ﬂlllTAHl[ﬂ[Nl]S

Sresial Collecion's Edition - RED BARCHETTA
< THESPIRIT
‘_9 = ~ F o
y “‘-1“' @...l_!!!!.l_!ﬂ!_ilﬂ_ﬁ!!m____
FILI H
The Definitive History PRIUATE
of Rock’s Legendary LESSDOM
Prog-Rock Power Trio! Alex Lifeson Shows
You How to Master
CLASSIC “CL0SER T0 THE AEART,
BUTS “FREEWILL”
The Stories Behind

the Band’s Biggest Hits!

Rock’s Greatest Living
Drummer Looks Back

. R £

: 2|
17 .99 ANADA :I. I‘
=0 - [ .

CLASSID INTERUIEWS . RARE PHOTOS  PRGES OF i'ﬁL!Sﬂ;_j




Aciirive Maehlaughtsr

Fights Fessrwed.  Photo

.

2006 Tha Epphone Comps

Alex Lifeson of Fush ang
Visit wwewrush.com

=]

Alex Lifeson
and Sipiots o

1 L‘ “.\1-."‘“1 Sl
stunning solid tone woods
* premium sitka spruce
mahogany. rosewood & maple
* prestigious fingerstyle (EF),
advanced jumbo [AJ], classical
* mylon [EN) & dreadnought (DR]
pearl and abalone inlays
» tapered dovetail neck joints
with hot hide glue
* vintage-style open end tuners
I. r. baggs electronics
« gmbroidered hard gigbag
with built-in hygrometer
* |ifetime warranty

performance is our passion

Call 1.800.444.2766 or visit us at www.epiphone.com

8 part of the bson family of brands




i”“ﬁl.[ﬂ["[ls O r:.;!c HRO SLE]_

EBITORLAL I_h:I wgh more than 33 vears Bush have remained the
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THROUGH MORE THAN 33 YEARS RUSH HAS
REMAINED THE ULTIMATE PROG-ROCK POWERHOUSE.
GUITAR LEGENDS PRESENTS THE HISTORY OF THE
GROUP THAT BLENDED HIGH-PITCHED VOCALS,
EXTENDED INSTRUMENTALS, SCI-FI IMAGERY AND

KEYBOARDS AND SOMEHOW MADE IT ALL WORK.

by ]J.D. Considine

N 19764, WHEN Rush released a
self-titled album on their own tiny
label, nobody imagined that this
little-known Toronto power trio
would last another three decades,
much less that it would become
one of the most influential names
in hard rock. Thirty-four years
later, however, Rush are an institu-
vion, with 25 albums (not |'|r||||!i||;'; -.'-.||11|1i|;|!i4|||-.-
under their belt and more than 40 million in
worldwide sales.

But those numbers tell only part of the story,
for the importance of Rush cannot be measured
in sales alone. As the trio moved from the |'l||||."-_|.
basics of “Working Man” to the progressive metal
of *2112." “A Farcwell to Kings” and *La Villa
Strangiate,” it raised the bar for mainstream rock,
baoth in terms of creativity and techndeal abil-
ity. Learning to play Rush songs was a way for

vounger musicians to prove their mettle, and as
such the band became an influence on a whole
generation of rockers, from Dream Theater to
Merallica, from S |'|1.|-\|!'|i||_.'f l"'llrl:l['ll.i.:'l‘- o Stone
Temple Pilots, and from Primus to Rage Against
the Machine

Then again, Rush themselves started out in
the late Sixtics as just another group of teenage
hopefuls. Bassist and simger Geddy Lee first met
}:11i|.|| 19t Alex Lifeson when the owo were seventh
graders, growing up in the north Toronto sub
urh of Willowdale. "He was in my class in grade
seven,” Lee recalls, *He was plaving in this band
called Rush. It was him, [drummer] John Rutsey
and a bass plaver named Jeff Jones”

Lifeson’s band had a regular Friday gigata
coffechouse run by a local church. "He used to
call me up but more to borrow equipment from
me rII.III 1|F.!I.".||:|.I.!'\ i:'II'I'I_ E"I.'\.'.III"\-{' E'I{' WS A lEimous

mooch back then,” Lee says. “Then he called me

GUITAR LEGENDS 11
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DIE-HARD RUSH FANS COMPLAINED MIGHTILY ABOUT THE BAND'S
SIGNALS QUICKLY WENT PLATINUM, WHILE “"NEW WORLD MAN"

up—it was, like, Friday morning—and said,
‘O bass player can't make this gig tonight
Do you want to fill ing”

“I said, ‘Sure.’ *

Lz -.|1:|'irl:::c went from rii]in.:r_ il o F'-|:|.:c-
ing as a fulltime member, Rush spent their
carliest days playing youth centers and high
=chool dances all around Ontarie. Then, in
1971, Ontario lowered its dr inking age to 18,
“We were 187 Lee recalls. “And that opened
a whaole world of drunkenness to us, And bar
s

Over the next two vears, Rush slowly
built an audience, working their way up the
Toronto bar circuit, from tiny Yorkville dives
to rock |‘:I|:I-n.'l."\ like the Gasworks (which
would later cameo as the club in Wayne's
World). Along the way, the group picked up
manager Kay Danniels, who was determined
to build the band into something bigoer. “In

order to get us out of the bars, he and his

partner decided to become promoters” Lee
|'\:|'|:Iir!.- "T.I"Il.'} started putting on shows at
the Victory Burlesque Theatre on Spadina,

1R GUITAR LEGENDS

which is gone now.” Their first -!11‘-||Li|1i._';. in
Cetober 1973, was opening for the ultra-glam
MNew York Daolls,

Dannicls also took a do-it-vourself ap-
proach to getting Rush a record deal. He had
the band do its recording in the hours after
its regular club gigs—studio time was cheap-
er in the dead of night. When the finished
master was turned down by every label in
Canada, Danniels put together a label of his
own, Moon Records, (o release Rugh,

Somehow, a copy of the album Eot o
WMMS in Cleveland, where D) Donna
Halper put “Working Man® into heavy
rotation. “The phones were going crazy.”

Lee recalls. Super-manager Cliff Bernstein
(Metallica, Def Leppard, Red Hot Chili
Peppers), who was then just an A&R man at
."-[-.'n'urj. Records |'li-:'|l.|.'-\.1 Liph o the buzz and
got Rush signed. Suddenly, the band had both
an audience south of the border and an inter-
national record deal,

“And then,"” Lee says, “our drummer quie.”

Tohn Rutsey may have been in the band

lomger, but it was Lee who had forged the
stronger connection musically with Lifeson,
sharing the guitarist’s interest in the more
progressive sounds of Yes, King Crimson and
Jethro Tull. Rutsey, by contrast, was more of
a rock and roll pur ist, ;|;|;||rdi|1_i_';‘.|| Lee, “He
was a different kind of rocker, and that was
becoming more apparent with the new mate-
rial we were working on.” Worse, Rutsey |
no interest in touring, so when the Mercu ry
deal raised the prospect of touring the US,
Rutsev made for the door.

Needing a new drummer fast, Rush held
auditions and quickly found Neil Peart, who
at the time had been waorking for his father's
tractior Company in St Catherimes, Ontaria,
Peart may have looked a bit square compared
to Lifeson and Lee, but the way he plaved
made it clear that he was on the same wave-
length. Peart joined Rush at the end of July
1974, and withina |,'|'-||p||_~ wireks was Onstage

at an arena in Pittshurg, where Rush opened
for Uriah Heep.
This new lineup toured steadily through
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BECAME THE TRIO'S HIGHEST-CHARTING SINGLE.

the new vear, taking just a week off in

1M [ r|.'|'||n1 ir'\- ‘Mli‘E'lIHllllr'l," .'|.It\|,|“l_

v Night. Although the young band's
ppelin-isms were still very much in evi-

dence, especially in Lee's muscular, bluesy
vocals, the playing was tighter and more
isie 35 Peart’s drllllllllill_u locked fir ||||:.

guitar and bazs, Rush toured exten-
and did quite a few shows with Kiss,
during which the two voung bands became

chose friends

But where Kiss were moving steadily to-
ward the mainstream, the members of Rush
wanted (o go in their own direction. Caress of
Seeel, released just seven months after Flv by
Night, pushed the band deep into prog-rock
territory, what with the medieval fantasy
bound up in *The Necromancer™ and a ram-
bling, 20-minure opus dubbed “The Fountain
of 1 th.” Where Fly by Night eventually
broke the million-seller mark, Caress of Steel
was a commercial sethack that was mocked
by the music press. Although the band con-
tinued to build an audience through its live

118

show, its third album was widely considered
a step in the wrong direction.

Mot by Rush, however. Their follow-up.
2112, continued in the direction of its pre-
LI-.--.'-.'-.~-.-r. and its success pml.'-.-d that PO
was definitely the right path for Rush, As
with Caress of Steel, the emphasis was on
grand gestures and big ideas, with the side-
long #2112 Suite”—a futuristic fantasy with
words by Peart and music by Lifeson and
Lec—standing as the band’s first avowed
masterwork. The album also clicked with
audiences, and within a vear earned the band
its first Gold record.

But 2112 was important for another rea-
son. According to Martin Popoff's Rush

biography, Contents Under Pressure, the three

members discussed expanding the band's
lineup when making 2112 in order to add key-
boards and other instrumentation; instead,
they decided to double on other instruments.
Thus, when it came time for Lifeson's soloin
“A Passape to Bangkok.” Lee—who would be
playing a double-neck Rickenbacker—would

switch to rhyvthm guitar while covering the
bass part using a Moog Taurus synth, which
consisted of an 18-note pedal board. This
carly move toward multitasking would later
t'll.'l.": me an I.;Ijlll' 'I".'Il': JIF I_i'“_" I:\J]'ldh 'I_'IL"r'I-d,Ir-
mance practice.

2112 was the first Rush album to crack
the top 100 of the Billboard Albums chart,
but it was All the World's a Stage—a live
album recorded at Toronto's Maszey Hall
that same year—that finally put the band
in the Top 40. Perhaps that's why the band
felt it could take some time to make {15 next
album, A Farewell to Kings. Recorded over
the course of several weeks at Rockfield
studios in “-3111,“5. the ."|||'~l.|.:|!|'| E{';IELLT{'LI a much
broader range of tones than Rush's previous
albums, incorporating evervihing from syn-
thesizer to troubadour-style acoustic guitar
flourishes to orchestral bells, Stylistically, it
alternated between epic rockers “Xanadu™
and "{':u s X-1" and short, teneful num-
bers like “Closger to the Heart”

By this point, Rush were headlining gigs,

GUITAR LEGENDS 1F




and they toured mercilessly, often driving
as much as 200 miles between gigs (and in
those davs, the band members still shared
im the driving). But their efforts paid off;
Farewell sold even better than 2012, thanks
in part to the radio play garnered by
to the Heart.” The bamd followed in 1975
with Hermispheres, “probably our most prog
album,” Lee savs, In addition to continuing
the “Cygnus” saga with the 18-minute suite
“Cypnus X-1 Book 11: Hemispheres,” the al-
bum included the nine-minute instrumental
*La Villa St r;|r:;:i;|l,| e

Then it was time for something completely
different

Much as punk rock arose in part as a reac-
tion against the perceived excess of progres

“loser

14 GUITAR LEGENBS

sive rock, 1980's Permanent Waves was meant
as Rush's respaomse fo the fashion-driven
lockstep mentality of late-Seventics new
wave. At the same time, it marked Rush's
break with heavy prog, as the band’s sound
grew lighter, less cumbersome and more reli-
ant on synths. Though Rush hadn®t exactly
simplified their sound—"Freewill,” one of the
album's most popular tunes, is mostly in 13/4
meter—their focus was definitely different
from what it had Illg' o] |l|'|,"\.'i- n.'.-l:.

The audicnce began to change as well.
Thanks to the reggae-tinged, Simon &
Garfunkel-quoting song “The Spirit of
Radio Rush were inally beginning to de-
velop a pop profile, But it wasn't until the

rl1|[l1'\.'\.illl.'_\r:lr.uitll Ao i

vs, that

e
i

Rush really hit the big time. Between the pop
smarts of the hit single *Tom Sawvyer” and
the tuneful intricacy of FM-friendly fare such
as “Lime ™ and the instrumental *YYZ"
Huzh had come up with the perfect blend of
the old wave and the new wave, the epic and

the pithy, the visceral and the cercbral. I8 was
the band's biggest-selling album, a quadru-
ple-Platinum smash,

Not surprisingly, this stemmed in part
from a change in the band’s writing practices
‘I started writing parts on kevboards,”
explains, “just to add more sound, texture
and melody. 1 just thought it would be inter
esting to bring more noises into the band

i

But the kevboards didn't simply add “more

they
space into the arrangements, one thar
led to changes in Lifeson’s palette of
guitar tones and Peart’s use of per-
cussion,

Exir..Stage Left, the band's second
live album, followed quickly
then it was back inio the stu
cord the synth-heavy Signals. By this
point, rock's new wave had evolved

nses™ also brought a new sense of

from the skinny-tie simplicity of the
Knack to the more complex sound

of Peter Gabriel, Thomas Dolby and
Liltravox, and

tush's =ound seemed
to b evolving in tandem. Lee's kev-
boards often dominated the
W II.

| k1

Lifeson's _|':||ir:||'- turned to cho-

i

rus and flange more than to distor-
tion. Dichard Rush fans complai
mightily about the band's new sheen,

it didn’t =cem to hurt Rush on
the charts. Signals quickly went
“New World Man®

v's highest-charting

Platinum., wh
became the tr
single.

By this point, Rush had settled com-
fortably into the ranks of arena head-
|i1'||.': B I |'_|.'_'|I|.|: Iv -|'|:_|-. g Lo :|.|ui.||,'||r|,'=
of 1800400 a night. Although the band
would never match the commercial

success of AMoving P %, it would

CTjoy i|1||11'|_'--i1|,':-. i
ity through the early Eighties, with
:'.I\.']1 il

i four albums after P

goingg Platinum and peaking at No. 10
on the Billboard album charts

That s not to say it was smooth
sailing on the creative end. Grace

mder Pressure, from 1984, was orj

[
nally to have been produced by Steve
Lillvwhite, who had overseen break-
through albums by U2, Peter Gabricl
and Big Country. But |.i||:\.'.'\.!".:r¢
bailed owt at the last ute, opting
instead to work with Simple Minds,

which left Rush wo coproduce the al
bum with engineer Peter Henderson,
Although Grace made significant
moves toward restoring the bal-
ance between kevboards and guitar
{and found Peart experimenting

|||||;1-n'---1\.-='|'. WHTH T

T r|".'.'!|1|11= ]

it was nowhere near as polished or
confident as its follow-up, 1985'
Power Wir

spurrcd by Lee's reinvigorated bass

fovws, on which the band,

work, played in a much more ;

ETeS
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sive stvle. This time, Peter Collins was behind
the board, and his production style scemed

perfectly suited to the bands mindset. “We

were much more interested in song arrange

ment and all of that, which is ||1w|ut-.| his

forte,” Peart told Popaoff,

But Hold Your Fire, from 1987, seemed 1o
break that momentum. Some of it had o do
with the material, which the band described

% “introspective,” and which was at points
sweetened by strings, additional keyboards
i |'l|||1.i|||';i by Sreven Marposhes) and, on
“Time ‘~'r'll1-| \'till." backing vocals (by Aimece
Mann of "Til Tuesday). Mainly, however, it
seemed as il another era in the Rush sags

was drawing to a close. The band had larg
met ir-nhl:-rni--n to Mercury Records—Hol
1 ]"l.' -..':I.”':I'I.'ﬁ.\.'ll I\:u i 1|\ L& .||]11||11_
1 Show of Hands, as well as the double-disc
-

retrospective Chrondcles—and was mov
away from keyboards as a central part of the
Rush sound.

A Show |’_.‘.If..'|l...r.'\- did
the extent to which technology had changed
the Rush live show. The three band mem-
bers had begun using sequencers for some
of the songs from Moving Pictures, and by
the late Eighties they were making exten-
sive use of samplers to trigger additional
instrumental parts. M hile, on the Grace
Under Pressure tour, Peart had begun to use

1t least, document

the *360 Degree™ drum kit, which broad-
ened his percussive range by surroundir
him completely with drums and electronic
percussion

For 1989's Presto, Rush moved to ntic
Records and shared production duties with
|{1:|'|1url Hine (Tina Turner., T'i:'n'-r::ih.-:ln Twins)
In many ways, the album was transiticnal:
Rush had gained more creative control, €
to their new label, and had begun taking a
new approach to songwriting. Where once
the material had been written piecemeal, with

melodic ideas stitched together by sometimes
hastily writ
were made of whole cloth, more like tradition-
al pop tunes. [t wasn't an overtly commereial
move—although “Show Don't Tell” did make
it to No. L on the Billboard Mainstream Rock
chart—but it definitely changed the sound and
feel of Rush's w riting.

