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VINYL ACCENTS: An 5+V
Exclusivel Tom Petty
proudly displays Side 1
of the first record of
the 180-gram, two-LP
version of his and

the Heartbreakers'
rollicking new album,
Mojo. "We do vinyl for
everything now,” he
says matter-of-factly
to 5+V Editor-In-Chief
Mike Mettler in South-
ern California during
the interview that

: serves as the backbone
| of our 12-page TPATHB

feature, “Mojo Workin',"

i starting on page 22.

! Recounts Mettler: "Tom
i and | were looking at

i afew of the LPs that

¢ | had brought to the

i interview, like The Last
{ DJand Damn the Torpe-
! does, when he stopped
| to linger on Wildflowers.
. Tom said when things

i got tough in the studio
| during the Wildflowers
' sessions, he'd motivate
i the players by saying,

! 'Come on, dammit! Just

stay another hour, and

i I'll see you all at the

Grammys!' And after
that album won a pair

i of Grammys in 1996,

he went to each of
them and said, 'See?
| told yal'"

Photo by Sam Jones.
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Under them creative skies, so blue: It's not just the normal noises in here.

uality. It's what we appreciate, what
we strive for. And we're relatively in-
satiable in that regard, if you think
about it. | mean, I've been buying speakers
since the '70s and TVs since the '80s, and
just when | think 'm happy with what I've
got, | see and hear something new, some-
thing better, something exciting, something
groundbreaking. And | want it all, right now.
When we find brands of gear we like and
trust, we tend to stick with them. And if
those manufacturers come out with new
products or pioneer new categories, chances
are we're there with them. The same can
be said for how we follow the creators who
make the music we listen to and the video
we watch on our systems. When we find
somebody we like and respect, we follow
them. We're meticulously attentive. We lis-
ten for the nuances, the detail, the highs

I have been made at any other time than now.

It stakes a claim at the crossroads where art-
ists can either downshift or accelerate. Tom
has never been one to back down (he wrote
a song about that, ya know), so growth is the

| only path he sees.

Toward the end of our interview session in
Southern California, | told Tom that | couldn’t
wait to see what the band would be doing
10, even 20 years from now. “| just hope to
be here!" he joked. Then he got serious: “|
don't see why we have to quit, why we can't
keep growing.” But the artist does have to
deliver on the promise — the hard promise, if
you will. “I think the important thing is, there
needs to be a reason to buy another record,”
Tom stresses. “If | made Damn the Torpe-

| does as every record since the '80s, there

wouldn't be a reason. | look at it this way:

i Let's go where the wind takes us. We're gonna

Who says artists stop being creative because they
turn 60, or 707 Did John Updike stop? Should Mose
Allison stop? Would you ask Marantz to stop making
receivers because they've been doing it for “too long"?

and the lows. We observe the panoramic
scope of their vision and appreciate the in-
dividualistic things they do that others can-
not visualize or auralize. So my radar goes up
whenever | hear people talk or blog or bleat
or tweet that they think certain artists, ac-
tors, musicians, and directors should just
“hang It up” because they're too old, past
their prime. They've lost their mojo. . . . Well,
sorry to burst that virtual bubble, folks, but
creativity does not have a term limit.

And speaking of mojo, take this issue's
cover subject, Tom Petty. His creative track
record spans 4 decades, and he's not coast-
ing as he bears down on age 60 later this
year. He dipped his and the Heartbreakers'’
collective toes into the 5.1 surround sound
audio waters with last year's Live Anthology
Blu-ray Disc, and now he ups the ante with
the 5.1 mix for the band's new album, Mojo
(see page 22 for much, much more on all
that). Mojois a record that looks forward and
back at the same time, one that could not

be somewhere different each year, each

| couple of years. We're gonna hear things dif-
. ferent, we're gonna be in a different place.”

That aesthetic is why Tom's featured here
in $+V to such a degree. We want to regular-
ly chronicle that kind of depth and growth,
learn how it happens, and discern how our
experiences with it, in whatever format, will
be enhanced. “it's a shame that entertain-
ment has been boiled down to sound bites,”
concludes Tom. “Me, I'm working for a whole
other crowd. There are people out there who
want to know more, so I'm doing it a whole
different way. And | don't see any reason
to change that.” Neither do we, Tom. Neither
do we. &

Still watching, still listening...

