sound. He uses our Al Di Meola Model™ in the neck

position and our Double Whammy™

in the bridge. All of Yinnie's guitars

are also equipped with DiMarzio Electric Guitar Strings.

DiMarzio provides all the power, tone and razor sharp performance Vinnie's
playing demands. Vinnie counts on us, and you can too. Because ar DiMarzin,
we don't make products for guitars....we make them for players,

DiMarzio

Hear Vinnie Moore's Jp. “"Tane Chdysisy™ an Squawk Records For a DiMarzie coler catalog, send §1.50
thech or money order to DiMarzio, Inc., PO Box 100387, Swmuen island, MY 10310,

Copyeghe © 1088 DiMarta;, Ine

100  Gumar PLAYER/JULY 1904

guitars. I've got a couple of Steinbergers now.
| just got a new one with a whammy bar, and

may get one with a body. | may aclually bea
abla 1o play thal onstage. | like the Stein-
berger—lhat's what | used with Ornette. It's
very portable andit's really intune, and that
makes itfunto play. It's a linle tough geting
the sound, because il's over-oright, but if you
fool around with & you can geta sound out of it

Do you play both acoustic and cleciric at
hame?

Yes. To me, they're separate mstrumanis
Thera's a certain amount of crossover, ba
caugsewhen | playtheacousticldon tusea
capo, lor example. And | play in any key off the
fingerboard. To me, it's what comes out, It
doasn’t matter how | gat thare. Il il comes out
and soundsnght, then thal's what | want. 111
spendenough time working on the acoustic
guilar, then my touch gets good enough that |
can get it out the way | want it to sound. My
sense ol how |l wanlit iesound s something
that has evolved only very recently. It's just
not the same insirument as an electric, and
once you admit I, you save yourself a word of
fr

It you were going fo feach some
play quitar, what approach would yot

I'dd hiave to start with whiat they liked T'l:-r.'-
the way | used 1o teach I'd find out what kind

A SELECTED |
JERRY GARCIA
DISCOGRAPHY

Soloalbums: Garoia, Grateful Dead
Merchandising (Box 12979, 5an Ralasl
CA 94913), GD-4003 (CD only); Cats
Under T} ars, Arista, 1053, With the
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JERRY GARCIA

of music they wanted to play. That has to be
there. If thera iz nothing that they want to play,
then they don't want 1o learn how to play the
guitar. It's thal simple. 1 would make avery
affort to getasclose lo what they wanled as
quickly as possible in ordarto seralehthat
ifch, because you want to accomplish some

thing. i you're just doing the guitar, if doesn't
makea any sanse, Butif youcanaccomplish
sametning hke, "'l heard this in my head, and
now | canda it with my hands,” then you've
made that leap of faith that t's possible to play
the guitar. Once somebody gets that going,
they can leam

How da you relate fo your kids musicaily?

My youngest daughter, Trixie, is a raal big
Bob Marley & The Wailers fan, and that's fine
withme. Annabelle is a littls more eclectic
She likas all kinds of difterent stuff. Neither
ong of Ihem seems very interested in music
as a career or something they'd like 1o geal
mvolved with. They're just music fans, | relate
io them by letling them listen 1o anything they
like. | don't force anything on them

Who are some musicians thai the Dead
has jammed with who seem fo be able to
relale fo whal the band does?

Ah, the Neville Brothers. They know how
to doit, no problem. But then there are lots of
ather people, too. It's just a matter of whether
you geltospend alittle time withthem. The
Tower O Fower homns are grear to work with
any time. | love working with those guys
They're hol. You can put Carlas Santanain
any group of musicians, | don't carewhere itis
in the world, and ha'll be playing, He's all sars
He hasgreat respact for all other musicians,
and he's just a wonderful guy. Playing with
him always anhances the sifuation.

It seams thal when you play "Siella Biug™
[Wake Of The Flood] and "'Ship Of Foois™
[Mars Hotel] with the Dead, your atfifude and
stage manner Changes. Y ou sppear o step
out and reslly lake charge, which you don’t
usualy do.

| love bolh those tunes. | feel they are iwo
of my most successtul songs Insofar as avery
ance in & while when you write, something
special reaches in. For me " Ship Of Fools”
and "Stefla Blue™ ara both very special songs
"8hip Of Fools" isgreat because it’s just a
Qood, strong, solidly constructed song, “Stella
Blua" is a2 mood piace. IV's lovely, and i's also
unique—it's not lilkke any other song. It doasn't
owe anything lo anything else. When [Dead
Iyricist Robert] Hunter gave ma the lyrics, | sat
on 'am and sat on “em. Then when we were in
Germarny, | satdownwith an acoustic guitar
earlyintha morning, and the song just fall
together. It was so effortlass writing it that |
don't feel as though | wrole it, 11's slso one of
those songs that | was born (o sing. Every ime
Idoit, 1find something newin it, ke a lile
thing in the phrasing or some Fle thing in the
sensaof il And the way the Grateful Dead
plays "Steila Biue" s just gorgecus. Every-
body plays so beautitully on it &1 limes it
SEaMS ike & moment freezes on one of those
chord changes, and | have 1o go a long way to
find where | am and where the lyric Is. Some
moments are sa baautiful. That song brings
oul a certain sensitivity and delicacy that only
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the Gratetul Deadiscapable of. Those guys
will fallow my yric, if | change he tempo
ingide of a phrase, they'll be there If | retard it
slightly ar pull it back, they'll be right there in
the naxt bar, It's amazing. It's a special thing,

Are there any songs thal you would reaily
oprefer not o play anymora?