Roll the Bones pushed that sense of experi-
mentation further still, with African rhythms
sprinkled through the track “Her
eYven a I"il llr 'I':IF" 'i'l'l |_.|'| ol ‘.I.':Il,' tune, but 1|"l.'|1
hardly phased the fans. Indeed, the album
urned out to be the band's biggest seller since
Maoving Pictures, and the tour—which included
a sequence with an animated skull doing the
ritle tune's rap—sel a new astandard for musi
cianship and spectacle

Or course, Rush being Rush, a turn to

en transitions, the songs on Presto

exy™ amd

ward pop would naturally be followed by
a move in the opposite direction, and so
Counterparts shoved the kevboards aside
and cranked the guitars, |l:|||!|.¢|,|'|:|1';_1. N1
tracks such as “Stick 1t Out.” But after two

decades of releasing an album a vear or

1l was beginning

every other yvear, the

to slow down, and there was a three-and-
alf-yvear gap between Counterparts, in

% follow-up, 1996 Test for Echo.

it the band had changed

hin the

16 cuitar LecEnes

Performing circa 1991
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interim. Although Lee spoke at the time of be-

ing impressed by Soundgarden and Smask

hing
Pumpkins, Eche was a logical step forward
from Cowrnlerparts in berms of its sonic aggres-
sion and high-impact virmuositg (It probably
didn’t hurt that Peart had recorded a Buddy
Rich mribute album during the band break.)
Perhaps the biggest change had to do with
tournng practices, as Rush had begun perform
ing two sets, with no opening act

Then tragedy struck. In A
teenage daughter, Selena Taylor, was killed in
a traffic aceident. The follow ing vear, his wife

st 1997, Peart's

died of cancer. Understandably, Rush went on
hiatus, and there were some who worried that

the band was gone for good.
But the band did return, five vears later,
with 'I-..',' r Trails. “We had a lot of musical

reuniting to do,” Lee said at the time, and

making the album was a long and occasion
ally awkward process. But it also led toa

<ense of rediscovery within the band, as each

of the three developed a newfound respect
for the others' strengths and musicianship.
Nowhere was that more apparent than on
the subsequent tour, which was memorably
documented in the quintuple-Platinum video
Rieh irn Bio

In 2004, Rush celebrated the 30th anni
versary of their record debut with Feedback,
an EP af cover mines, many of which the
band had performed in its youth. Feedback
was a blast from the past in more wavs than

one. “We plaved live on the floor” Lee ex
plains, “which was the first time we'd done
that for an album in quite some time, [t was
just, *Let’s |'|.'|_1. these songs * Naturally,
there was a worldwide anniversary tour
and, eventually, a concert video; R30; 30th
Anniversary World Tour

By the time the band got back into the stu
dio 1o make Snakes and Arrowes, its 18th studio
album, in late 2006, Lifeson, Lee and Peart
were back in the old groove. The album was

written on acoustic puitar—*the way we used

to write, vou know, 15, 20 years ago,” according
tor Lee—and emphasized the plavers’ virtuosity
while it maintained a sense of sOME siructure,
It was, in other words, classic Rush, with every
indication of more to come, ®
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"ANTHEM"

Fflv ﬂrllp h'il,:h{ 1975)
THYING T D
quite individual with Fly
by INi
first record that Neil,
Geddy and 1 did wog
That song was th
nature for that alby
Coincidentally, the name
of our record e HMPany,
which is Anthem Record

cwhich was the

ther

in Canada, came from this

song. Meil [Peart, dram-
mrer| was in an Ayn Rand
author of The Fountaine-

head] period, so he wrote

the song about being vers

W thought
Wi WICe dioamgg <omethi
that was different from

'|II.1i'| i-\.III

evervbody elze

T was u a Gibson

S0-watt with a si
‘n Echo

was my only effect”

1x12 cabinet

4B curtan Lecenns

BY CHRIS GILL

REPRIMNMTED FROM GUITAR WORLPD,

||.2 1 1 2 "
2112 {(1976)
“WE STARTED WRITING the
SO while on the road, We
wrote on the

afiten iII ||I1|'\-1' CRiNS

Fountain of Lamr
Caress of Steel, was really

our first full concept song.

and 2112 was an exiensi
of it. That was a tough pe
riced for Rush because Ca

ress of Stecl didn’t do thar
well commercially, but we
wiere really ||:|pr'\. with it

and wamted to develop thal

style. Because il

T WS

=0 much negative feeling
from the record company
.|||||||:]| mar Il was

e back full
force with 20112, There was

a lot of passion and :

worried, we can

on that record. It was al
one person standing up

ISt v I'r'\llll

“1 used the ES-335 agmin
and a Strat, which 1 bor-
rowed for the session: |

ldn't afford one at the

-1 J '.J:‘-I.'I.I a .\u[.ll ‘-.I'I.I“

I [§
So=watt and the Fender
Twin as well, 1 may have

had a Hiwatt in the studio

at that time, too, but 1 think

it came a little later. My

effects were a Macstro
phase shifter | a groad

cha x. Therne wene

old I
a limited number of clfects
available back then. The
Echoplex and wah-wah
were staples in those days.”

“"LA VILLA =
STRANGIATO
Hemispheres (1978)

=WE WROTE THIS one on the

checks torun t
songs that we were

to record: then, when we
would have a few days off
we'd start recording. This
SO Wis TE'-\.'-“r-\.Il'.Iirl (41975
take, with all of us in the
same room, We had bafiles

up aroumd the guitar, bass

and drums, and we would
look at esch other for the
cues, My =olo in the middle
section was overdubbed
after we reconded the ba
g1 tracks. 1 |1]_|_L¢,'._| i solo

while we did the first take
and rerecorded it later. If
you listen very carcfully,
you can hear the other sol

road. We used our sound -

HNOVEMBER 1996

ghosted in the backgr

I II.I| wits a fun l\."\.l.':l\.'i'\-l'::1

developing a lot of different
sections in an instrumental
It pave everyone the chance
to streteh out

“By that time 1 had my

55, and my acoustics

were a Gibson Dove, J-55

and a B-45 12-string. 1 had
mv Marshall in the srudio
I had the Twin and twao

Hiwatts, which I was also
but the Marzhall
was my real workhorse
I'he Boss Chorus unit had
st come out at that time,
but I think 1 used a Roland
JC-120 for the chorus

sound here. Hemispheres
was the first of many ‘ch
rus” albums"

“THE SPIRIT
OF RADIO"

Permanent Wawes (1979)
“THERE was A radio station
here in Toronto

Lk

1'% an

FESON DISSECTS SEVERAL KEY SONGS FROM RUSH'S PAST.

.I||L': Nnamve stanan
[RLRL LY .|||I.1 I I|E'

spirit of radio’ w:
the station's catch

i

phrase, The

somg was about
the freedom of
music and how

radio in the
late Sixties and

carly Seventics was
a bastion of froee music,
where vou @of to hear a lot
of things that vou wouldn't
have b
wias much like MTV was
in the beginning, before

it became another big
fietwork that feeds a lange
but very speciic segment
of the viewin i

rd otherwise, It

:LII.IIE'II('I\.'

Radio has by
TN OO
then. Now, the 21
we wrote that SONE Thoaat
won't play our music




“By the time we cut
thiis, [ was using mainly a
Strat that 1 had modified
by putting humbuckers
in the bridge position. 1
also used the 355, which 1
used in the studio for the
next couple of records. My
amps were Hiwatts, the
Marshall and the Twin. |
also had a Sixties Bassman
head and cabinet. The
flanger on that song was an
Electro-Harmonix Electric
Mistress, which 1 still have.
I uszed the Boss Chorus En
semble, and I had gradu-
ated to the Roland Space

Echo, which replaced my
Echoplex.”

“LIMELIGHT"

Moving Pictures (1980
= LIMELIGHT 15 ABOUT b
ing under the microscopic
scrutiny of the public,
.|||-\.1 |1|1' II.I'I.'I.! II’r '|1ri'.':||."\'
trying to separate the two
and not always being suc-
cesaful at i, Because we've
never been a high-profle
band, we've managed to
retain a lot of our privacy
But we've had to work at it
Meil's very militant about
Ili\ I'Ii'u:ll.':l.'
“My gruitar was a dif-
ferent |||':|I.I.'."|\.'I.i sl ot 1
with a heavier and dens
cr body. Wesctup a
couple of amps outside
of the studio as well as
il1‘-I|.||.'. B0 WiC Bt o IIiL'l.'
long repeat from the
sonind echoing in the
mountains. The ap-
kK II on r||.|| ‘-1|.||\ Was
to try to make it as Auid

as s sible. There was

a lot of bending with lots

of long delay re
reverh, so notes l'.|'||11'||.: off
would oy

rlap with notes

coming up. | spent a fair
amaount of time on that to
Bt the ¢harse LT, bt once
wee locked in on the sound,

it came easily”

"NEW WORLD
MAN"

Sigmals (1952)
“MOST OF SIGNALS was com-

|l'|-.'I|.';'.. bt we wanted o
add one more song. Neil
had been fooling arcund
with the lvrics, 50 we
wrote and recorded ‘New
World Man' in the studio
within one dav. [t hasa
very direct feel. Doing that
inone dav was a lot of fun,
The pressure was on buit
of f at the same time.

“It was almost com-

pulsory to do solos at that
time, but I didn't want to

SR R S

feel that every song had to
II.'I\!' [II:I' Li.l:ll.l. I\F siruciiire
I wanted to get away from
that, and to this day I feel
that way. 1 enjov plaving
solos and [ feel that my so-
li MM is Cunite lll:'.il.||.|1' Lib T
stvle, but I'm bored with
that structure.

“I used a Tele for the
whole song. | |l|,|u'a.| i
through the Hiwatts with
H I.:tl‘l\. I'il ol ey l':E" i!a!l.l.
chorus.”

“THE BIG
MONEY"

Power Windows (1985)
“THAT WAS A tough one
that teok a long time (o
complete. [t was recorded
in Moniserrat. The ',:1|il.tr
was tuned up a whole step
with the E string at F¥,
and 1 plaved a lot of open
chords. I did a lot nl'\lrup-
ins where 1 hit a chord and
let it ring, then dropped in
the next chord and let it
ringg and so on. When we
started rl,-|'||r-.1i||_|: the song,
it sounded too ordinary, so
we tried dropping in those
chords during the verses as
an experiment.

“I remember doing the
solo in this studio in Eng
land, SARM East, which is

i‘



in the East End of London
We st azide a week for
solos, last-minute vocals
and mixing. The control
room was tiny; there

was barely enough room
for me o turn my body
.||1|§1]1I.! W rll.'l] I Wis 'I'II.,|_||-
imgg, but [ got a really great
sound with the repeats
and lots of reverh., [ loved
to be soaked in that kind of
effect at the time,

“I used a white modi-
fied Fender Strat that |
called the ‘Hentor Sports-
caster” The name came
from Peter Henderson,
wha l:'ill'll'l.:ll.llll."l.'l.[ Grace
Under Pressure [Rush's
1984 album). The amp
setup was a couple of Dean
Markley 2x12 combos, two
Marshall 2x12 combaos,
o Marshall 100-watt
JCMBO0O heads and two
4x12 cabinets. I also ran
a direct signal. By thae
time [ had a pretty com-
prehensive rack with two
TC Electronic 2290 and a
1210 that I used for phas-
ing, and 1 had a Roland
DEP-57

"TIME STAND
STILL"

Hold Your Fire (1987)

“WE WERE IN a bit of a re-
Hective peried at that time.
Everything seemed to be
moving by very quickly.
Almee Mann [then bassist
and singer with pop group
Tl '.F'u:'\ul'.r.\-| came up and
did vocals in the chorus

of that song. It was a lot of
fun to work with her, She
was very nervous. [ don't
think she had done that
sort of thing Very often,
especially with a band like
us. W weren't necessarily
plaving the kind of misic
that she was into or listen-
ing to, but she liked the
band. We made her feel

relaxed very quickly, turn-
ing the whole session into
a fun thing

“That was the vear that
I ot the Signature guitars

with single-coil active
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pickups, It's very apparent
on that song. The guitar
has a clear, metallic sound
to it that really singz. 1 got
inta that bright tone, and
my sound was still very
i'||||r||ﬁ._1.' 1H potten rid
of all my Hiwatts and the
Dean Markleys and was
using primarily Marshalls

again. [ used 2x12 combos
as well as the JCMBOO

“"SHOW DON'T
TELL"

Presto (1989)

“BY THEN WE were working
with Hupl,'n Hine a8 our
producer. Oddly enough, 1
had been working on the
basic ideas of that song at

home and brought it to the

studio when we started
writing the recond. We
developed it from there. 1t
was much heavier in the
:'.'|r|.:\.' version: the tempo
had come up a little bit.
Rupert's approach to the
guitar sound was a little
lighter than T wanted.
That was partly my fauly,
because I was still using
the Signature a lot, which

e L S S —

dida't lend itself to a very
thick sound. That amp

|i|||,-|.|F1 '\.1:|:n'd the zame as
before, and effects would

come and o 1 was fid -
dling around with what-
ever was new at the time,
as "o always done,
“We'd taken a seven-
month break, which at
that time had been our

]:\rl;::'\l hiatus. We needed

tor clear the cobwehs
and et away, We came

into Preste fecling o lot
more cnthusiastic about
working, The change

o Atlantic Records was
good because we felt like
wee needed a change all
around. We were Eoing
into the Nineties, and it
miade ever :.'!||i|::|',: fresher”

“STICK IT
out"

Counterparts (1993)
=1USED A Pemnry 51500
and a 100-watt Marshall
JCMEBO00, 1 had a [Rodand]
JC-120 as well that | used
for some clean things, but
primarily everything was
|.|.|||'|1' [¥li] 'I||.|,' |"|.:.1-.'|,':L' and I|||,'
Marshall. The guitar was
72 Les Paul Standard
that I had used on certain
songs in the past. | used a
dropped-D tuning and ran
the guitar straight into the
amp with no effects.

“We had gone back to

working with Peter Col
lins, who produced Fold
Your Fire, We used a much
maore direct approach to
recording, moving back

toward the essence of
what Rush was about as o
ah.rl.'l.'-]'lil.'l. e, In retrospect,
o Herparis didn’e work
as well as we'd hoped, but
it led usin Ihl.'1i_.:||l direc
tion. Wie're much re
satisfied with Test for
Echo, which we view as a
progression from Presto”

"TEST FOR
ECHO"

Test for Echo (1994)
*THERE'S A LOT of dif
ferent stuff on there. |
tuned the entire gui

r
down a whole step toa
I standard tuning. 1 got
a new Les Paul Custom
“i!'- I'H':I'.T"ir'.ll '\-||'11.1i|'|_
a heavy tone and a com-
pact, but not too small,
sound. In the choruses
I wsed a Godin Acousti-
Caster, which h
interesting sound thar is
at the same time almost

afr I.'.I”:u

acoustic but definitely
electric. 1 used primar-

Ruik

= - _

ily Marshalls—50-watt
and 100-watt JCMBOO
heads and two 30th An-
niversary models—with
four cabinets: two vin
tage 4x12s and two 1950
cabinets with Celestion
25-watt speakers. | used
a DigiTech 2101 to knit
cverything together. The
important thing with
that is to use it through
a good speaker simu
tor, like the Py
compensated outputs on
the 2101 don't quite do it
for me, but through the
Palmer it has nice body

“1 feel like we arrived
with this record. There's a
particular feel that I don't
think we had before=a
nice groove and a lot of
really pood Rush so
feel like we were all re
together on this album.
Although we strive for
that all the time, it's not
always achievable. The
o] was 8o ',:-un.l irl I|||,'-
studio, and we were so
unified in direction,” @
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by Joe Bosso

REPRINTED FROM GUITAR WORLPDP, JULY 2007

F YOU WERE 2 teenage male in the Seventices, the
chances are very good that yvou had long hair ond a
wispy moustache and went to rock concerts with a
doabic in your back pocket. And the chance is even
better that the band you went to see was Rush, Back
in their hevday, guitarist Alex Lifeson, bassist Geddy
Lee and drummer Neil Peart effected a Jedi warrior
sei-fi look straight out of the then-newly released Star Wars film
No doubt the first image vou glimpsed of Lifeson was that of a
mivthical-looking rock god with a blond Prince Valiant ‘do, re-
splendent in satin scarves and capes and wielding his Alpine
White Gibson EDS-1275 double-neck on such space-rock classics
as *Xanadu" (no, not the Olivia Newton-John hit, although that
waould have been 'Inh'rt':itil'lgfl. Lifeson cut L[llil:l' H ] i1;.:1|r\|,- in thoze
haleyon days, especially when bathed in orange-and-yellow lights
as he soloed before a backdrop of the “starman™ logo taken from
the hack cover of Rush's science-fiction opus, 2112,

But the Alex Lifeson who sits before me in the Guitar World
offices bears not a soupeon of that enigmatic, angelic presence,
“1 feel like T have little connection to that person at all,” he says,
between sips of bottled water. Now 53, he's still blond, though

22 GuITAR LEGENDS

his ¢'|||.-u--¢'r||.|1|u-tl hair is Aecked with gray, “And I"ve lost soime
in the back,” he says, leaning forward to display the lamen-
table evidence of male-pattern baldness. “1 couldn’t grow that
Peter Frampton hair again if I tried, Come to think of it, Peter
Frampton can’t grow Peter Frampton hair anymore!”