[ R~

Mike Mettler
Editor-In-Chief
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TOM PETTY,

‘[ DON'T SEE WHY
WE HAVE TO QUIT,
WHY WE CAN'T
KEEP GROWING."
I'M WITH YOU,
TP. WE WON'T
BACK DOWN
EITHER.

Read more Mettlerisms
and find a fresh slate

of Web-exclusive features
and product reviews at
soundandvisionmag.com

FOLLOW YOUR EIC ON TWITTER
http:/Awitter.com/MikeMettler

FOLLOW S+V ON TWITTER
http:/ftwitter.com/soundnvision

PHOTO BY TOMY CORDOZA
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'l kept saying over and over all
throughout the mixing, Twant
SPACE. Let's not rub the space
out. Where the band doesn't
play is just as important to me
as where it does play. And |

also want it to sound like the
li

stener is facing the group.”
—Tom Petty
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Co0tnpmon 10

How TomPetty and the Heartbreakers

satisfied their sound-quality
In stereo andin 5.1 on MOJO

We Need to
Know:

Tom Petty |
on the
Heartbreakers |

MIKE CAMPBELL
Lead Guitar

“I've wanted to get
Mike out front for a
long time. He's such
a tasteful player, but
sometimes he sees
that as overplaying
it. I've wanted him to
be the other voice, so
we've really kind of
kicked him up front.”

RON BLAIR

Bass

"Ron plays something
that | react off of at
the same time that
Steve reacts off of it,
and Mike reacts off
of that. And then we
all react back. And if
you're averdubbing or

being overly cautious,

you can't do that”

BENMONT TENCH
Piana, Oregan

"Benmont is just too
good. We never did
any overdubs with
him because he plays
a number of key-
boards all at once.
He can swing around
and hit a bass note
on the grand piano.
Simply beautiful.”

jones

SCOTT THURSTON
Harmonica, Guitar

‘| kept handing Scott
these assignments:
‘Okay, | want you to
play harp on this
song.' It's not all that
easy. So he'd gimme
stuff back, and I'd say,
‘Wow. | didn't know
you played the har-
monica that well’ "

STEVE FERRONE

Drums, Percussior

“l always thought
Steve could take
us somewhere we

hadn’t been. There

are a lot of jazz roots

in what he does. He

adds things | wou
never have dream
of. And | love that
| just trust him.
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Here's the thing about Tom Petty and the Heartbreakers'
stunning new album, Mojo: While you've never quite heard the
band play this way before on record, the songs sound like you've
known them all your lite.

And just why is that, you ask? It's due in no small part to the way the
band recorded the album, and to the frame of mind the six of them
were in while doing so. “This album sounds like the band sounds to
me when it's after hours, when we're just playing and no one's really
stening or paying attention,” explains Tom. “That's when we're just
piayng for ourselves. And that was the sound | wanted to get.”

t's good to be in sync. Mojo (Reprise) captures Tom Petty and the
Heartbreakers at the height of their intuitiveness, from the run-and-
gun jump-kick of the leadoff “Jefferson Jericho Blues” to the grit of
‘Running Man's Bible" to the delicate touch of “No Reason to Cry.”

“l don't think we could have made this record, say, 15 years ago,”

muses Tom. “Oh,

24 JUNE-JULY-AUGUST/2010 | SOUNDANDVISIONMAG.COM

think we were experienced enough musicians to |

I have goneforit..." Concurs keyboardist Benmont Tench, “If Tom thinks

we couldn't have done this 15 years ago, then we couldn't have. It
would have been different. Well, we could have made this kind of rec-
ord, but it wouldn't have been this particular one.'m happier with Mojo
as a whole than I've been with a record in a long time. | usually like
what we do, but | really feel like we cracked the code on this one.”