Mah. | don't really teel that way, although
sOomesengs come up andigo, "Oh, if we've
gol ladothis songagain, I'mgonna ... you
know? For instance, I'd be pedectly delighied
it wo never did “Big River" again or some of
thoselunes Bob does, because thareare so
many simpla country and weastern songs thal
you could replace them with'that would be as
much fun to do. But, on the other hand, when
you actually get down and play the fune
aven il you've played it & million times—
thera's always something in there, | find
myself liking some songs in spite of myself

All things considerad, wou anda Weir might
bie the mos! recorded guitarists in istory. Just
about every nole you've playsd in public is on
somebody's fape. Do you avear listen lo old
fapes and, if 50, oo they sumvise you?

fou may be right. 11's amazing some of the

“I'm better at changing
direction than leading the
way. | can turn on a dime.

That's my forte. The illusion
is that I'm leading it,
but really I'm just loud.”

things I've run Intc. i goes all the way back to
the baginning. Somabody will play mealive
show, and I'll go. "Who the hall is this?" And it
will be someathing really far out. And I'll go
"Wow, | don't even ramermber when we were
doing that.” And that does happen to me
predty frequently. A lof of what surprises meis
the surprisingly clear intention of the Gratetul
Dead’s approach 1o music. It's thers from the
very earlest stuff. Something about that thing
of, "Here's the way # works: d works like this ™
Even though nane of us might agree, the
resull is that it doss work, | didn't hear it back
when we were daing it | always thought “This
is chaos. Mobody's playing the way | want
them io play.” ¥ ou get inlo that thing that
you're the only guy who knows how it shoulkd
be done, and "Why doesn't everybody do
what want'em o do?" And it takes a lang
brne to shake that attitude. Bul going back and
kstening to it, it biows me away how solid and
definite everything was. That's one of the
things thal makesthe Gratefu! Dead fun, I1's
that esement of surprise. You listen 1o i and go,
"Goddamn, those guys sound like they know
what they're doing

It must be greai to sHill be in love affer
rearfy 25 years.

There's nothing like if, We've just been
incredibly lucky, becausa parsonally snd
professionally we enjoy each olher's com
pany. But more than thal, we still have that
ability to batfla aach other, which | think is
raally the key. | don’t know where you come
up with ather people who ara like this I's just
& rare thing. n

&

“Hell In A Bucket”

ERRY GARCIA'S SECOND SOLO IN

“HellIn A Bucke!" provides a short, but
insigttul, laok al his lead style. [t is intaresting
lonote that he has not structured the solo in
the typical fashion of starting in 1he low regis-
terand ending on & high, screaming note. In
fact, he has taken a directly opposite ap-
proach. He begins on the highest pdch of the
enfire solo (4| and ends on the lowest (the B
found an octave and a minor seventh below
it}. He kicks the solo off in the lourteenth
position (bars 1 throwgh &), wanders down to
the eleventh posdion for bars T through 2, and
in bar 10 returns 1o fourteenth position, which
he remains in untd bar 17,

Garcia has been using this custom Doug
Irwin electric for nearly 11 years.

Far the first esght bars, Jerry plays overa 8
major chord, giving him a chance to mingle
his Mluesy ideas with some chromatic lines
He frequently plays a blus note (b3, &5, or b7)
and then within a few beals plays the un-
altered note. In bar 2, he begins on F {the
lowered 5th) and ends the bar on F £, the
natural 5ih of the B chord, Inbar 4, he starts on
O {the lowered 3rd) and than hammers 1o the
nalural third (D %) an the second half ofthe
riext beat. Cocasionally, he employs the natu-
ral 7thto pass cown chromatically rom the
rootiothe lowared Tth{see bars 3,6, and 15).
Chromatic motion in the opposite direction (7
up to the root) occursin bars 5 and 15. Bagin-
ning at measure 8, two chords perbarare
featured; Garcia skillfully mixes the chord
tonas of the changes with blue notas.

. Bent notes are used sparingly and atypi-
cally. While most rock players bend up a
whole-step or more, Jerry favors the half-step
bend. Of the eight bent notes in the solo, only
one is bent a whole-slep—the E1o F #inbar 2,
Inbar 3, herelzases this bend back down a
whole-sten

Jerry's style involves a seamless integra-
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tion of picked, hammered-on, and pulled-off his playing with a bouncy, quasi-jazz feelingat  many of the elemenis that contribute to a

nates, as well as a tair amaunt of sliding up to times. Although thisis a shortimprovisation,  classic Jerry Garcia solo, —Maric Small
and down from notes, These nuances imbue the serious Garcia fan will nevertheless find h |
Music by Robert Weir See Notational Symbols, page 110
Transcribed by Mark L. Small
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