Refreshingly devoid of rock-star vanity (“Rush has never been
a band of pin-ups, thank God!™), Lifeson brims with good cheer
and is big on eve contact. *It's a fabulous time in my life,” he savs,
“In July I'm going to be a grandfather again, which thrills me 1o
no end.” (Lifeson already has one grandchild from his second
so, Justing) 1t might not be very rock and roll of me 1o say, but 1
love being a prandfather. Love it, love it, love ii*

He pauses briefly, becoming reflective. *The thing is, [ don't
take anything for granted anymore—my family, my music, yvou
name it. Unfortunately, it ook Neil's tragedies o teach me that”

The tragedies he's referring to are almost unbearable to
consider. In 1997, Peart’s daughter and onlv child, 19-vear-old
Selena Taylor, was killed in a car aceident, Less than a year
later, iz common-law wifie of 22 vears, Jagueline Tavlor, suc-
cumbed to cancer. “Neil was 44 vears old and his life was over,”
Lifeson savs softly, “How do viou coime back from that? Geddy
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v expect that sound
Tom s either”

Maowving Pictures. An
intoxicatin

sxhilarating
marriage of planetarium
like prog-rock madness and
new wave spunk. 1t's been

26 years since the release of

ynapse-altering album
that intreduced Rush o the
MaAINSITCENIT, :lrll.l Latesomn
marvels at its longevity:

% become one of those
Desert Island Dises’ to

alot of people,” he says,

i |1||""| i-‘ El ||.|.|:.:-.' { ||||'||'|i-

ment, I'm very proud of
th cord. And to be quite
honest, if we never made

Al re

Woving Pictures, | probahbly
wouldn't be sitting here
h

t mow talki haout our

new album. Certain records
are epochal; they're a zeit

wselves, For

ris it Uhier
Moving Protures was it
wefully, we Il have a few

GUITAR LEGENDS Bicfore
we talk about the new
record, let’s revisit Moving
&, While recording
it, did you have the =light
est idea how popular it
could be?

ALLX LIFLS

i Mot at all
Did we think we were do
meat work? Absolutely
lut vou never think, In 26
vears this album will still

be selling 15,000 |_'|:-pi|". &
week. No way.

oL Al the time, hiow
influenced were you by
new wave? Many of the
wongs on the album are
short and poppy, at least by
Rush standards, and your guitar sound bears
of Andy Summers

ureson | was very influenced, in many
ways. | cut my hair! [faughs] That shocked
1 lot of our longtime fans who were used

similariries to th

o my long, Aowing locks. Also, I started

Il.'r. more au courant, w l'-|ri-11_-:
hright, colorful blazers and ties, 1 didn't

ik like

dressing ce

d iu‘r come from a Renaissance

It was time for all of us to change, musically
visually
shorter, more accessible. It fele 1:1u=~\.| o become
1 bt |:[ i P hand., We were ||\'.|.'Ilil'|;.[ Liw I!'='|l.'

our entire attitude. The songs got

Police, and their impact was huge, We saw that
a rock trio could do so ITELITY different '.|Ii||_.:'\-.
&L A hint of that impact was apparent on
Permanent Waves—the re
1d on “Vital Signs,” from

e break in “The

irit of Radio”™

'y Petures

oM Yep. That was early Police influ-
ir thythms, their sounds... It was
a8 exciting as when Cream came out. For

ence

us, it was a matter of uzing those new wave
fuences in ways that enhanced, but didn't

rade, what we were doing.

There was the Edge too. What he did with
the echo pedal is beyvond measure, Yeah, the
Edge and Andy Summers were very high on

my |i-". in those days ?;[i|| are.

G What's intercsting is, in 1981, both Rush
and the Police became enamored with syn
thesizers: Rush on Moving Pictures, and the
Police on Ghost in the Machine

uresos Great minds think alike. [lacughs]
When l.'.|-|,||!:; gt into Lr!. i r.ll'l.'.w. it jllh1
seemed like a natural progression. We were
trying to expand our sonic palette. Like the
Palice, we didn't want to be limited by the
power tric paradigm.

aL It 15t have been hard for L;u‘J.l} Lis
play both bass and keyboards at the same

time. Did vou ever think of adding a fourth
member?

ureson No. never, Geddy haad EVETY I.E'III'I;.'\_ -
der control, even though he had 1o be a bit of
an octopus at times. | was operating foot ped-
als oo, Gosd, 1 had to dance around like crazy.

6L You're just a bunch of Fred Astaire-type

multitazking foeols, huh?

F

—&

L4

e
H*
|

——

ureson You said it [lawghs] If there was a
harder way of doing I:|IIIL|.:‘-. that's what we
did. But while making Moving Pictures, |
remember thinking to myself, The guitar is
prerty much the dominant sound of the b
so why am | working =0 hard at it? Using
effects and making my =ound more processed
enabled me to 1"\|'l|||r|.' space and different
textures: it frecd up oiir sound and, more
importantly, our songwriting. [t was a very
'|-|||| :irlll' I‘El”l ]l.l'ul.' ] uI'l-u‘ii'I"-I.’ﬂ'l-.i.“L“d \.I‘“T-'.'

the 20-minute science fiction opuses, [t was
getting boring.

sven so, Rush have alwayvs been labeled
that is to say, not Van

as “cerchral™ rockers
Halen, Did that ever bother vou?

ureson Mo, [laughs] My God, no. The fact
that we don't write songs about getting laid
on Sunday night? That's never been us

&L Wi
day night? That's back-to-work niglht!

uiFisan Now there's an idea we m

w explore. [laugfs] Mo, but see, even thouzh we

L a minute: who gets laid on a Sun

fit fh,- able

II'|;,'|'.,'|_' T} ]'lrl IE'II I Wk || l]'lg' mm Il,'1l. an II 11 I]. II h."-[\ I'.'.
Kush have always been about musicianship. 1f
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that makes us “cerebral” fine. Also, 1 think as
Neil developed as a lyricist, our music became
more poignant. The thing about Rush ks, we
have fun, even though we look like we're not.
[Laerghs]

a1 Did having a big hit with Permanent
Waves add to any pressure while recording
Moving Pictures?

ureson Mot at all. We were cruising! We
had the wind at our backs and we were hav-
ing fun, Perhaps that’s why it's one of our
most famouis records: people can tell when a
band is on fire, and we were, boy.

el What }:"uir.u'-\. |_|i.|.| VOU LIS O the album?

uresos My mainstays: a Gibson ES-335,
a 355, my Howard Roberts Fusion guitar
and my Sportscaster, which is a Strat that
I modified with humbuckers, a Flovd Rose
and a Shark neck [the Ottawa company Shark
makes replacement necks|. The body is the
one Strat component that remained.

6L Tell me about the solo in “Tom Sawver”
How long did that take 1o work out?

ureson | winged it Honest! | came in, did
five takes, then went off and had a cigaretie,
I'm at my best for the first two takes; after
thae, 1 overthink everything and [ lose the
tpﬂl‘k Actually, the =olo vou hear is |.'|r|'||p-|ﬂ||.
togrether from various takes, Most of my solos
are comps, now that [ think of it.

In truth, ves, | had an idea of what 1°d
play, but [ don't pet married to ideas for solos
during the writing; that's how performances
Hel s1er ile and formulaic. Of course, the ir’nll!.'
is, onee | record a solo, thats what 1 wind up
having to play the rest of my life! [laughs]

6L Anvbody who's listened to the radio
for the past 26 years knows the opening riff
to “Limelight” That's one of those it's-so-
\.i111|1'|1,--il:"\.-§:|,'lm.|h licks

ureson Thanks. 1 got lucky that day. How
these riffs appear is a mystery, 1 remember
that we had the song pretty much mapped
out, and there is a pre-chorus section where |
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"IF WE NEVER MADE

play chords that are very much like the rff. 1
think what | ended up doing was just simpli-
fving it for the opening. We knew we needed
to kick the song off somehow,

It's funny: after all these vears, the solo
to “Limelight” is my favorite to play live.
There's something very sad and lonely about
it it exists in its own little world, And 1 think,
in its own way, it reflects the nature of the
song’s lyrics—feeling isolated amidst chaos
and adulation

€L “YYZ" has gone on to become one of the
band's best-loved instrumentals,

urezon And that came from Just jamming
As vou might know, Y-Y-Z is a transmitter
coide for the Toronto International Airport,
and what we did was open the song in a
10/8 rhyvthm, which is actually Morse code
for those initials, Its a weird thing: People
expect Hush to have an instrumental on
every album=1 guess because we're known
as “musicians’ musicians” but that's not
how we operate. Neil can usually make lvrics
fit any kind of rhythm or chord arrangement,
a0 for us to [uem 8 song into an instrumental,
it has to be because we feel that’s what the

'ﬁll'l'l": i\ meant to ]'Il_'_

&L Let's talk about the mew
album, Snakes & Arrows,
Aside from his hard-to-
pronounce last name, what
made Wikl decide to work with
producer Nick Raskulinece?

ureson Well, that was the
reason: his name, [loughs] 1
relate to him, for obvious rea-
sons [Lifeson’s given surname
is ..-".'J'I.'."!J ! .';'?Jl. L i}‘:.lrl:lll:\.
wie talked to a few producers,
but the vibe wasn't there—not
totallv. And then 1 guess Nick
heard we were getting close
to recording, and he told his
management, “1've gotta do
it! No matter what, | have to
work with Bush. Get me a
|||1,1:I::i:|'|}:" lf'.r.:lz.x. |.:;':|'|l.|:i:r||: i
thusiasm: we'll take it. [lawghs]

Nick flew up and met with
Geddy and me. He had such
exuberance and true passion
foor making music—a real
thoughtful guy whose energy
was infectious. Geddy and 1
looked at each other, and we
could tell we'd have a good time working
with him. And we were right: there wasn'ta
single moment of tension or stress through-
out the recording every dav was a jov (o go
to work.

oL But is that necessarily a good thing for
making an album? Doesn't a little dramatic
tension push vou out of comfort zones and
into unexplored areas?

uresom | know what you mean. One doesn’t
want to feel roo contented; you have to fecl
|,'|1:|||1,-r|l.;ud |1:\' thie muzie, Bur Nick |f|'.!'-|1|:|-|1
us, sometimes in ways we never expected.

& How did he push vou as a guitarist?

urrson [very lomg pacse] This is tough... See,
I was so focused—1"m not saying the other
guys weren't—but because this album was

written on the acoustic, 1 was so hot L;Ilil1'r: in
You know how we talked about Moving Pic-
fures and how 1'd play solos cold? This record
was the exact opposite: | knew exactly what
I wanted. Writing a lot of the songs on the
acoustic offered me 3 wonderful way to sketeh
out the album; 1 knew that if everything
worked on the acoustic, everything would be
ten times more powerful on the electric.

&L o you guys cut proper demaos before
recording the actual album?

viegson Oh veah, Our demos soumnd like
pretty pood records, Geddy hos a Logric recond-
ing system in the writing room in his house,
and we go in there and work things out, By the
way, he lives five minutes away from ma. Can
vou believe that after 40 vears we live so close
tognether?

Anvway, we hiave a great svstem for writ-
ing: we work three days a week from noon
t |II \l'\ L} I-I:.'Ii IL'l.: [] W W i"l:l:l' ||.'|'|'|'|i'\- C¥F ]1.||'|'r'_
out with our families. A lot of times we go out
to dinner after our writing sessions and talk
about what we've done. A very relaxed pace.

W tracked the record at this wonderful
place called Allaire Studios in the Catskills.
It's a great studio with tremendous views of




the mountains, Very inspiring. Nick came up
and threw himself into the sitiation. A few
songs we didn't touch at all, some songs we
moved a few things around, and there was
one song called “Spindrift™ that we made rad -
ical changes to. We were very impressed with
Nick: he wasn't afraid 1o vell us chat we had
the song all wrong. Most producers are afraid
ts o thiat with mame bands. Also, he allowed
s to rerecond anvthing we wanted, as many
times a5 we wished, A lot of producers these
days just want to Pro Tools parts together.

(A H]n iuu-al:r vou ||:|-.'|.' A F"iil“lll:ld uf J,:lii-
tars. How many did vou bring to the studio?

urson [faughs] A “pantload”...that's
funny. I didn't bring too many, acrually, My
acoustics were a Gibson J-55, a Larriveée,
and 1 also wsed Garrison six- and 12-strings
As far as electrics, [ think 1 mainly used my
Tele, my ES-335 and this fantastic Les Paul
Goldtop reissue 1 have, 1 tried to keep things
relatively... simple.

& As you said, the dominant sound on the
:|1h1||:|:|. COniies Fl'l::lill. ACOESTIC L'llil ars,

ureson Yeah. I was playing a lot of acoustic
before making the record and my head was
stuck in that world, Plus, | had recently
seen [Australian fingerpicker] Tommy Em-
manuel and [harp guitarist] Stephen Bennett
perform, and 1 was very taken with what
they were doing. In fact, Stephen gave me a
half capo, which I'd never seen before, and
[ thought it was really cool. You can maove it
arvund but still have open strings. What an

awesome little thing! 1 used it on the song
“Hravest Face”

&L “Far Crv™ has a very strong riff. How did
that come about?

urrson Geddy and [ were jamming, and
one day 1 found myself playing it. [laughs]
Again, that's the magic of making music:
AT d;l} Vo have r|4|||'|i||K. and the next, it's
all there. 1 feel as though it really can't be
explained.

oL | expected a big solo on that song, but
instead you went for a feedback section.

viresos Yeah, | heard these sirens in my
head. so that’s what I decided to do. Geddy
plavs the riff undermeath the feedback.
Another song where there's no solo is
“Workin® Them Angels,” and what hap-
pened was, T originally recorded a solo
over this section of Very L‘L'ltil."-:-'-lrllnl.lilu.':
mandoling, It was a cool golo, nothing
wrong with it, but just before we mixed the
album, 1 called Nick and said I didn't think
the solo was necessary, that it sounded bet-
ter with just the mandolins. [ was prepared
for a big disagreement, but Nick was like,
“Puade! Absolutely. I was thinking the very
same thing” [laughs] 1 hate to disappoint
guitar fans who are waiting for solos, but
sometimes vou just don't need them.

&L However, vou do play a beautiful solo
in “The Larger Bowl.” What guitar are you
using on that?

ureson That's my Tele. There are a lot of
acoustics underneath, so when we play the

song live, T might have to trigger samples so it
doesn't sound as naked when 1 do the solo

et The instrumental “The Main Monkey
Business"™ is, for the most part, a real acouistic
opus. Was that your song that vou brought to
the other guys?

vreson No, not really. We wanted to do an
instrumental that had some real substance,
but we were getting pretty deep into finish-
ing the record. S0 one day we started jam-
ming, and the song started to emerge. At first,
it was extremely complicated —it probably
had about twelve different parts to it—and
Mick really helped us whack it down and sim-
plify it. The only problem is, 1o play the song
live 1 might have to bring out the doubleneck.
I think I can put piezos in it to approximate
the 12-string acoustic sound. [rolls his eves)
Man, 1 dread it though; that thing weighs a
von! You feel it the next day in vour neck and
shoulders. Maybe I'm just getting old.

6L You guvs have been together for so long.
Tell me, have YOl EVEr had a Eosnd \Ilth"rr\!"

vreson [lourhs] No, no, no. But it's come
close, We don't always see eve to cye; we
‘\I,Il,lil.hl'lli,". H;u;L in TI!u' |r|41 I.EII:I.:\ when we were
touring 10 or 12 months out of the year, my
God, vou get sick of each other. The slightest
little thing one guy does can just set vou off,
But at those times when we do fight, five
minutes later we're sayving, “Shit, I'm sorry,
man” We love each other, we love h:ulH'ill'r:'
out together, and we really love playing mu-
sic together—after all these vears! ®
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Hold On = Brave Face = and mara L
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HASN'T GHANG

ALEX LIFESON CALLS IT
LIKE HE SEES IT:
“DEAN MARKLEY STRINGS
ARE SIMPLY THE BEST!”

Starting ot ither the treble or bass side, hooses and remone the frst string o be replaced. Take moe of how the bridge
i positioned i the bridge sl o, Inert the triag i ts poger hok i the bidge. Keep the beavist portion of
the doukie wandin (ceag rvayfrom the owod bk

Step?

The string shoukd be postionsd into the froed sdge of the bridge pra bole and the correspooding sotch i the bridge
i P the bl eodof th trng dow intothe hole apprusimatety | - 2 inches. Position thestring.

Theering i ekd i plce t the eidge by  small otch i e froet adge of the bridpepin. P the bridge pin 8l 1he

way imto the bridge. Then poll up on the string to mabe vore that the ball end of the string i pulled tightly op agaimst

the msiceof th o of the guitar (Ohder pitars ey v smll s i the fumt of the brige pi boles,bet these are

‘50 loager necestary with these new style beidge pios.) Afer nserting the striag aad pin, 1 frm pash with your thomsh on

the i i tha s neod o ke i place

Siepd

Note: Mot i sl ar st gl 1 the b sadie kot The tesion o theerings willboid te sl in plice

a0 the strings i (bt proper aligesaent. The tension of the stings will ol the sadle i ple.