Tom and | discussed the genesis of Mojo and the development of
his critical ear in a room in his Malibu beach house facing the Pacific
Ocean this past April. Turner Classic Movies played on a flat-screen
Panasonic LCD with the sound lowered in the background. A vintage
turntable, a Krell preamplifier, and floor-standing speakers framed
the scene. Oh, the stories they could tell... .. .
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TOMPETTY AND THE HEARTBREAKERS MOJO WORKIN'

"If we all play well and it's honest, then it's gonna be okay. We were
never a band to go after ‘the sound of the month. We never made
any disco records. We resisted any sounds that were trendy:. "

¥l One of the most telling lines for me on Mojo is from
“Takin’ My Time”: “When | was a young boy, my fuse
was lit.” That could be your signature statement.
[smiles] Yeah. It's very fortunate to know what you want to
do at a young age. Very fortunate. One of the great bless-
ings 've had. Because I've seen kids struggle with that.
But my mind was made up: | wanted to be in the music. |
wanted to have something to do withit. And once | started
to play, that's just a fix you can't get anywhere else. | knew
| was gonna do it. | don't know why, | just knew.

| think | knew early on that's what | wanted to do because
before | was really adept at the guitar, | started to write my
own things with the few chords that | knew. | immediately
started to write my own material because | didn’t know
that many songs, and | wanted more songs to play.
E¥i So you always knew you were going to be a song-
writer. Did you have that inherent sense of “l am a
writer”?
It's funny you ask that, because | was thinking about it yes-
terday. | wrote songs really early on, when | was 14, 15. My
band back then did a few of them — we didn't do that
many of them, but we did a few. And they were pretty
good. When | think back on the songs of the day, they
were pretty good songs. And | didn't think just anyone
could do that — write songs. | always liked reading — |
read whatever | could get my hands on, even though
| didn't have a lot of access to that much stuff — but
the music came from another place. It just appeared.
And | had listened to records at that point for years. |
did nothing but listen to records.
E¥ Both Bob Dylan and Keith Richards have said that
sometimes they get inspiration “off of the wave,”
that they channel their songs and don’t necessarily
“create” them, per se. They receive information, and
then they let it out. Do you believe that?
Very much so. | firmly believe that. It just comes. You have
to set yourself up to receive the signal. You've got to help
it along. | have to believe that, because there are too many
times something’s just gone WALLOP — there it is, and |
don't really know why. But | don't like thinking about it. |
don’t want to analyze it too much, or then it’ll be gone.
£¥ Do you remember the very first record you bought
with your own money?
Well, | inherited a lot of records from a neighbor. | had quite
a few 45s. | think the first one | actually bought myself
was the Four Seasons, “Walk Like a Man” [which spent 12
weeks on the charts, was No. 1 for 3 weeks, and peaked
January 23, 1963]. | paid, like, 98 cents for it. [chuckles]

mrber ey e

interview The good old days. Wait, it wasn't the Four Seasons — it

“This gear sure
takes me back.
©®Those JBL
4311s were
state of the art,
man. [Head of
Shelter Rec-
ords Denny]
Cordell let me
take the ®Ma-
rantz receiver
home, since

| moved here
with nothing.

TOM PETTY
SRR P

Modo

©That's the first
all-metal Sony
boombox. | took
it on the road
in'77,and | re-
corded the band
with it. It had a
compressor in it,
S0 you couldn't
overload the
tape.ltwasa
miracle to have
it. | lugged that
thing around

for years. It was
kinda heavy.
And all-metal”