Sep$

Be sore o attch each ring o it corret fonngpeg (s hown i photo). The string i e hromgh thesirmg boke

located ear thetap of the tusing eg. the strng so here will e 2or  wraps

e when tumed 10 pitch The sring i pased throogh the iring bole

Sup

Al g beough e ng bk, o et woud ombalf, w2y i he e dtion rood (e
the thre b for the thve reble strings). This will enable you ko

form ok oa the ring 10 woid tippage. (See 10 nxt g )

‘The e of thesring i wosod back,one-talf way arvund the sring peg.

Sup?

{Not: The position of the guita i rrvered 1o dhow bow the string s locked omto theshall ) Afer pssing wder the
Toager part of the string, the thort portioa is beat back over the loag part. At you tuse up the itring, you will aotice
hat the icp forms 1 ock that will perventsring ippage

Siep

Al the string is beomght up 1o pitch (standand A-440 Lusing), the exica length of siring may be clipped off, ssually
whout 14" abow the kst bend. Nete that & string should pas arousd the thaft at least two 1o theee full times. Fach
‘windingsboubd be ender (he prrvioas oue, o closer 10 the huse o the g, This s the trings e e et and ook
mach peste Thesiring i wound teo Lo three times around the tasiog peg. You might ocasiomaly encounter a obder
it wich & hio beidge o 3 tring with aboager doobi winding aacen tn the bl ead. As costac wich the beidge
34 by this winding i ot recommended, we kv shown a3 ol Istiers tric o remedy As exta hal from 13 old
string i placed over the string and érawn against the frst bul. This wileffctvely buck the ring icto the bridge.
resmowing the beavy ares of the string from durect saddie comtact.
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ED STRINGS IN OVER 20 YEARS!

Up Close and
Personal: Dean
Markley NickelSteel
Electric™ Strings
Adorn Mr. Lifeson’s
Exquisite Axe!

Dean Markley Strings, Inc.- masufacturer and distributor of world
famous Dean Markley electric, Acoustic, Bam, Clamical, banjo, and
Mandolin, |2-4tring, Pedal Steel and Bajo Sexto Strings. Dean Markley
also has 2 complete Jine of guitar accessories which include Acoustical
pickups, featuring the award winning ProMag all-wood-bousing
soundbole pickupt. Dean Markley’ pew high end lioe of West Cosst
Series acowstic guitar amplification pickup syems i selting
the acowtic field on fire Be sre to check out the pew
“Buy Swag Direct” section on the www.DeanMarkley.com websitz. Now
you can get Dean Markley T-shirts, Jackets, Torbo-Tuoe string wisders sod
Drum key winders There are many other accessories which
you can get direclly from the compamy Check it out

Dan Markkey & among 3 wry wmall groop of
string companies that make their own strings. We have 3 manufacturing
fality in Kalmaroo, Michigan thet makes Dean  Markley
strings, as well a5 strings for a2 oumber of other companies.

Dean Markley started off s & very small string company that focused 00
quality and original design concepts which produce mperior products.
Dean Markley has grown into one of the industry’s sujor string maufac-
turers without compromising those ideals and standards In 3
“me too” industry, Dean Markley made his own rules, creating
innovative products such a5 the Bloe Steel string line, Promag scoustic
pickups, SR2000 bass strings, and the Eaviro Electric aad Formula
BUR Acoustic string bnes Basically cvery prodect that the
Dean Markley company makes is the very best in its field

Alex Lifeson needs no introduction. As the guitarist for progressive rock pioneers Rush, Alex knows a thing
or two about guitars (and guitar strings). “I have been a user of Dean Markley strings for over 20 years
and hope to continue for another 20 years. They are simply, the best!”

AMODERN DAY WARRIOR:
Young Alex in the early days

No guestion, strisp are 1m
esential part of the sousd of
 guitar. With the exception of
s rare few, the majority of
players will agree that (heir
poitars sousd noticeably better
with new striags. Though ith o
secret, this fact i frequently
owriooked aod ke for
pranied. Changing sriegs i
probably the cheapest and
simplest way 1o improve your
10ac. So i youTe not entirely
bappy with the sousd of your
uilas yoa may want 10 consder
Inying asether type of siring
before replacing pickeps, or
blamiag the amp of joer new
b player, vence diflerent strings
may give your gaitar a8 entirely
new sound asd feel. Remembes
the string s really where the
sound of your guitar begiae Ity
the vibration of Uhe string that
mitites oerything.

A siriag s coostructed of 4 core, the center arousd which the windings of the wring are wrapped, and
the windings, the wrap of wire arousd the center core. The core is usmally either rousd or besagosal in
shape, whike Uhe windings come i Lhroe shapes: roand wound, hal-rousd (whnch are aso kown as polished or
pround-round wouad), asd fatwound. Rousdwoond is the most commeon of all striag types asd
produces the beightest and clearest sound. A half-round siring i coastrocted from 3 round- wound striag that
has bad the outer rousd wrap ground or burnisbed down 10 sreate & more eveo snd fatter surface. The
smoother surfaceallow the hasd to gfide more freely with hss sqoeaking a5 t moves acroms the string. and are
geoecally pot quite a5 bright a5 round-wousds. Flat-wound sirings hive & completely smooth outer
winp lo provide the slockest ad mont (uid surface for effortles siding without squeaka. Flat-wounds
produce u fai aod dak sound sod are most froquently wed by traditionsl jazr players
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“It’s All True”,
Says Geddy.

NickelSteel Electric™ ... The cornerstone of
Dean Markley Strings. If you lined up every set
of NickelSteel Electric™ strings ever sold end
to end, you would have a really, really long line
of guitar string sets. Dean Markley NickelSteel
Electric™ . . . on top of the best-seller’s list
year after year.

Blue Steel strings are the world's first and finest
Cryogenically-processed strings. Blue Steel
strings are a total breakthrough in string tech-
nology.

Starting with the very finest quality materials,
Blue Steel strings are frozen to minus 320
degrees Fahrenheit, then held there for an exact
period of time. Finally, they are slowly and
carefully brought back to their original tem-
perature. This unique Cryogenic treatment
realigns the molecular structure of the string,
giving Blue Steel more highs and lows, a longer
life, and a greater ability to stay in tune.

—_—

Tuning-Up is as Easy
As YYZ! Long Lasting!
King of Strings!

The first thu

the aners e shpping. o somehow ot domg thar joh A kpxal encugh
smumption, bt 99 9% of the time it & wroog. Grven that all the intonation
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IN 2002, AFTER WEATHERING SEVERAL
YEARS OF EMOTIONAL UPHEAVAL,
THE MEMBERS OF RUSH FOUND SOLACE
AND UPLIFT IN CREATING VAPOR

TRAILS, THEIR MOST POWERFUL
WORK IN YEARS.

by ].D. Considine

REPRINTED FROM GUITAR WORLD, AUGUST 2002

ET'S THROW THE clock out the window on
this project.” That, says Geddy Lee, was the
goal when he and the other members of Rush—
guitarist Alex Lifeson and drummer/Tyricist
Neil Peart—began work on Vapor Trails in 2001
The band's 17th studio album, it was also the
first new material the Canadian trio had pro-
duced since Test for Echo in 1996—a dry spell
long enough to have left some fans worrying if
the band was ever coming back.

It was a reasonable concern, given the personal rrauma the
group had been through. On August 10, 1997, a month after
Rush had wrapped their Test for Echo tour with a triumphant,
three-hour show in Ottawa, Peart's 19-year-old daughter,
Serena, was killed when her Jeep ran off the highway and
crashed in Brighton, Ontario, Less than a year later, Peart’s wife,
Jacqueline Taylor, was dead of cancer. In 1998, the band man-
aged to assemble a live album, Different Stages, from the Test for
Echo vour, but Rush were on an indefinive hiatus.

During that downtime, bassist Lee cut his first solo album,
2000°'s My Favorite Headache, and Lifeson produced an album
for a voung Pennsylvania band called Lifer. Peart, meanwhile,
maintained a low profile, traveling by motoreyele from Alaska
oo Mexico and trying to regain his emotional equilibrium, When
the group finally got back together in Jamuary 2001 to begin
work on a new Rush album, the members were, as Lee dryly
notes, “in very independent head spaces”

GUITAR LEGENDS










Peart, Lifevon and Lee |n the Seventies on their
toiar bt (left) Lifeson and Les onatage in gy

sinee Ao
earlier,

(4]

+d in Vapor Trails,

nd mosr dvnamic album
» the album

losdic fi
wie want to wrl
i 1 reall
for-leather
tha

B Lk h L [IIIII'“I'II:I

MRl FAadIcs

GUITAR LEGEWES X1




Amazingly, we had few scraps or dizagree-
ments. There were a lot of discussions, but it
wis incredibly conciliatory, [laughs]

6L Was that because vou'd gone so long
without spending time together?

uee | think it's because there was a great
deal of respect for each other. After all of the
difficulties of the last number of years, when
we came and looked at each other—and we
looked at each other as friends—there was
a great feeling of affection, because we had
been there for each other through this tough
time, And there was also a great respect for
each other's abilities. It kept us in a nice
place. I don't know how to describe it other

XX GUITAR LEGENDS

than that.

aLex urFesoM Yeah, Like Geddy savs, we've
been friends forever. When we started mak-
ing Vapor Trails, 1 saw how much he'd grown
through the experience of doing his own
record, And that's hard to do, a solo record.
So much is on the line, and you're responsible
for everything. He came into this project
with all this confidence and such an elevated
sense of music. [ felt for the first time in our
whole working relationship that 1 could leave
the room and trust him 100 percent. [ was
guided by a lot of things that he was doing. |
pushed my ego back a little bit and pursued
the things that 1 fele I had strength in.

Most of the arranging Ged did on his
own. He'd say, "Leave it with me for a couple
hours.” I'd go and play guitar or hang out.
And every time 1 listened to something that
he did, it was, "Yeah. Fuck, it's perfect. That's
great” [ can't tell vou how great that felr,
going home every night knowing that [ didn’t
have o worry about those things.

LEE [[aughs]

UFEsON | mean, our relationship just
locked like this after the first couple of
months.

ee 1 don't think we ever had such a solid
partnership on any record. Mavbe not since
2112 have we been able to understand each
other, see each other clearly—our strengths
and weaknesses, It was the same thing when
Alex would say, “1 want to do guitars to-
night.” 1 would say, “Okay, check you later.
Have fun™ And he would go, and he would
just experiment, and we would talk about
things the next day. And when Neil was get-
ting all his drum parts together and starting
1o et his confidence back, Alex was there ev-
ery minute, helping him get his drom sounds
together, engineering the session. 1t was
really ineredibly hands-on, and we became
each others' producers. It was really cool that
we could do that,

Gl How did the writing start? Did anybody
come in with stuff already written?

LeE Mo, we had a clean page, basically. We
set up in a small—small-ish—studio. We set
Nedl up in the plaving part of the room, and
we had a writing setup in the control room.,
Plus Neil had a room that he could go in and
work on lyrics. S0 as Alex and 1 were getting
o know each other again, Neil was slowly
getting his playing chops, because he had not
played. He was well out of it and had o build
up his hands, his physical endurance.

Gl You sav it was a “writing sctup” Did
that mean vou just sat arcund with acoustic
guitars and a notebook?

ureson [ had an amp set up in the studio,
enclosed in a type of cabinet 1 use live, which
wee call “doghouses.” They're lead-lined, com-
pletely isolated. I moved that into one of the
isolation booths after a while and just opened
up the cabinets. Geddy runs direct, and we
used a drum machine for the writing process,
And there are basically no kevboards on this
record.

GL Wait a minute: isn't that harpsichord on
the beginning of “How It 157

LIFESON Noo

Lee That's mandala.

6L A mandola?

urEson It's like a large mandolin. It's got
10 strings, 1 just took it out one day and said,
“Hey, how does this sound?™ We got off on it
20 much that we started putting mandaola on
all sorts of songs. It just has thar bell quality 1o
it, and depending on how vou wine it, you can
bring out all kinds of different sympathetic
nobes and ringing and buzzing and all of that. -

LEE He would play some of them by picking
and some by rubbing the strings and creating
kind of a shimmery sound. And we'd meld
those together to give it kind of a unique tone.

Our basic setup in the writing system is to
have evervthing sound as if we were makinga
record. We had a Logic Audio digital record-
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"GEDDY CAME INTO THIS PROJECT WITH ALL THIS CONFIDENCE, AND

SUCH AN ELEVATED SENSE OF MUSIC, I FELT FOR THE FIRST TIME
IN OUR WHOLE WORKING RELATIONSHIP THAT I COULD LEAVE THE

ROOM AND TRUST HIM 100 PERCENT."—ALEX LIFESON

ing setup, so even when we were jamming,
we were jamming over four or five tracks and
keeping everything. Then we would listen
hack later and see if there were sparks there
that could become something

That was the goal: to create a comfortable
writing environment so that when Alex and
|j.||1'.r|||,|| Dogi r||a,'r ard L]} off on il. wir eoild
make that into a song and keep the original
performance if the sounds were pood. A lot
of times they were close, and close enough to
say, “Well, the performance is more valuable
than 10 more percent on the Fuitar sound, so
Hl's Lu,-_-p 1%

6L And with a computer-based system like
Logic Audio, vou can do all sorts of editing
with those bits,

LEg Oh, yeah, you can do whatever. You can
just take that and go erazy. Which | have a
tendency to da.

uresoM Thank god! [both laugh|

GL Okay, =0 you and Alex jam, and vou take

Fighting it out backlage fod & kane
plant of white wine in wio.

all the good bits and assemble them into basic
tracks that eventually become songs. But it's
iu'\.l music at that |1|:-i.|11. When do the lvries
come in, and how?

uee What happens is, 1 get these bits of
paper from Neil, with lyrical ideas. | read
through them, and [ either relate to them, or
I'm inspired by them, or they leave me fat.
And 1 kind of prioritize my pile accordingly
Then, after we jam, I'm attracted to certain
things and 1']] just start constructing a song
that way:

It's really a question of what strikes me
Iyrically, because I have to sing these songs.
1'll sit down with some lyrics and go, “These
lyrics are my script, and | have to make them
come o life.” I'll put a chordal strueture to-
gether, and a melodic thing—just get lost in ir,
and try to express it.

Then sometimes it's the other way
around, where we've got these bits of music
and think, Fuck! There's nothing here in the

lvrics that suits that. There's a real Strong
vibe, there's a song waiting to be born here,
but it's not going to be born with these lyr-
ics. Then we'll put it down on tape and give
it to Meil. In which case, he'll listen to it
until he thinks he has something. It goes
back and forth like thar

uireson Yeah. And that could take a long
time. Months

LEE On this record, it was exceedingly dif-
ficult to be happy with what we did, and 1
think a lot of that was because of the gap—six
years between projects, plus all the emotional
upheaval in evervone's life. Particularly
Neil's life. Things had to move slowly on this
project. 1 think we all realized that. You can't
control a rate of healing.

But I realized as we were mixing it that the
longer you spend making a record, the harder
it is to fAnish it. The more time you invest in
something, the more important it feels. It's
just hard to have that casual attitude. [chuck-




les] The casualness poes away after vou spend
a vear of vour life on something.

GL Given the situation with Neil's personal
life, I'm sure 3 lot of fans are going to be look-
IIQH Fl"lr tll'“_" tra FiL'_ I'i rl_' - 11.,1 s=5LQ :lrll.i'll.'l:! = 411 AT =
on-me song. But the closest thing to that 1
hear on the album is “Nocturne”

LEE Well, *Nocturne,” “Ghost Rider,”
=Sweet Miracle” even “Secret Touch,” 1
Ihi“l;. A i||| rt:l:lr:'d B0 SOFE SO0ET l:"{ n-.ﬂliz -
tion. | think they'ne all rooted in his experi-
ence and talk about his need and his ways of
climbing out of it. For me, singing those lvr-
ics, I have to be able to make them universal.
I have to find a way in.

And that was a 1|r|_|5|1 thing. That was a lot
of going back and forth, and taking a personal
experience and (rying (o accept it and under-
stand it and want to express it but in 2 way
that felt pood, felt right for me to sing and
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felt like there was enough in there sa that
someonde else would not be weirded out by
the il!litll:lk‘} of it.

GL 1t miust be not just a balancing act but
something you can't do unless you are very
comfortable with the other person.

LEE Yes. Exactly, exactly. And it was an
amazing personal experience for the three of
us, because of thar,

€L Okay, so vou and Alex azsembled these
jams and bits of melody, all while working to
a click track. So when did Yol |'l|f|}' with Meil?

e We didn't. It was almost all pieced
lngl.:lhl.':l.

6L You did the whole album to elick track?

LEE We weren't going to do that originally.
We had set aside time to go back and play all
this stuff live. Basically, Neil was learning the
sonps with a click track and just getting in
shape, getting his pares together. But before

we knew it, he had nailed them all. He was
just nailing them,

Sowe would say, “Is there any value in
plaving this all over again live?™ And we
decided there wasn't, because it was there,
We were getting off on it It sounded right
it didn’t sound overdubbed: it didn't sound
piecemeal.

GL In recent years, a bot of big-time alt-rock
misicians, from Billy Corgan to the members
of Stone Temple Pilots, have testified (o the
major role that Rush played in their miusical
upbringing The complexities of vour tunes
and your arrangements have been a touchstone
fior a generation, and vet Rush get no props
from the critical establishment. It's like people
just don’t want oo give Rush their due,

e Yeah, that's true. Tdon’t know why that
iz, Mavbe it's that we've never really broken
into the mainstream. We could be the world's
mast popular cult hand —like Black Sabbath,
which to me was fairly mainstream metal
when | was growing up.

GL Right. Evervone knew Black Sabbath's
music, but you wouldn't hear it in a super
market.

et And you wouldn't hear us in the super-
market. Unless it was a really weird super-
market,

ureson | don't know. | was in Canadian
Tire awhile ago, just after Tool's last album
came out, and they were playing “Schism"” in
the Canadian Tire, which is like a big hard-
ware store.

LEE But it's Tool, and they sell tools.
[faugghas)

LIFESON Maybe that's what it was!

But I think Geddy's right, and if we've
influenced that generation of bands or mu-
sicians, it's because they look at Rush and
think, Well, here's a band that wasn't popular
in a mainstream way, vet they've been around
for 30 vears, This is proof that we can stick
to what we believe is right for us and not
worry about radio or pressure from record
companies,

LEE | think that's what inspires bands
And, vou know, our music has largely been
players’ music, and a lot of bands are influ-
enced because that's how we all start out
as players. A lot of young players cut their
teeth on our music because it's hard to play,
and yet it's not jazz, so it's still accessible,

There's always been a bit of a bias against
us from critics, because they just don't get
it, and mavbe because they're not plavers,
Thev've thought our music was pretentious,
that our reach exceeded our grasp, or what-
ever. Mavbe the nature of our lyrics put them
off,

GL Omne last question: Why no o in Vapor
Trails? | mean, that would be the Canadian
way 'q.'|'k'|| it

LEE That’s an argument | was not prepared
to have with Neil.

UFESON Yeah, we were both on the o side,
the proper English spelling

uee | used the won my album, My Favorite
Headache, for Britain and Canada: .'I.f_'r Favoer-
rite Headache. But Neil tends to the US. He
likes the simpler spellings. So I'd put the i in
there, if it were left to me. But I'm not fight-
ing for au, ®

DALE MAY



BY JOE LALAINA

WHAT INSPIRED
YOU TO PLAY
GUITAR?

My brother-in-low plaved
flamenco guitar. He lent
his gruitar to me and |
Erew to like it, When
you're a kid, you don't
want to play an accordion
because it would be too
'!1|'-r:|'.1;.: But VOUr parents
might want vou to play
one, especially if yvou're
froim a Yugoslavian family
like me. [laeghs)

WHAT WAS YOUR
FIRST GUITAR?
My parents god mae 0 325
Keent steel-string acoustic
guitar when [ was arowmd
12, The following Christmas
my parents bought me

a Conora electric guitar

It booked almost like a
Gretsch. It cost 59, and my
micam still has it.

WERE YOU
INSPIRED

BY ANY
PARTICULAR
GUITARIST?

The Beach |k|:t"\-. had 2
really cool guitar sound

1 al=zo liked I|'.|"r:ui'.:|| 515
in the Searchers and the
Dave Clark Five. Then
Jimi Hendrix and Pete
Townshend hit, and it
turned the puitar world
on it% car, The more 1 ot
into playing guitar, the
miore | enpoved music and
the broader my listening
became. The instrument
itself became i||||lu:-rr.||11 1§}
mie, and [ started messing
wround with classical puitar

ind took classical lessons

WHAT WAS THE
FIRST SONG YOU
LEARNED HOW
TO PLAY?

The Rolling Stones’

i1 Can't Get MNo)
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Satisfaction.” The songs
starts off with the

three most :i111|1-|:|.||11
chords—E, A and D—and
I I\.'.lrl'lt"al [Il.l.'ll'l I :I.'.ll r'.n'd
the lead line, as well.

DO YOU
REMEMBER YOUR
FIRST GIG?

Yeah. In September
1968, Rush playved for
around 20 people at a
‘-ll'l:l]l f‘:.‘l“ i'l'l il I'I'”.lrl'll
basement. We played
SONES like ‘.‘-|'l|||r|:'|||||_"
“Fire” and *Born Under
a Bad Sign.” and got paid
310, Then we went to a
11|'.|r||'| I!l'lli .|||I:. Illl_ll,'!'l,'lj
Cokes and French fries,
and started planning our
future,

WHAT WAS

YOUR MOST
MEMORABLE
GIG?

Probably the 2002 show
we plaved in Sio Paulo,
Brazil, during the Rush in
Eio tour. It was before an
audience of 60,000, the
largest number of people
we ever played for, It was
pouring rain, and the
huge crowd was singing
al g to ol r songs. It was
really amazing, because
|-|'-'-'|1||,'.|||||'I ovien '\.|'|,-.1L
Englizsh there.

WHAT ADVICE DO
YOU HAVE FOR
GUITARISTS?

Do it because you love
it, and never give up.,
It's great to be able o
do it for your entire life.
I've been playving for 40
vears, and 1 love it more
than ever. When 1 sit
down and play, I melt
into the instrument. |
can play for hours by
myself, Plaving guitar
has given me such a
u.'|||1|,!.1_-| I'-.;I ‘-|I1-. amd 1'm
grateful for i, ®

UIREI

with Alex Lifeson




ALEX LIFESON DEMONSTRATES KEY LICKS FROM
“"TOM SAWYER," "LIMELIGHT," "CLOSER TO THE
HEART" AND MORE, AS HE AND GEDDY LEE DISCUSS

RUSH'S 1998 LIVE ALBUM, DIFFERENT STAGES.

by Andy Aledort

B =m =m B =m REPRINTED FROM GUITAR WORLD, JANUARY 1999 o = =n =B ®m

USH GUITARIST Alex Lifeson speaks with a mixture of

glee and relief as he describes the arduous task of com-

piling and selecting live recordings for the band’s 1998

three-CD release, Different Stages.

“There were literally hundreds of ADAT tapes, piled a

mile high! We had run two sets of eight ADATSs a night, o

that's 128 tracks, Our engineer had to go through boxes
and boxes of tapes in order to determine which were the best nighs,
;|r||1 !|14:r| Wi :||] CAmE in o fiartow 'il 1,||m.'r| L4} Ehl,' .'|'|1-.||||,|I{' |‘\|:\.I -‘IuFI'. It
was a huge undertaking™

The band’s fourth live album (following 1976's All the World's a
Stage, 1981's Exir.Stage Left and 1989's A Show of Hands), Different
Srages features two discs of music recorded during Rush's 1994
Counterparts and 1997 Test for Echo tours. As a bonus, it includes a
third live dise culled from deep in the band's archives, that features
the lion's share of the band's 1978 appearance at London's famed
Hammersmith Odeon.

This 37-song package spans the band's entire 28-vear carcer and
includes such classic hits as “Limelight,” “Closer to the Heart,” “The
.‘-pir'h of Radio” “Tom .‘"-:l.'.r}'{'r" and “Freewill” as well a8 more recent
material such as “Roll the Bones” and “Stick It Out” Also included is
the band's first-ever live offering of the ambitious suite *2112"

“When we started this project, we planned on using songs from lots
of different shows and different cities” bassist ﬂl.'l.l.d:-' Lee l:'\pl;lil'n.
“Between the two tours, we recorded about 90 shows, In the end, we
realized that there were just a small handful of shows that just sound
better than the rest, in terms of audio gualitv. The difference was uszy-
ally due to the sound of the venue itself, which is surprising, consider-
ing how controlled our recording process was.”

As a recording, I!l)‘ﬂ'.':'r.‘f Stages is clearly state of the art—very full,
very fat, very live. “Yeah, it does sound really good!” Lifeson concurs,
“All the clarity is there, there's really good separation between the
instruments, and the whole thing has a lot of punch and power. The
bottom end is so sweet=its big, round and deep. And I think the per-
formances are there, too. I feel this record accurately represents what
we sound like live, ©

L O

CUITAR LEGENDS [0ifferent Stages is Rush's fourth live album. What
made VO Wit to record another one?

GEDDY LEE Each live record serves as sort of a historical document.
I think our sound changes quite a bit over every three- or four-album
period, 5o it interesting to hear how the band and certain songs
evolve. Some fans may say, * *Closer to the Heart' again®” but, to me,
this is simply the best live version we've ever recorded. That justified

Z6 cuivar LEGENDS







“Closer to the Heart™ being on this
record.

S0 the general eriteria was that
cither it was a song that had never ap
peared on a live album and we were
very happy with the performance, or
it was one of our “classic” tnes that
positively smoked, like the version of
“NY&" on this record

&L With an undertaking this mas-
sive, how does the band keep all of its
material in pu,':upn'r:irg'?

wee We didn't listen back to every
show; that would've been insane

Robert Scovill, our sound engineer,
undertook the first level of the process
of elimination at his home studio in
Arizona. The first step was 1o weed
out all of the recordings with technical
tches, and there were a fof of tech-

nical glitches. That immediately nar-
rowed it down to about 12 clean ver-
sions of each song
all of those on a microscopic level. OF
the 12, we might find that on some the
snare would sound a lietle weird, or the
guitar was a little out of tune, or the

i rwas o little out of tune! [foughs)
Eventually, each song got boiled down
to the best couple of versions, and from
there we'd go with whichever one had

'||||1 1.1.{"11 ]'i-|!1:|| L]

thie best vibe,

ALEX LIFESON The performances were
recofded OVer a4 Seven-viear span, L\
I think we were successful in mixing
they all run together

the songs so t
smoothly.

uim We wanted it to sound like one
really great show, even though, in ac-
tual fact, some of the record represents
the furthest thing from that actual oc-
CUrmenoe,

GL Did the multitracks get bounced
tor a hvard disc for digital editing and
11'.'.\.|r|}:"'

i We originally tried to keep the
recording entirely in the digital do-
main. Our engineer, Paul Northfield,
however, wasn't pleased with the
results; he thought the tracks sounded
ton brittle. 5o we went back to an
analog Neve for some tube-induced
warmth, and we actually bounced
some of the tracks to two-inch analog
tape for that “saturated” analog sound.
Ihe two-ineh ran in tandem with the
1l ADATs when we did the mix
down. This ended up giving Paul a lot
of Rexibiliy
both

uiFeson [t turned out to be the best of both
worlds, even I:'||v||'.:|'r'_|| it was a 1""‘}5- \.'1I|II|"|i.I.'.1'|
ed process, But 1 feel that we ended up with
the desired result,

he could run digital, analog or

LEE And then, when we mixed it down, we
mixed to both analog and digital. In the end,
for about B0 percent of the album, we used
the analog mixdown, or analog “masters.”
For whatever reason, the other 20 percent
spunded better as digital, This created some
unusual problems in the mastering process
for Bob Ludwig at Gateway. He was drown-
ing in tapes at one point, and he called me,

S'B GUITAR LEGENDS

cryving, “What am 1 dorg? [laughs] 1 had to
talk him through it all.

6L After all this work, are vou guvs happy
with the final product?

Leg Oh veah. This is the first live album
wir'vie made thar we don't hate

6L The performances on this album sound
very relaxed and in the pocket

uUrFEsoN On the last tour, we chartered a
plane for the irst time in 25 yvears—we didn't
bounce around in a bus for eight months, 1t
midde a really big difference in how we felt,
physically. It was so much easier on our bod-
ies, 20 it was easier on our minds, We weren't
exhausted all the time. 1 felt better, had more
energy and felt happier in general.

Perfarming o1
‘Wembley Arena,

LEE | AT with that. It mad
ence in how we felt. And we g
ol ',:111|'

Another reason for the
these recordings is the fact that we're using
in-ear monitors now, | equate it w

it ter play o

‘relaxed”™ sound of

}'Iﬁl,l j'l.\.l'l.{' m |.|'|l,' |,|n_'-\i|1_;: FOrm, W I"II'IE' :n.l'll..'l.'
plaving out of a2 small amp at a very low vol-
ume, and it's so casy to play. It used o b that
when we hit the stage. we'd tense up for the
“big rock show,” and that tenseness came out
in I]w r::u.'.‘-il . With the in-car monitor %, Vil
can create your own custom-made mix that
cat, thus making it much easier to
play. It eliminates a lot of the chaos, | think
we're playing much better because the en

sounds g

he vibe



vironment is much more controllable. And,
of course, the in-ear monitors help tremen-
dously with singing. 1t's like night and day. 1
can concentrate a lot more on phrasing and
the quality of the performance, instead of just
Aghting to be in tune!

UFESON These in-car monitors afford vou
such a great mix, which enables you to play
alot better, night after night. It shows in the
fact that there are much greater dynamics in
our plaving now. You don’t pick the strings
quite as hard, or hit the skins as hard, or play
muddy, sloppy arpeggios becanse you can't
quite hear the guitar well enough. You can be
delicate when vou need to be, and play with
more overall precision. Then you can relax,
hold back, and really lean into the heavy
parts when you want too

&l [ think the *heaviness" we hear in some
of our fivorite rock music is actually a fune-
tion of how relaxed and in-the-groove the
band is, as opposed to someone beating the
crap out of his instrument.

e As with all the millions of bands that
have been trying to mimic Led Zeppelin over
the last 20 vears, they want to sound really
heavy and really tough, but end up overdoing
it. If vou go back and listen to some of those
early Zeppelin records, the guitar 2ounds are
kind of dinky! But thev're plaved late on the
bear, and there's a particular attitude and a
particular sound, and that's what makes it
heavy. As we've gotten older, 1 think we, as a
band, have gotten a better handle on laying
into the groove,

ureson In all seriousness, playving music
is a lot like playing golf: as soon as you relax,
everything just happens, It's about getting in
the “zone,” recognizing it and learning how
to get in there without too much effort.

&L Can you demonstrate how to perform
somne of vour classic songs? How about
“Closer to the Heart"?

uresoM | begin by arpepggiating this chord
Hrm!__f'?l. and 1 use this 1.I;|.\"llr|.' for the intro
section. [FIGURE 1] The secret to making this
part sound right is to let cach note ring as
lomg as pu wsible,

GL A classic Rush tune that's never been
transeribed in Guitar World is *The Trees”
which is incleded on Different Stages, That
soumnids like a really fun song to play.

uresol Oh veah, it is. | fingerpick a nylon-
string acoustic for the beginning of the tune,
over which Ged plays a melodic bass figure
[FIGURE 2],

ueg This part is somewhat improvised; we
never play exactly the same thing in this sec-
tion of the tune, Later on, [ play the barnvard
amimal sounds, trigggered from the keyboard,
After that, we pet into a section in 5,4 time.
The whole idea there is o get into a groove
that really swings, so that it doean’t feel like
an odd meter.

6L Omn the intro to “Freewill” vou and
Geddy play the same single-note line octaves
apart, correct?

uresoM Yes, that's right. The tune begins
with this melodie figure based on the F
Lydian mode [F G A BC D E: see RIGURE 3a),
which Ged and I play the same way as the
meter changes from bar to bar.

At the pre-chorus, [ play a progression

FIGURE 1 “Cloeser o the Heart™ intro
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of ringing. arpeggiated chords down at the
first few frets of the neck [FIGURE 3b]. As with
many of my guitar parts, | never play exactly
the same thing twice. | like to play around
with the arpeggation, in terms of the way

I pick out the notes, and create different
sounds and sequences,

GL “Tom Sawver” features some tricky
arpeggio stuff during the pre-chorus, How do
you play that part?

ureson Like this [FIGURE ga). | keep my
pinkie anchored on the B note, third string/
fourth fret, the entire time, while the index
and middle fingers fret different notes on
the low E and A strings, The fun thing about
playing arpeggios like this is that vou geta
simulated “double-guitar® thing happening.

LEE For my bass part, | like to reinforce
the root movement of all the chords, while
throwing in some additonal licks here and
there.

GL Alex, the chord voicings vou play dur-
ing the verse section are a bit of a mystery,
HiH,

uUFESON Some of those voicings are a little
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hard o pick out. This is what 1 play [FGURE
ab|. Like most of my guitar parts, this one has
evolved somewhat over the vears from what
I did on the original studio album.

e Even by the end of the first tour after
a particular record, the parts have already
changed.

ureson And we seldom go back to the
onginal record to relearn exactly what we
plaved. We get into rehearsals, wade through
it clumsily for the first few takes, and then it
all comes back to us.

e And our memories are probably just
an impression of what we were playing by
the end of the last tour. [t's got to have the
spirit of the original part, and sometimes the
new part is better. A lot of times vou end up
tweaking and improving a part as you per-
form it so many times in concert, and that's
one of my favorite things about the songs on
this live record —they're in some ways better
than they were originally.