1 Wwas "Playboy,” by the Marvelettes [which spent 11 weeks
. on the charts and peaked at No. 7 on May 26, 1962].

&Vl Those are two great examples of songs driven by
melody. To me, there are three key elements that
make Tom Petty songs work: tone, texture, and melo-
dy. Do you agree?
| always liked melody. | kinda feel like | haven't really writ-
ten a song unless there's some kind of tune to it. You want
something that you can sing that delivers the words in the
right way. Melody is very important. The blues has a lot of
melody to it; | don't know if people notice that. The best
blues singers, their material has a lot of melody.
E¥ That can relate to the key they're singing in, too.
Key is important to a lot of things, yes. We tend to work
from the guitar a lot, so | always move the key around to
fit the voice. I'll say, “You know, I'l have to push my voice
up to that key because it doesn't sound right if | bring it
down low."” Sometimes you gotta compromise a little bit
because the guitar is unforgiving with the open strings.
So most of what we did was based around the
sounds we were getting on the guitar. | did move the
keys around a bit quite a lot when we were starting
out. We really got into the idea of "Hey, we know we've
| got something here, so let's make it work.”
E¥ There's been a sound-quality standard with just
about everything you've done. Is that a conscious
thing, or did you come to realize it after recording
for a while?
Well, we started out trying to make sounds that were
fun. Mike, Ben, and | really are record people. We lived with
records — a lot. We wanted to learn, from the outset, how
to use the studio to do things that perhaps we couldn't
do live.

When we started out, we had 16 tracks. I've seen it go
through so many stages, and I've seen it go back. There
was a stretch in the '80s when people were making slaves
and syncing 24-track machines together, so you had one
reel that's a slave reel to the 24-track. But most consoles
couldn't handle 48 tracks, so you couldn't hear the whole
record half the time.

If you look at the first record we did, as funky as it is, we
were trying to do “stuff.” We just persevered, and we got
really ambitious with Damn the Torpedoes. It's funny, be-
cause that record changed the way drums were recorced,
and it's odd because we didn't like it. [laughs] We went
too far. | liked the record, but that drum sound really only
worked when that record came out. Not anymore.

JUNE-JULY-AUGUST/2010 | SOUNDANDVISIONMAG.COM 25
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TOM PETTY AND THE HEARTBREAKERS
MOJO WORKIN’

My thing is, | want to hear the whole rec-
ord at all times. | want to hear the record in
its balance in the mix and everything that's
added to it. | want to add into a pre-existing
thing. Ryan [Ulyate, Mojo's co-producer]
is really good about keeping the record in
front of me. So if 'm adding something, |
know what I'm adding and | know how to EQ
it and where it's gonna sit in the picture.

When | met Jeff Lynne and we were going
to do Full Moon Fever, he said, “No slaves.”
He was gonna do 24 tracks. And | said, “Not
487" And he said, “No, none of that” We
learned a lot of tricks from him about how
to do that kind of record. Jeff likes doing
a lot of overdubs. Like a background “ooh”
or “ahh” — we'd keep the time in our head
and sing it a cappella, using 5 or 6 tracks
of voice on a 16-track. We'd mix that down
to 2 tracks, and fly it back to 1 track on the
24-track. We'd record all that after the end
of the song. So we gave ourselves all kinds
of space. Jeff was really good at making a
chalk mark on the tape.

5% How is Mojo different from that style
of recording?

'l give you an example. “The Trip to Pirate’s
Cove” turned into one of my favorite things
we did. It started as an entirely different
song with a different key and different tem-
po. And | couldn't hear it work. It just didn't
sound right to me. | rewrote that song three
or four times — keeping the lyrics but com-
pletely throwing out the song. [chuckles]
Ryan and | got on this trip: “This is too good
a story to lose the song. We gotta make it
work.” So a little bit of music got kept from
each re-creation. Those two chords are re-
ally good. In the end, at the session, | came
up with that progression, married it to some
other chords | had, and found an entirely
new groove. But the melody | had over the
chords | got.

So when we cut the track, | just recited
the words — kinda like Lorne Greene, |
think. [laughs] And we left it there. And
then | thought, “That's not gonna work. |
gotta find a way to sing it." The melody that
showed up was the one that had to show
up to go across these chords, but in the
end, voila, there it is — and it's perfect.
| was determined to make it work.

»Tom Petty Q&A Continues: page 32
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Song of
Freedom

The story behind MOJO's

s

INSIDE TRACKING

Anatomy
of aSong

most magical track,
First Flash of Freedom

TOMPETTY

@ Gibson ES-335

B Sunburst

of Freedom.”
Mike played his
'58 Les Paul

semicircle, with me facing the band so my

most part, we succeeded in doing that.