GL One of Rush's most powerful and well-
loved wnes is “Limelight” How do you play
the intro¥
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FIGURE 3 “Freewill™
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uresoM 1 begin with this low-position riff,
after which Ged enters and we play the next
bit in unizon [AGURE sa]. The verse section has
some intricate arpeggio work in it, too [FIGURE
sb]. The first chord [Badd4] is based on a
conventional seventh-position B barre chord,
cxcept | don’t barre all the strings with my in-
dex finger: [ only use it to fret the low B (sixth
string/seventh fret). This allows the top two
open strings to ring, which really broadens the
sound of just one guitar,

LEE Beeause of the trio lineup, we all feel
that we need to find subtle ways to fll out the
soiifid of the music, and that's how our playing
styles developed. And that wouldn't have hap- |
pened if we hadn't been a live touring act for
so bong. When you're onstage night after nighe, ||
you discover the holes and gaps, so vou invent I
chord voicings and inversions that work well
between the guitar and bass parts.

uresoM For a rock guitarist, 1 play a lot of
first-position stuff and use a lot of arpegaios to
create a fuller guitar presence.

6L Alex, how do you play the fast intro riff
to “The Spirit of Radio™?

40 GUITAR LEGENDS

ureson | play it down in second position,
like this [AGURE &a). | keep the D note, second
string/third free, fretted the entire time with
my middle finger while I play a series of pull- |
offs on the high E string. 1 fret the high A note
with my pinkie and the G# with my ring finger, l

uee After Neil [Peart] and I play those syn-
copated licks behind Alex’s repeated lick, we I
all move into the next bit, which is played ata I
different tempo |IGURE Sb),

Gl Do you guys use drop-D tuning for some I
songs on [Nfferent Stages?

ureson For “Stick [t Out” both Ged and 1 have
our low E strings tuned down to I For “Dinven,” |
Ged uses drop-D, but 1 use standard muning and |
an octave pedal to get all those low D notes.

LEE All oof that stuff at the beginning of |
“Driven” was originally three tracks of bass,
Live, Alex uses the octave box to recreate I

i
|

some of those bass parts.

6L Alex, what was vour live setup for these
shows?

urEsoN For recording the guitar, we used
what we call “doghouses,” which are isola-
tion boxes in which vou put speaker cabinets

for acoustical isolation: there are two 2x12
GK [Gallien-Krueger] cabinets in there, fitted
with G12 Celestions, which are close-miked.
The doghouses are lead lined and weigh a ton.
In the beginning, we miked them with Shure
SM57s, but we switched to AudioTechnica
condenser mics because we found they gave
us a little more fidelity.

S0 what you hear on the record is the gui-
tar signal as sent to the doghouses. My entire
hackline consists of a stereo setup of Marshall
Anniversary Series heads, which are three-
channel 100-watt amplificrs. In a rack, 1 have
Mesa,/ Boogie V-Twin preamps, which are great
when combined with the Marshalls, This is
looped with all of the effects. The third ampis a
DvigiTech 2101, which has a few specific presets
that T use, like a clean chorus setting and some
phase-y, overdriven stuff. Then there's a fourth
amp, another 100-watt Marshall with a Mesa/
Boogrie V-Twin, which is totally dry=no effects.
A combination of all of these things is what
gets sent to the doghouses, In total, there were
about eight tracks of guitar on tape.

As far as the puitars, 1 used a few bolt-on
Artist Series Paul Reed Smiths, [ picked upa
fiew [Gibson] Les Paul Custom that [ used on
“Test for Echo,” and 1 also have a 1976 Les Paul
Standard. For strings, I use Dean Markley Blue
Steels, .009-.048

I had PES make me a couple of guitars
equipped with transducer pickups in the
bridge, resulting in a hybrid acoustic/electrie,
which T used for almost all of the acoustic-
sounding stuff on Differens Stages, These
guitars are great! The only exception is “The
Trees,” for which I used an acoustic nylon-
string Ovation mounted on a stand.

GL The way you switch from acoustic to
electric sounds is so seamless on this record,

UFESON It's a breeze. 1 also like to blend the
acoustic sound with the electric sound, as 1 do
on “Natural Science,” and with these guitars
it worked perfectly. I just hit toggle switches
on the guitar to change from the acoustic to
the electric sound, There's a separate line that
runs out to an Alesis multi-effect unit, with a
few different presets: a shimmering 12-string
setting, a clean setting, one that was a little
dirtier and some others. “Driven” is another
example of the combined acousticfelectric
sound.

LEE [fo Lifeson] The acoustic guitar sound
on that is incredible, and a lot of people were
leoking around, saying “Where's the acoustic
puitar?” [lauwghs]

uresoM One of the conlest things about
combining the electric and acoustic sounds,
like on the chorus section of “Driven,” is I'm
doing a fast, steady 16th-note strum with a re-
ally dirty sound, and whilc the acoustic guitar
sound is going, “chiga-chiga-chiga-chiga,” the
heavy electric sound is a steady, “errrrerrrrre”
Together, you get the illusion of two guitars
plaving at once. 1 do a similar thing in “Resist,”
“Nobody’s Hero™ and *Natural Science.”

LEE One might assume that there are guitar
overdubs, but there aren't; it's all live. But peo-
ple forget that we have *happy feet,” which we
use to trigger keyboard parts and sequences,

LIFESON We're very busy up there, but it's
great. It's sort of a code of honor in Rush that
we are able to recreate the density of the stu-




dio albums in the live setting.

6L Geddy, what's vour live setup¥

ek | did a lot of experimenting with
speaker simulators during the Test for Echo
tour, which seemed 1o give me a better “live
amp” sound than any real amp. My bass sig-
nal went direct to a Demeter D1 ect input]
box—an amazing DI box—with one side go-
ing to a Palmer speaker simulator and the
wher side going to a Sansamp, which I use to
control the distortion. Another line out goes
to 3 Trace Elliot bass amp onstage, which
r-.-.|||:. functions 1||'|13. as an onstage monitor
and gives me some air movement. The signal
he record, and in the house at the venue,
e combined DI signals, with a
little of the Trace Elliot speaker cab mixed
in. This gives me much more control over the
mix. With the different songs that we play, 1
can vary the balance of the different direct
sigmals very easily. The Palmer adds some re-
'|II|. mce _\'l_ll:‘\':'IF:l'.l.,"-: |r LAY R rl.':ll.]'\ IIH'-.

For basses on the last tour, all 1 used were
three Fender Jazz basses, including my old

comes from t

which is my number-one bass, |
have a couple of new ones, too. The Jazz has
1 50lid low-end sound, which is per-
fect for the frame of mind we have for the
overall sound of the band. The strings are
wounds, gauged 105-050,
is year, Fender iz going to put out a
dy Lee Signature model Jazz bass, which
'....'-\.i',:nmi alter my number-ome. Mine is
aweird model; the thickness of the neck isa
little unusual, as is the sound overall. It toak
them a while to get it right, but the guys at the
custom shop were very cool about it, and they
t. It doesn’t sound exactly the same—that
WY [.Ij E'N_" |r|||,'1I'|-\i|'|l,' I\I.IL il - '\L"':u L'I\.'.‘-L'.

6L Do you guys ever work on projects out
side the band?

et I've been writing with some differ-
ent people, but it's not because | feel a great
= [ EXPress my selfona ;.:r:and seale out-

'.IL'
side the context of the band, That"s the beau-
v of Rush; there's plenty of room to do mushe
that comes from many different directions.

uresoM My son is a musician and a sound
enmneer, and we love to play together. Also, |
have a club in town [ Toronto] called the Orbit
Room, which has about 100 seats., [ love to
go down and play with the house band. We
have live music every night, and the quality of
musicianship in this place is spectacular! Most
of the p|.|1. rs Are session Fuys, and we all i
down there to play because we love doing it,
and it's a great room. There's just a little dinky
stage—vyou can barely fit four people on it! But
::.'1 S0 MUC h .,-l.Lr! [{%] ]"I.I.:|' :.rl. !II:I' :-\.illtj ':|1. '\i.:'l].'lt i1|t=.

6L And vou can get a gig there.

usesoM [laughs] Yeah, but | never get paid!

GL Ged, you wrote a great thing in the liner
notes of the new record: *To our continuing
amazement, [our fan SUpPOr r| has enabled us
to hang around for so damn long, despite the
inherent weirdness of our music!”

LEE Let’s face itz the stuff we do is not “run
of the mill” That's our strength, | suppose,
and our fans have been supportive enough to
sccept what we do. [ could never have imag-
ined this happening when we recorded our
first album, We're very grateful for everything
that's happened for us, @
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ARRIOR

AS RUSH'S DRUMMER AND CHIEF LYRICIST, NEIL PEART HAS
LOGGED HARD MILES BOTH ON AND OFF THE ROAD.
IN THIS 2004 INTERVIEW, HE DISCUSSES THEIR 30 YEARS
IN THE FAST LANE AND THE DETOUR THAT TOOK
THEM BRIEFLY OUT OF THE RACE.
by Phil Wilding

BN == =m =m =m REPRINTED FROM CLASSIC ROCK, OCTOBER 2004 =m =n = = B

EIL PEART'S DRESSING room at the Starwood magazine interviews aside, he hasn't spoken to the press much
Amphitheatre, just outside Nashville, Tennessee, I since the band toured for its Test for Echo album in 1996, His
iz bordello red. Simated across the corridor from daughter was killed in a car accident in the summer of 97, and less
than a vear later his wife succumbed to cancer and died

The band closed down, time passed, and eventually Neil
miwved out o Califormia. In .‘iu'pru'||||'-rr 20N, B married .|;.:.|i||
Aside from a two-week period during which he played every
day, Peart didn't pick up his drumsticks for four vears. He'd lost

the room shared by hiz bandmartes, Geddy Lee and
Alex Lifeson, Peart's space contains a black-and-
white drum kit that dominates the S e around i,
Possibly not to be outdone, Geddy and Alex keep a
well-stocked bar in theirs
Neil is smoking He smokes a lor, and he grins a lot, too, Forget
drummer lost behind racks of « ||||i|'|1|-.'||l_ \.,L'.:H:n;:

his spirit, was how Lee put it to me when I'd interviewed him
and Lifeson around the time of their 2002 comeback album,
Vapor Trails. That album belied the fact; it was ferocious and
dazzling and F'-:-.-'11'|1I|'d vou 1o remember w ||:. vou'd fallen 2o
heavily for Rush the first time around. 1ts themes hinted at
heartache, its imagery aspired to redemption, and the tour that
followed it, which included a string of =old-out stadiom shows
in South America=their first in the country—proved, not least to

aluminium stands and sets of cymbals set around him like stages of
the moon. That's when he's cone -.'I|I|.|I:.:'.:.:. his face set hard .!l.:.lill'\-l
the ever-shifting beams of colored light that wash scross the stage.
Soon, he'll practice for half an hour or so at the kit in his room
before heading to the stage with Lee and Lifeson o rehearse

their three-hour set (which includes a drum solo that makes vour
irmis ache just to leok at it). But for now, he's relaxed. A few drum themselves, that Rush were still vital
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At the time of my interview with Peart,
Rush had just released Feedback, an eight-
track EF featuring cover versions of Sixties
hits. The album and the subsequent tour
were, together, a celebration marking the
30th vear since the release of Rush's self-
titled debut. 1 wasn't sure what to expect
from our meeting. Interviews with Peart
suggested to me his wit and economy with
words; his four books, especially his 2002
memoir Ghost Rider: Travels on the He
Road, revealed a self-effacing voice. Live,
however, his deeply furrowed brow and
permanently buttoned lip put me in mind
of a former headmaster who bore a grudge
against me, albeit one who sports o hae that
leoks like a deflated fez.

As it happened, Peart proved anvthing but
stern or solemn. During our interview, he had
brief moments of introspection, admittedly,
but only when he was attempting to fully
articulate answers to certain 1.|1Jl.'\[il:lt!r-_ FHCN R
of which he ducked. Otherwise, it was long
ribbons of clgarette smoke, plenty of laughter
and no sign of that hat,

LR B N N NN

GUITAR LEGENDS The three of vou seemed
to have a lot of fun making Feedback,

WEiL PEART Oh yeah, how couldn’t we?
Those were the first songs we learned
when we were 14 or 15. It was grent and
so much fun to make a record and not
write the songs and not worry about the
Iyrics and construction. Normally, in our
cvele of things—album, tour, time off—we
should have been making an album, but we
WeTen't going (o miss our anniversary and
not commemaorate it in some vital way. And
we recorded the songs so fast, We were
whipping off a couple of them a day, easily.

GL How did vou go about choosing the
songs for the tour celebrating vour 30th
anniversary?

FEART We started at the beginning, We
always wanted to bring back things like
“Mystic Rhythms* [from 1985 Power
Windows], so we just added a wish list, and
of course we had wav too many. “Closer to
the Heart”™ [a kit single for Rush in 1977] got
retired because we got sick of it, but our
other songs are pretty difficult to play, so vou
don’t get sick of them every night.

&L Your touring schedule is different from
what the rest of the band follows.

FEART 1 leave straight off the stage and
sleep on my own bus in a truck stop or
somewhere, In the morning, if it's a day off, 1
load off the motorbike and ride somewhere
in the mountains or wherever, or I get up in
the morning and ride into the show and just
have a world apart as much as [ can, [ started
doing that around Test for Echo [19946). 1
used to bicycle before that; I always had a
bicycle on the bus with me, and at least then
I could get the bus to drop me off and I could
get away. But the motorbike is complete
freedom.

GL On the Rush in Rio DVD, you all look
pretty beat up by the long tour. You're doing
57 dates this time. How will you copef

PEART As long as [ can play well, 1 don’t
care about injuries. I had an elbow brace on
my arm at the end of the Test Jor Echo tour,
but T was fine. I can still play well. I don't

¥
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care if it hurts, as long as | can get in the
“defanlt™ position, as it were. It's when you
can't play that it gets depressing.

GL | know that Geddy didn't feel like he
was gerting vo play fully during tours for
albums like Hold Your Fire [1987].

PEART In the late Eighties there was so
much technology available to us that we
couldn't resist it. And we have this rule thar
we have to do ever vthing ourselves, IfI can
hit a trigger for a kevboard sound, 1 will, and
on that tour Alex and Geddy were dancing all
over to cover sounds, That's something that
we're very conscious of now when we put a
set together, Geddy's like, “1 don't want to be
That's the
jov of performing our older material and the
stuff on Feedback—we just play.

GL On a happier touring note, you got to
play 2112 in its entirety for the first time on
the Test for Echo tour,

PEART When 2112 came out in "76, we were
still a supporting act or plaving a one-hour
headline set, so we did an abridged version
of the album even at the time that it was
released. Even when we started headlining
small theaters, we kept it abridged, so by the
Test for Echo tour, we thought it was time
to play the whole thing. And playing it, you
do find vourself grinning at the past in a
way, being in that young man's headspace.
You tend to be harsher on your old material
than you need to be, and then you eventually
decide it’s not so bad at all. And with some
of them, you think Wow, that's good, go they
make it back into the set.

Gl Afrer the disappointing reaction 1o
Caress of Steel [1975], vou almost didn't get to
make 2112,

PLART Caress didn't .‘1|.'I:1J:l||:.' do any worse
than the albums before it; at that point, all
three [including Rush and Fly by Night] had
sold about 100,000 ¢ opies o piece in the
U5, But if our record company [Mercury,
Polvgram) hadn’t been in such turmoil, 1
don't think we would have been able 1o
keep our recording contract. That tour, too,
was g0 stagnant; we called it the “Down the
Tubes™ tour a MONEST OUr selvies, By the end of
that vear we were unable to pay our crew's
salary, or even our own. Things were dire,
and we were getting a lot of pressure. By the
end of 1975, we were in the proverbial dire
straits. Polvgram had written us off before
2112 had come out. We'd seen their financial
predictions for 1976, and we weren't even
omn the list! It became a do-or-die situation.
Fortunately, things turned around slowly.
We started getting better gigs, and the
r-.-rnnl.a -'I.arrvd <1'||i.t!|}[ |-|'Er-='r. :|:|1|.! W ]11'-:;;|n1|:
respectable or something and then we never
got intrusion from the record company,

6L Do vou think Caress of Steel deserved
the eriticism it received?

PEART [t was weird. We loved it so much
when we made it, and we were flush with the
excitement of making it. Then when it didn't
do well, we were kind of stung.

I don't think it really stands up, and its
only real virtue is its sincerity, but that's
-I.H111.'l]'u!'||.:', Wesssijtasa hri;lpu. rhuugh_ We
wouldn't have made 2102 if we hadn't made
that. I can trace the roots of all our material
from our previous experiments. Sometimes

up on the kevboards all the time!

the experiment didn’t work, but the lesson
is learmed and it becomes a template for the
future. It's about 1980 that [ really start to
like our music like a fan. Before that there's
stuff I like in an affection way, because we
were brave. But as far as achievement, [ really
think we starved to bring it together a bit with
Permanent Waves [1980] and particularly
Moving Pictures [J‘-'-'.‘ii'l, and from then on

&l You've described the Seventies as “a
dark tunnel” One of the tours from this time
became known as the *Drive Until You Die”™
tour. Were things really that bad?

FEART We were p]j} iI'|_|,: w0 much. We were
doing nine or 10 one-nighters in a row, and
we were driving ourselves, don't forget.

We were doing 300-mile shifts each across
Texas, then play, drive, play drive. And if vou
did get a day off, there was no recreation
about it; vou would just lie ina dark room
and be stunned, watching cartoons because
yvou were so drained. It was soul destroving,
It takes so much [lH of Yo, and it was an
important turning point because we hadn't
learned to say no vet. We were these kids
from the suburbs, S0 when you get mone and
more people saying yes to you, then you just
say veah. Can you do two shows on thar day?
Can you do 500 miles ow ':|1ighl: for this?
And you're thinking, Yeah, they want us,

we can do that, You hate to say no, [t seems
arrogant and somehow wrong to 2ay no to
opportunity.

S0 that's where we were caught in 76, 77,
"78... Then we'd go off the road and straight
ifito the studio. We did four albums in the first
two vears and then one every vear afterward,
and we were playving so much. Then we'd go
in with a few acoustic guitars, some words




L-.._u,hu, o out and we'd blitz: just work and as
and as long as we could. We'll never do
yrnin and we had to learn that we can
do =0 much, it was impossible to hold any
f relationship together at the time, let
hetween the three of us.
Yoou said that making Hemispheres
aused vou scars, some which were
aill vizible, Whart did vou mean®

PEART W were just coming out of a long
k, and 1 think we'd ended our
1 Britain and went straight off to Wales
with nothing and just worked ourselves into
the ground. The job gets done and doesn't
suffer for i, but vou will, All '.|'lll‘-l."_.'|.'.’|1"-.
ws didn't suffer; they got better, We
built our legend as a live band, and what a
great legend to have, That record took so
much out of us that stress suddenly became

wl of wor

e 5

i factor that we understood and realized we
had to deal with
shout how we were going to work in the
future, 1 think it was a hard lesson learned. 1
remember that at the end of ”:'lu."-.rl.' £ WE
said we were never making a record that way
again: that part 5 OVer.

And we made a decision

And so on Permanent Waves, we were
out of the ||-n;..:|:r formats to a
certain degree, especially with “Spirit” and
Freey l.||| We were learning to be more

. A lot of lessons were learned at that
L "'.'A.-:,' stepped back from it

&L Tell me a little bit about Canadian
author Lesley Choice, who helped you get
=i :"IHI‘D; 'I"l.ll"‘li‘-lll,"ll.

PEART I loved his writing and [ wrote to
him, just a fan letter and he wrote back and
said, *You write well, ever thought about
writing a book?™ And 1 was like, Whe, me? I'd

—
.-—-"h

written about eight books by then, but hs
just published 50 copies for friends. That was
a luxury that 1 never had in music—1 didnt
have to grow up in public. I would write
things with way too many adjectives, stream
ol=consciousness '\.'Iu.“.. and it was l|-..|!. todo
that. By the time ['d got to publishing The
Masked Rider [1996], 1'd written six to eight
books by then and put them aside.

&L You've always said that vour lyrics were
informed by prose more than poetry.

FEART | always read prl:--u:'.,'.llul'-ll:_:]'l 1 have
gone back now and learnt to appreciate
poetry a bit more, But they're always written

5 SO '\..Til,"‘_ :|11|.! mw srvlistic it!|1:|lI1.'I'I|.'l.':i

were always prose writers who creared
moods, and those were the rn_-n:'u:'u!-_' I read

A somge's what, 100 words? That's very
little. That's why I've been taken with prose
writing in the last few vears—because it's a
much |‘~|H;,:¢r canvasz, But [ learned economy
and distillation from lyrics, so [ bring that
same discipline to prose writing more and
maore; things have to have a reason to be
there, Editing always helps. That's why |
love collaboratir I love |'l|'i.l'||.[ill|.: the words
to Geddy and Alex. 1 sense their belief, even
if they want

to change a part here or there,
because 1 know they're going to like it, and
that excites me.

GLYou a oid -.l'u'l'[|!.' confessional |}'Iil.'.-.

pearT It has to mean something to me, but
I like to find the universal in a song. A lot of
the songs on Vapor Trals are an 1.'!'\...||'|'||.'Il.' of
that. They're obviously very personal, but |
try oo find a way to transcend them,
w I‘I.:i! LR TS RR ENE s A |.:|'iC1.' |.||r CVEry |11".i].. et
just me. Those vapor trails in the sky—they
fade, 1 explored the nature of memory ina

This is

song] is about my trave

. Even "'l:llll\Lhl-.ilL'r":l'-r!l'
bt 1 oried to find
universal emotional touchstones that other
people could find in their lives. Maybe peo
will find their own reson
miavbe that song. 1 like tow + imaygery that
has a basis in me so that it's heartfelt and
then obscure -|,||||||_."H that the listener can
find something within it for them. Its like a
wind chime: the wind blows through it and
makes it sing

6L What can you remember of the first
show in Hartford, Connecticut, when the
band played for the first time on the Vapor
Trails tour? It must have been a massive step

FEART [T wis s emaotional for the three of
us, because they had been so strong for me
and so supportive through my troubles, and
wir hodn™ p|'n-.'-.1 in front ] .'|II-.“1.'II|.'|.' for
at the end
of that show that it would have |1u.|| a shar
if this had never happened again. Because
of course a few years previously, [ was
convinced that it was never going to happen
again, and in that show we just looked at
each other, .|.|'ul it was just so very powerful
and emotional.

&L You talked earlier about getting vourself
o shows, and vou've said that since getting
ona |111|1|rrhi.3~.1' Vol ve ...1|_-'.'|,-||;'|:'n_-._! a 'L'l-'|14||l.'
new affection for America. Meaning?.,

PEART For 20 vears all | saw were
arenas and hotels and the bus, Songs like
“Middletown Direams” could never have
happened if | hadn't gone out on my bicyele
and realized there's a Middletown in every
Seate, and it became a metaphor to me
for all the things 1 like about America. All
the people I met and continue to meet in
an informal basis like that, in a hotel ora
s atation oFf whatever, You gt 1.1]]-:I!:+:
to somebody and think, This is the real
America, vou know? There are a lot of
experiences and images that 1 could never
have got without going out there and finding
them. I travelled here on my motorcyvele
because | w k about this
tour, and 1 thought there's no better way to
start the book than with a road trip. S0 1 rode
the bike from L.A. to here, to Nashville. It
took three |,|;|.:L'-._ 2000 miles, [t was a "‘I‘-"r:
but I wanted that immersion in America and
the American road, especially to begin the
tour, because to me [|||,'|.'u |'||||||1|'|". & a hetter
set up, personally and artistically, from which
to build the tour,

6L You're finally coming back to Europe. It
must be a sort of homecoming for vou, as you

few of those song

ciE in a Song,

so long. 1 said to Ray, our man

ant to wWrite a I"l Lt

lived in London in your teens,

PEART | was in London for 18 months
wis around 18, =0 it was such an Impartant
time for me and 1'd never been away from
home before. | |'||_|_:.'|,-._1 with some bands and

became so disillusioned with the music
business that when I came back from there

1 was prepar ed to come back and work with
my dad for a living and play music part time.
I worked in the farm equipment business,
and I accepted the reality. 1 wasn't going

to sacrifice my ideals musically. 1 made the
choice that I would work for a living, then I'd
play the music [ loved at night. Then Rush
came along the following vear. That was

1974 —30 vears ago. &
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lex Lifesor

“SINK THE BISMARCK"
Johmmy Horton

Greatest Hits [1gg0)

=1 fell im bovwe weith mile Becaute of this
somg. It vwat the first single | boaght, | wai
arownd 1 years obd, whick was sbout 5 year
before | tarted playing guitss, ' & song
about the Biemarch, a German battheihip
that sunk during Waorld War 1L It 5 very
thematic, rcusing song. | think | mowed two
lawmis of samething to make enough meney
to buy it."

“FOR WHAT

IT'S WORTH"

Buffabo Sprimgheld

Buffals Springfieid (1966)

“This was the first reck song that had » big
influence on me. | remember headng it on
the radio in ey dad’s car when | was 2 kid,
Buffaks Sprimgheld were unlike the other
bamds of the “San Francigo sound’| they
WENE TROFE (ouRliy Lounding. Stephen Stills
and Neil Young trade besdi on this one, | like
Yeung's very Lail wibito and edigy, rundated
playing style, particulaily on his sobaing,
wiheread SHIK wound B yweeter and smopth-
&t Thili I still one of my all-time favorite
o Im fat, Buih did 5 veridon of it on our
covers ribute EP, Feedbock,”

“SHAPES OF THINGS"™

Je# Back

Truth (vg68)

“This i snathed wang we covered on
Ferdback, hef? Back has 8 tone |ike ne one
whiit, Muaybe bbiluie he dosin't play with a
plek very musch, He alio has & very strong beft
hand and can move the itrings almost effort
bessly, He's 82l cranking it owt today, but be
dirin’t it oiil slbwmi ai aften as Md lke; he
works only when he feeli like it Before Truth,
Beck wisi 85 integral part of the Yardbinds,
and theis recording of this tong is great. Dut
his wiiiban, with Rad Slewart's vodte on top,
addi & wholt new ehoment (o the song. It
sesandy boughed, bigger and beefied”

“MY GEMERATION"

The Wha
Thit Who Singi My Goacration (ighs)

46 curtar LeceEnDs

IS CLOSEST TO THEIR HEARTS.

RUSH'S GUITARIST AND BASSIST EXPOUND ON THE MUSIC THAT

“Pete Townihend b one of my grestest in-
flisences, Mate than any athed guitarist, he
Eaught e how 1o play ihythm guitas and
demanitiated it importande, particalary n
a thaee-piece band, His chanding and strum-
milm shways taok i the Aght smoiant of
space. The first time | heard this song was in
thee basemtnt of Rush’s original drimmer,
boken Rutsey, bohn had two clder brothers,
buosth o wiham wene muilc hendy, snd they
abaays had whatever new albam had just
i St~

“ARE YOU EXPERIENCED"
Kl Hendii

Are Vour Expevienced [i967)

“Theis wad arsot ber recond | heard for the first
time 51 Ruliey's plece. What attracts me to
this song is all the backward stuff. I sownds
i mlien bt 5o Fight snd perfect. Hendsis was
a natural gendut whao played many beautiful
ybes, Tabent a4 greal a4 his doein't come
theough life wery frequently, Mendriz was one
im & hillkos"

“ALL ALONG THE
WATCHTOWER™

Frrel Handiin

Electric Ladyland [1968)

“Thii i e &f the moit beaitiful songs and
arrangemants oved recorded. Hendrix took

& Bab Dylan folk song and tumed it into a
symphany. The acoutic guitar on this song
|plaped by Davr Malmfl| has such beawtiful
compreition. It doein't slap you; it caresses
youl, This song grabs your heart and sails
away with it it sounds unlike anything
arpone hid ever done. That was the magic of
Hendrix: even i you copied what he recorded
s tried to pliy like him, it could never be
the tame”

“HOW MANY MORE TIMES™
Led Teppelin

Led Teppelin [gbg)

SO any guitariat, limmy Page was my big
gt influence. | wanted to look, think and
play like him. Zeppelin had a heavy influemce
on Runh during our early days. Page's loose
styde of playing showed am immense confi
denie, and thene ane no rules to his playing. |

med Page at a Page/Plant concert in Toronta,
i wg5R. | was acting ke a kld, all googly
eyed. | was freaking owt and my hands were
shaking. | was o theilled to meet him be-
cawrke his work meant so much (o me.”

"KASHMIR"

Led Zeppedin

Physical Graffit! (ars)

“This i+ an absolutely brillant song, an all-
tirme dlassic. Wachamir’ has such a wonderful,
enctic Middle Eavtern feel to i=—dt's like no
other song of its exa—and Physioal Graffiti B
a mind-blowing album. In a roundabout way,
‘Kashmir' infleenced ‘A Fassage to Banghok”
[amz ], which kas a similar sort of odd-tempa
arrangement to the verses.”

“I CAN'T GET NO
(SATISFACTION)"

The Bodling Stones

Mot Bocks, spéig-spm (sg71)

“This wias the seccnd single | bought, One
summer when | was 11, | went o Vugoilivis
to whilt rry relatives. | took one recornd with
me—1thils one | played it for mry relstived
because | wanted my couslens bo bear i, The
Stones had that bluseny, dinty, bad-boy image,
which | much prefened to cheaner-iowunding
bands like the Beatles or the Seascheri, The
Stones were more dangerows than other
bandy of the Sluthes. B looked like by had
miore fun than the Beatlei—Ilike they stayed
up later”

“COMFORTABLY NUMB"

Pink Floyd

The Wil {rgpal

“David Gilmour b 5o well respected, and
witille be's often overlooked smong guitads-
ists, | think people who appreciate rock gui-
tarists wegard him ai one of the beil. He's 5
brillant player and has such passbon and feed,
Vou cam wene he's 3 smar man; you can hear
hoer hee purts it all Degether and how it fits,
wihich ks a real iestament bo his sengwriting.
He's such a bluety playes, 1o boot, My eyes
water whemever | head this jong. Fink fl.q;d
tharee such incredible armangements; their
songs are rich and cemples bul ol particu-
larly coomplicated. They can take a1 bang a3

they want 1 bell you a story, but i abways
Imterestlng.”

“IN THE DEAD OF NIGHT"
LLE,

LA, [vgr®)

“Allan Holdvworth hu am smaging, out-of-this-
warrld liguidity, What 5 geniu His fimgen are
constantly moving. Pulls make up the bulk
of his playing: | don™ think ke doet much
pocking. | war lstening to Holdoworth
arousnd the thme of Mowing Firfune

[rulir], mnd yous cam indirectly hear his
influence an my pliying on YY"

“THIRD EYE"

Tool

Anima [1g56]

“Adam Janes b a fabulow guitarist

and songwriter, and Tool are such

a povneril band. You know it Tool
when you beasr them, becaue they're
imtensely dynamic; yet heawy, even when
they'ne playlng |s light. | lisfened to this
altwam eroet and owed; | dian't da that very
often, Tool have an interesting, intelligent
approsch o song comtruction and byrici.
18 juit Rod bad we don't hear from them
mode ofien.”

“AH VIA MUSICOM"

Eric lohnion

Ak Vie Muticom [wgga)

“TI've never heard anybody with a better
tone than Eric kohnion He played with

i oo 3 couphe of tours and 'l wardh his
peerformance maost every might. There's a
smoothneis (o hit playing that s so elactic
Eric i very acourate and articulate but woulful
at the Lame time. i anybody could come
choie fo pliying B Hendrin, he oould ™
—hor [odnina




“THICK AS A BRICK"
Jethia Tull
Thick Ai & Beick (vars)
I ey wiews, this i the firt traly succesaful
congepl slbum by a Britlah
prog-rock band. They
‘ aven brought a flute
inta heavy nock
‘ e mirle. Hiow dare
r}':‘_ " thary! [iougha | Their
ke 15 sa bellblantly
wiritten and wall put
together, what with its
hard-to-play parts and odd
tirme signatures, not to

9

h

//

mention the great guitar
soundy of the tatally
wrsdeirated Martin Bare.
And | kowe how, no matter
what influences they
brought into the mukic,
from classical to follk,
they abways did it ina

rock contert.”

“TIME AND A
WORD"
¥es
Tl o o Wlord [agpal)
“1 didn't know who Yies wene until
a friend loaned me this recond. |
wart totally amared. I'd never heard

a band e this, and I'd never hesrd
 baws player placed 10

upfront in the
miu, Chris Squire had such a driving,
sggreivive sound, and [t made this
sach a pivatal, influential song for
e, Sguire’s melodies were brilliant,
and they were definitely out there.
But they were slways esientisl to
the skeletal fosms of those somgs;
he mever wandered off out of
comtext. His lines help hold the songs

tagether”

“HOW MANY MORE
TIMEST"
Led Zeppelin
Ledf Zrpprlin (1969]
=1 1ow Ahem im Teronto af a ittle
place called the Rockpale. We

were in the iecand row, and when they
played this sang i1 juit blew me away. 11
reaffierned for me all the creative potential
In blending hard rock with progressive
manle. lohn Paul lormes wai the uniung
hero in that band. What bass player of that
peviod didn't know hew b play that riff? |
stilll jamn o it sometimes ol woundchecks.”

"I AIN'T
SUPERSTITIOUS"

Jeff Beck

Franth | gl

=i | had to plck a favorite guitarist of all
timse, it would probably be leff Back. | mean,
wias there a better guilar sound owe T |
think this was the first great Jeff Back
‘momment,’ the first time when you'd hear
sumsething and lonow that it couldn't be
arybody bt him. ke was such an smaing
pomeer, and just an incredible styliat., The
motes he squeeres out of thad thing with a
whhaimamyy biar, a wolume control knob snd
iy finggers are simply incredible.”