We rehearsed that one on the studio
floor for a long time before we even rolled
and were finally able to say, “Okay, we're |
ready to do a take." There are a lot of dual |
guitars on it, so Scott and Mike worked a |

long time on the double harmony parts.
They rehearsed that a lot. What we wound

up keeping was the second pass. This
group tends to play most passionately
early in a session. They can surprise me
sometimes, but usually it’s early. So that's |
. guitar!

the one we kept.

Tom wrote the chor-
us. It was inspired by
a guitar that | bought

| played a 1964

MIKE CAMPBELL
& | wrote most of
the music for “First
Flash of Freedom”;
. kind of feel. It sounded very Allman Broth-

— as told to Mike Mettler

before the last Heartbreakers tour. I'd al-
ways wanted a '59 Les Paul Sunburst but

never got one because they're so pricey.
guitar |
on “First Flash |

But a friend of mine was selling one and |
figured, “If | don't get one now, they'll be out

- of my price range altogether”

It turns out to be an amazing instrument,

- very versatile and pure-sounding — like no
Sunburst on
everything.
Man, what a
groove! And we didn't use |
any baffles or headphones. We were in a |
. with a chorus to tie it all together. We re-
microphone didn't have any leakage on it. |
Though | did have a piece of Plexiglas in front
of my mike, because the drums tended to |
come in there. But | wanted to try to sing it
live and just try to do it all right there. For the |

other guitar, really. So as | was discover-
ing the guitar, | came up with the music.
The guitar just seemed to cry out for that
sound. | was really excited that Tom liked it
and was inspired to write the lyrics, along

corded it live, solos and all, in the studio. On
this song, | wound up using two amplifi-
ers together: an old tweed Fender Deluxe
and a mid-'60s Fender Princeton, plus
some tremolo and delay here and there.
It's pretty much a first or second take.
Scott Thurston did a great job playing the
second-guitar harmony parts [on a '65
Gibson SG Special]. Yeah, | think it's one of
the best things we've ever done. It's much
different for us. It allows for the band to
stretch out a bit and be
spontaneous. 'm really
looking forward to play-
ing this one onstage:
it's custom-made for
a live gig, with lots of

BENMONT TENCH
| had heard a demo
of this one. Mike
said it had come out of a Les Paul

ers-like to me — which is great, because
that's a high standard. And for us, a band

»MOJO’s 5.1 Mix Dissected: page 28
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coming out of a time when we deliberately |
didn't play like the Allman Brothers because |
down South back then, you couldn't turn
You listen to the rest of the band, and you
- subconsciously go, “There's a hole here that
. should probably be left here, but there's
a hole here that something should propel

It's rare that keyboards appear on any-
thing that Mike writes, except when you have
something like “You Got Lucky.” But usually

a corner without hearing a band trying to
sound like the Allman Brothers, Now, we love
the Allman Brothers; we just didn't want to
copy them too closely.

there isn't a crucial, extensive keyboard part.
| always have free rein, so I'm thinking, “What
can | do to this that will be appropriate?” | just
start playing until | hit a few things. The Ham-

| knew | didn't want to play it too much like
“Dreams,” though it certainly calls for that.
But you've gotta evoke it, or you're just fight-
ing against the current a little too hard.

I've got a couple of Line 6 pedals, and | love
what they do to the Hammond. We back-
engineered an old effects loop | had in there
so that the effects come before the Ham-
mond reverb, and before the rotating Fender
Leslie speaker amp. | played mainly Hammond
through the Line 6 delay pedal on a sweep
echo, along with some Hammond spring re-
verb. Sweep echo is great; you just get it in

what it's going to do. Between manipulating
the drawbars and what the sweep echo does,
it gives you these lovely trails, sweeps, and
swoops that make me happy because they
come up different every time, and you don't
have a lot of say in what they're going to do.
So | ran the Hammond through that, and
| was only using the delay pedal and the re-
verb. | play that mostly with my right hand,
and | comped a little bit of rhythm with my
left hand on the Wurlitzer electric piano just

gentle strumming going on for the guitars.

But it seemed like it needed a little more of
- react to the music on the spot. That was the
. whole point.

something kinda like [Allman Brothers drum-
mer] Jaimoe or a jazz drummer would do,
because Steve Ferrone was just holding the
backbeat there. So | gave a little bit of syn-
copation to it.

Then on the last verse, | switched to the
Farfisa combo compact organ. The fills on the
last verse are on the grand piano, the Tremolo
Steinway. But the Steinway is always coming
in on the intro and the choruses and reinforc-
ing the bass notes. The thing that makes
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»TP's Discography Reviewed: page 30

the neatest sound to me is the Farfisa,
which is really subtle in the last verse.
In some cases, it's kind of fill in the blanks.

through, or act as some glue for, or add an
interesting line to.” It's just a compulsion, re-
ally. There's this great space going by and I'll
think, “Uh-oh, | just played something there.
It's like there are some things you're going

- to do, but you don't know you're going to
- do them.

mond C-3 organ really seemed obvious, but | S
- RYAN ULYATE

- We're all just trying to follow the muse and
- see where it goes. When Tom came up with
 the idea for this thing, to do more of a blues-
~ based thing — not just blues in the traditional
.~ sense, but also in the British Invasion sense
- —itwas so perfect. He had me listen to Fleet-
wood Mac with Peter Green, and John Mayall.
He said, “Listen to those guitar solos — they're
loud.” [chuckles] There’s a really cool moment
in “Freedom” where you can hear the exact
point Mike hits his fuzz pedal as he's getting
' ready to go forit.

time with the track, and you don't know quite
You put them on, you're making a different
kind of record. Instead, the guys are playing
to each other and hearing what's in the moni-
tors, the wedges. They're getting and feeding
. off of what each other is doing. And 'm in the
. control room doing nothing but mixing what
. they're doing. | don't have to worry about a

Having no headphones in the studio was key.

headphone mix but instead things like, “You
know, | should put some delay on that vocal;

this is a trippy song.” The guys vibe into some-
. thing by going in there without any arrange-
to kind of propel it, because there was a very
- I'm improvising in mine. It's a nice back-and-

ments. They're improvising in their way, and

forth that happens. What you're able to do is

————
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How [mixed MOJO In 5.1 for

311_1 I'Ely DISC By Ryan Ulyate

s an engineer and producer, I've spent my entire career try- |
ing to make the world's most amazing-sounding record. It's

an ideal I've been striving for ever since | heard the Beatles,
Jimi Hendrix, and Pink Floyd on headphones, with all of those fan-
tastic sounds they made swirling through my head. For me, the best
musical experience was always an immersive one — something that
transported me to another world.

When quad came out in the '70s, | was ready to spend every dime
" too. [At press time, plans were for Mojo 5.1 to be made available
dustry didn't agree on a single format. (Who remembers SQ vs. QS?7)
_ Mojois a studio album, we had to come up with a new way to think
- about how to mixin 5.1. The first song | started with was “First Flash
of Freedom.” [See page 26 for more on the origins of that. —M.M,,
yet again] An apt title, since we had complete freedom as to how to
spread the music around. But the question was: How to do it?

| had to take the plunge. Unfortunately, quad failed because the in-

When 5.1 surround sound audio came out in the past decade, | was
thrilled at the opportunity it presented. Unfortunately, it failed be-
cause of another format war. (DVD-Audio vs. SACD, sigh... )

But with Blu-ray (a format war winnerl), we finally have something
that can provide the home listener with the same audio quality that we

pros hear in the studio. Blu-ray’s lossless 5.1 formats, DTS-HD Master

Audio and Dolby True-
R HD, are far superior to
the compressed for-

mats on a stan-

as “loud” as today's CDs, meaning more dynamic range and less harsh-
ness. So now we have a way to get that “ultimate-sounding” record.
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A Sense of

Stately Ryan's Place, nestled
in Topanga, California, Where tench's keyboards are off to the side. You're
Mojo was mixed in both ste-
reo and 5.1 surround sound.
"They took their time to set
this one up. It's more about
feel and playing than trying
to make a 3-minute record.”

The first title we did for Blu-ray was Tom Petty & the Heartbreak-
ers’ The Live Anthology. This release was a selection of stereo and
5.1 mixes of 62 of the best tracks chosen from over 30 years of live
performances. Those who heard the Blu-ray mostly had good things

- to say about it. [Agreed! See “Damn the Two Channels!,” December
- 2009, for my interview with Tom Petty about the Anthology and its
- 5.1 mix. —M.M.]