“OVER UNDER
SIDEWAYS DOWN"
Thee Yandbsrds
Roger the Engimeer [1566]
“lefi Beck again, playing one of the mait
unigue guitsr
Enes ever.
It's really
hard to
play that
thing—it
manages to
grab something
eiieniisl from the Exstem quarter-tone
siybe without just being Imitative of Indian
miriie, And i1's the hook to a pop song—
ek wihen pop, partioulardy in Emgland,
cowld e & platfarm for expenimentation
and innovation, Beck, Page. Clapton and
wome other Brits really discovered a totally
new Lownd. They figured out how to get
a pop amghe on the blues by ehectrifying
it, and it became 3 profound way for
guitariats to speak theough masbc™

“"WATCHER OF THE
SKIES"™

Genesls

Famtrod [1972)

“This ks a very strange, omincus tune
from wery early Peler Gabricl-cra
Geneils. The time signature was

completely odd—it wai a litthe ke Ves,
but darker and much more theatrical,
The minkc wain't sboul paople itepplng
out and doing blueiy solos; they were
taking a high lewsl of muiicianship and
weaving it inte the guts of the song,
playing with Liyeii of melody, odd time
signatures and strange guitar riffs. What
fascinated me wis haw theis [atioate
parts all supperted ane snothar—

and the song.”

“3/5 OF A MILE INM

TEM SECONDS"

JeMerson Alrplare

Bieas i3 Podnted Litthe Head (yg6g)

=A great live record, where the band
takes some risks and really changes the
arramgements, expecially rhythmically,
lack Casady, one of the truly great,
underraled bais players, b the star of this
record. His tone was wery different from
other American bassists; it was edgiern
and his riffs were really challenging—they
aggressively pushed the songy along. | like
when a bass player gets a Fttle puihy and
won't keep his place. He steps out of line,
but in a great way.”

“SPOONFUL"

Crenm

Fresh Cream (1]

='Craieraads’ was the song you had to
learm to play if you were in a band. Clapton
jusd flies through that song. But for me,
“Spoonful’ wai mone about lack Bruce’s
great voloe and adveniurous playing. Brace,
like all the bass players Mve mentioned,
wain't confent o be a bottom-end, stay.
in-the-background basiist. He's playing a
Gibson bais obviouly too koud, to where
it's distorting the speakers. But it gawe him
this aggrentihve sonursd amd a kind of spldery
tone, and | ke everything about it."

“MY GEMERATION"

The Who

Live af Leei [1970)

“What an amaring guitsr sound om this
album! And [Peie] Towniend even plays
a few sobos, which he usually never does.
‘Wi there anybady bettler at supresiing
themselves through powesi chondil? | jusl
bowed that record, and | know Alex did,
too. Dvery time we jamimed 51 8 young
band we would wind up Jamming paris
of that record,™ @




GEDDY LEE TELLS HOW RUSH MIXED OLD-SCHOOL MUSCLE,
CLASSIC SONGWRITING AND NEW-CENTURY SLEEKNESS TO MAKE
THEIR 187ts STUDIO ALBUM, 2007'S SNAKES & LADDERS.

by ].D. Considine

vk Wi learned a lot doing that fun little record, Feedback ™
Rush bassist Geddy Lec says, and on the face of it, his enthusi-
asm is surprising. Feedback was simply a collection of covers—
eight oldies from the Sixties and early Seventies—that Rush
used 1o play in their carliest davs. Ar the time of its release, in
2004, the project scemed little more than a lark, 2 nod 1o what
Lee described as “songs we played or dug at one poine”

But as Rush took those tunes on the road as part of their 30th
Anmiversary tour, the band’s appreciation deepened, “There was some-
thing about the way those songs were structured.” Lee savs. *Those were
somgs that we were weaned on, and they reminded us a lot about some of
the essential things about rock songs and rock songwriting that 1 think
we'd drifted away from, It was a real inspiration for us.

“So when we started to write material for the new album, we said,
‘Let’s just start with Al [Alex Lifeson] and me, in my home, on acoustic
;:uit;.!r and bass—the way we used w write, you kne v, 15, 200 years ago.
Or farther back than that, even” He chuckles, seemingly still amused
the thought of just how long Rush has been around.

“We used to alwavs write on acoustic, and our theory was, if vou
can make an acoustic rock, adding the electrics is a picee of cake, And
somehow vou end up with a more fundamentally sound tune. So we
tried that, and we just fell in love with working that way. It created a
particular, intentional limitation to how the songs would be structured
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and how melodies would be written, because vou didn’t have that white
noise hissing at you from the guitar side. 1 think that helped make these
songs melodically strong™

By “these songs” Lee means the material on Snakes and Arrows, the
181k and latest Rush full-length studio project. Recorded with producer
Nick Raskulineez, it's the band's strongest effort in ages, combining the
concise, intensely tuneful approach of 1989's Presto and 1996% Test for
Echo with the ehop-heavy virtuosity of older albums like 1976' 2112 and
1981's Moving Pictures.

From the semi-orchestral splendor of “Faithless” and “Armor and
Sword"” to the muscular punch of “Good News First™ and “Working
Them Angels™ Snakes and Arrows is everything a fan could want from
a Rush album—and then some. For instrumental fans, its a garden of
delights, thanks to the Neil Peart-driven “Monkey Business,” a gorgeous
Lifeson acoustic guitar solo called “Hope™ and a giddy bash dubbed
“Malignant Narcissism.” But the words are pretty impressive, too, with
some stromgly political writing, most notably “Wind Blows” a blues-
tinged meditation on how ignorance seems to be spreading “from the
Middle East to the middle Wiest™

BIG, BOLD RHYTHM SECTION
What's most interesting about the album {particularly from a bass-
playing perspective) is how much Geddy it's got. Obviously, his vocals






Lee in the early Eightles with his custom

Oberhelm/Minlmoog kybeld dg; (elght)
on his familiar Rickenbacher bas

remain a major part of the mix, but his bass
also dominates, from the bright, midrange-
heavy punch we've come to expect of his
J-Bass to floor-shaking subfrequencies that
recall the glory days of his Taurus bass pedals.

“It's funmy; mixing and getting the right
balance in our songs is always, by far, the
toughest thing about recording™ Lee says
“We go through these phases where we
get paranoid that the guitars aren’t present
enough and loud enough, and that was the
WAV W WEre with Vapor ']"r'|:||'f_'rI where it was
very much, *Let's get the guitars really raw
and steamy and rockin®;

“On this album, after the songs were writ-
ten, the production team of Nick and Rich
[f.-li_'l'l.'.[-l.l -Mick in 1'l.'||'|!'i|.'|:|'|.|l Wias 4|r51.'i|1g 15
put the guitar into its own space, so that the
rhythm section can be big and bold and beau-
tiful, and the guitars can be present without
smashing up all these other elements of the
rhyvthm section. And what it brought to light
was that interplay between Neil and I, and
the fact that we can create a rhythm section
that holds the melody—and holds the heart of
the song—with the guitar free to play all those
lovely inversions and unusual chordal parts
that are Alex's forté.

“I thought that took a lot of maturity on
Alex's part, to back away from the giant wall
of massive, heavy guitar, in order to bring back
some nuanced sound to his &Ly le™

FLAMENCO CHOPS

Meanwhile, Lees own lines are surpris-
ingly dominating and aggressive, particularly
when he resorts o the futter-fingered tech-
nigque he describes as flamenco-style finger
picking. “It started to evolve from [1993%)]
Counterparts,” he savs. * ‘Animate’ was
thie first song | actually tried doing it with,
and on my solo album [2000°% My Favorite
|||.':!||.|:l|.'|l|.'|_ I started doing it more. With
Vapor Trails it was really much more present.
And now, it's just part of the toolbox.*

Still, he's hard pressed to explain how, ex-
actly, he does it “It's hard to think about how
vou do it when vou're doing it without think
ing” he says, “1 use two fingers, and it just
depends on the kind of iff I'm doing. 1t%s like
a slap, but I'm not slapping with my wrist; I'm
slapping with one hinger, just back and forth,
up and down. Sometimes Ul use my index fin
e, and sometimes Il use my middle fnger.
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“The tone is a matter of what part of the
body of the bass that 1 pick over. I'll do it
closer to the neck if I want more of a slappy
sound, or I'll do it over the pickup if | want
it to be a bit more big and ratty, 1t's a weird
thing—I don't think about it anymore when
I'm plaving it, so when you just asked me that
question now, I'm trying to imagine myself
doing it and reconstruct the stupid way my
fingers attack the bass™

When it's suggested that he could puta
:~'|'H.1'i:1| video track on the next concert DVD
called “Close-Up on the Fingers,™ he laughs,
“People keep bugging me to do my own in-
structional video, and I don't know. I find it
hard to imagine myselfin that cnvironment,
showing somebody the ridiculous ways I've
learned how to F'll:l:f the bass. I 1 do i, it be
called “Don't Try This at Home' "

Considering the level at which he plays, it's
odd to hear Lee mocking his own technigue. But
he tends to see his plaving stvle more in terms
of expediency than technique, and as suchisa
hit embarrassed 1o think that explaining how he
plavs could be considered educational.

“Why would :-||I'|'|e"|'n:u.|.:|.' be interested in
this?” he says. “It seems like a freak of nature,
thiz whole style I've developed. But at the end
of the day, it"s the results, and I'm able to use
it to create the kind of bass-scapes that I want
to create, and 1 know a lot of people are inter-
ested in how T do that. So 1 guess it would be,
at some point, appropriate to show someone”

Perhaps he could do it sports show-style,
using close-ups and freeze-frames from con-
cert footage.

“Right,” he says, laughing. “Get one of those
little marker things, and circle the fingers:
‘Look at how terribly positioned my wrist is in
this position. That's why [ have tendonitis at
the end of the tour! ™

THE JACO BASS

Jokes aside, the most important thing about
Lee's bass playing is what he does, not how he
dioses it, and nowhere is that more obvious than
on “Malignant Narcissism,” a tune he wrote
without even realizing he was doing it

It all starved when the folks at Fender,
with whem he has an endorsement deal, sent
a Jaco Pastorius- model Jazz Bass to Allaire
Studios in New York, where the band was
recording. “1ts one of the coolest instruments
I*ve ever ]1].1} l.'d." Lec SAVE “It sounds :|.r||.:|.;r_'i11'r:

and plays amazing. [ picked it up, and within a
half an hour of owning it, | was just jamming
with myvself between vocal takes, and plaxing
this riff that just felt so fun to play. Our pro-
ducer was listening, and he started recording
the riff through my vocal mie, just acousti-
cally. He zaid, *Man, that's a song right there
¥ou just wrote,

“Neil happened o be hanging around, and
he had this four-piece drum kit set up. 5o the
next day we took that bass and the amp, sat
down, and threw an arrangement together”

Because Lifeson was in Florida at the time,
thie initial track was just drums and bass, “We
=i |d [TaY Il.r."!']\ T8, I‘i-‘l C :'II F L':I.I,I_\ II Ve eI Fu'r_'.l'l mu-
sic for this record, so if we do another instru-
mental, we've got to put a time limit on it' So
Mick said, ‘Okay, two minutes and 15 seconds!
And we just threw this song together that actu-
ally came out at around two minwetes and 15
secomds” In fact, the track is listed at 2:17—not
bad for something just thrown together.

Lee admits that he’s not much of a fret-
less plaver (“usually, it"s a failure” he says),
and that recording with the fretless J-Bass
was “scary. Me playing a fretless bass is like,
Jumpin' Jehozaphat, 1 hope vou don’t want
amy other instruments to this, because tun-
ing's going to be really interesting” * He
laughs, “I figured if [ played fast enough, the
wrong notes wouldn't have time to be heard,
really. The passing notes will just pass too
quickly. I think it worked out well because
it's such a damned beautiful bass to play and
to listen to. Now L".'u:r}]h:lu,ll.' aszociated with
the session wants me to get them one, That's
a good sign.

“Fender was kind enough to make me a
fretted version of it,” he adds. “I'm going to
play around with that as well, and bring them
both out on tour with me”

THE RETURN OF THE MOO0G
TAURUS PEDALS

Other than the Jaco J-Bass, Lee made
almost no I."'h.il:l!l}[i,‘\ in his bass r n_'l:-':.r:.g
mainly on his trusty 1972 Jazz. “There are
no real effects on my bass, except on *Wind
Blows,” * he savs, “In the pre-chorus or the
B-verse—whatever you want to call those
things=there's some overdubbed bass
I:|lr|:lll|.!|| a .‘.[ll-T'l||||_l_'|1,":|.l:i||_|; this kind of
phazed out, pulsating sound.” Otherwise, he
relied on his usual trifecta of an Avalon US




mbe DU, o Palmer PDI-05 speaker simulator
and a Tech 21 SansAmp RBI preamp

“But quite often [ overdub a lower bass
part on top of my bass, because on many of
the songs [ play chordal patterns, and some
of those chordal patterns are high up on the
neck, which adds an interesting, arpeggiated
feel to the song. Like on ‘Armor and Sword,
I'm playing chords and arpeggios through the
entire chiorus —nothing really, that is a trodi-
tional bass part. So then, because of the lack
of botwom, Il go in and 1'1] play a bass track
thats just kind of a soft, |,I1J]~:L[i11;.{ low-end

complement. And then, of course, Nick will
make me put bass pedals on there as well, to
o an octave even below that, so that there's
lots of pant-flap happening”

Raskulinecz, it turns out, is a big fan of
Lee's old Muoogr Taurus hass |'~1'd.1|h. “He was
insistent that 1 bring out my old Tawrus ped-
als, which of course 1 don't even own anymore
because we'd sampled them long ago” Lee
says. 1 had to go and borrow them back
from the people 1 sold them to. He wanted all
those old, classic, Rush-sounding kevboards,
and some of them [ just kept making excuses

Soundchecking with
Moog Taurus pedali and
Minimaeg during the
Farewell to Kingt tour,
clrea w77

about, because there was just no way on earth
I wiis :.iuil'l_p: Ty i thiere. ‘Goe, Mick, | can't find
that sample. Sorry!’

“0f course, by the end of it [ fell back in love
with them and couldn’t wait to put them on
more and more songs. [ think the Taurus pedals
are on all but two songs on the whole album.”

A REAL RUSH GEEK

Waorking with Raskulinecz was, says Lee,
“kind of refreshing for us, because he was
such a positive human being, and [ really
hadn't worked with a producer who had 2o
many ideas so quickly in a long, long time. So
he was a real treat.”

He was also a dyed-in-the-wool Rush fan,
and that, ||-dd|!.. ook some getting used to.
“1t"s kind of weird, the way he appeared in
our lives, because we were kind of set to work
with another producer” Lee says. “But the
negotiations were not going well. So we said,
‘Let's look around some more.” ™

Lee had heard of Raskulinecz through
his production of the Foo Fighters, and
s0 the band requested his demo reel. It
WIS Very i.:11|1n.'1.‘-i1.'|:_ j||\1 in the sense that
someone made this that had a real love and
knowledge of music. No matter what song
or style, the reel was showing off good ma-
terial or good sound or good production
whereas a lot of reels we listened to, there
aren't very gnnd songs on them. And I'd
think, Why would yvou want to hire a guy
who can't tell the difference between a
good song and a bad song enough that he
puts kind of a mediocre song on his reel
j.l;l-l because it's Eol 3 mix he did?"

Raskulinece was in the studio with an-
other band at the time but offered to take the
red-eve from Los Angeles to meet with Rush.
“Offered to fly up on his own dime, ton, which
is unheard of in the music business,” Lee says
=50 he flew in, and Alex and 1 met him at my
house. He's such a lovable guy, you can't help
but like him, Anyway, we played him a couple
of our songs, and he ﬂil'l"ﬂ.'n.l. but kept it quiet
that he was really a huge Rush fan. He said he
wiis a fan of the band, but™—Lee laughs—=1
didn't know how seriously he was really a fan
of the band."

Onee they began to work in the studio,
|1|,'m.'|_'\.';' T, I]w and I.!I.‘-‘.'illl'{'l.l'l.l. Ellit 'I'h.:ll:l'l
Raskulinece and engineer Rich Chycki knew
the Rush catalog “intimately”

“Every once in a while, we would hear
these two guys singing lines from songs |
had forgotten that | had even written,” Lec
says. “They were singing the words from
‘Chemistry, fer crvin® out loud, from the
Signals album, I'm like, *Chemistry'? Jecz,
that's obecure. That happened all the time.

“And in the evenings sometimes, when we
were doing bed tracks, Nick would want to
jam every night. 5o evervbody's in there jam-
i of course those two always want to
play Rush songs” He chuckles. “It was really
sweet, actually. Never did 1 think we would
waork with someone who was one of our fans.

*But we found ther i_..-;hl! one to doit. And
it meant a lot to him to do this record. He put
his heart into it. And [ remember when he lefit
after that first meeting, he aaid, T will mot let
you down! And he didn't.” ®

ming

GUITAR LEGENDS 53




	1
	2
	3
	4
	5
	6
	7
	8
	9
	10
	11
	12
	13
	14
	15
	16
	17
	18
	19
	20
	21
	22
	23
	24
	25
	26
	27
	28
	29
	30
	31
	32
	33
	34
	35
	36
	37
	38
	39
	40
	41
	42
	43
	44
	45
	46