And now the band's new album, Mojo, will be released in Blu-ray

concurrently with the album's June 15 release. —M.M. again] Since

Most of Mojo was recorded live at the Clubhouse, the Heartbreak-

- ers’ rehearsal space and equipment warehouse. | wanted to give
- the listener a sense of what it was like to be in that room hearing
- them play. When you're in the room with the band, you're seeing

them about 25 feet in front of you with a wall
about 25 feet behind you. The drums, bass,
and guitar amps are in front, and Benmont

aware of the sound bouncing off the back
wall, and the bass filling the room.

| decided to keep the sound of the Club-
house in mind for the surround mix. The in-
struments weren't going to come at you from
all over the place. The band, the focus, was
to remain in front of you — with the odd mo-
ment of surprise coming from the surrounds.

. Guitars, drums, and vocals are placed the same way the band sets
dard DVD. Stereo is 24-bit, with 256
times more resolution than a 16-bit CD, and it doesnt have tobe |
Benmont's keyboards are mostly in the center and equally in the
' leftand right surrounds. This “triangle” puts him in the middle of the

up. Mike Campbell's guitar is to the left, Tom's guitar is in the cen-
ter, and Scott Thurston's guitar (and/or harmonica) is to the right.

RYAN'S PLACE PHOTOS BY JUDITH CROW



5.1 space, just as he sounds in the Clubhouse. And

Benmont does so many beautiful and very subtle
parts that can be hard to pick out in the stereo
mix, but in 5.1, they're fully revealed.

We set up room mikes on the back wall of the
Clubhouse, which we added to the mix. This
brings a bit of ambience and liveness in the ste-
reo version. In 5.1, they really shine, The room

mikes are only in the rear channels, about 5 dB
louder than in the stereo mix. This really gives
you a sense of place. | love the sound of Steve
Ferrone’s drums bouncing off the back walls.
The delay from the dry drums in front to the
room mikes in back is really what puts you in
the same space as the band.

We still needed some moare stuff in the surrounds to
fill them out. Here's where a bit of artistic license comes
in. If there was a delay that | added to any instrument or
vocal on the stereo mix, | put most of it in the surrounds.
On “First Flash of Freedom,” there was a trippy vocal de-
lay we all loved. That was sent back to the rear. There's
also one dry vocal you hear from the rear only, where
Tom doubles the line “on our first flash of freedom.” This
seemed to really reinforce the hook of the song, and it
was an apt metaphor for our mixing process: no rules, just
be tastefull One more element was big in the surrounds
on this song, and that was Mike Campbell's Fender Leslie
amp. Mike uses two amps on his guitar, usually a vintage
Fender Deluxe and Fender Princeton. On this song he also
used a Fender Leslie, a cross between the classic rotat-
ing organ speaker and a Fender amp. | used two mikes on
it, getting left and right perspectives as the speaker ro-
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The backline at Ryan's Place, including
ATC surround channels. "When you hear
Mike Campbell's guitar make the snare
rattle in the back... that's the real stuff.”

EXCLUSIVE

‘I had to make
the MojoCD a
bit louder than

I normally would
have because
the body of the
record fits in a
certain place,
and you can't
dial it back. So
when the loud
bits happen
here, they really
happen. 'm glad
we kept it that
way. The CDis
pretty exciting,
but Mojo really
translates well
on the high-rez
versions — and
especially the
uncompressed
vinyL. It will
sound like what
we heard in

the Clubhouse
while we were
making it."

“The Mojo
project was fun
because we
were all able

to stretch out
so much. There
were no rules.
Yes, we could
have delay.

We could be
grungy, dark,
and bassy —
whatever the
song needed.
Being rooted

in that earthy
style, the blues,
gave us more
freedom.”

R —

tated. The signals from Mike's two main amps are on the
left. The signal from the Fender Leslie is spread across
the left and right surround. This gives Mike's guitar a
“bigger-than-life” feel, which is appropriate for this song.
It's especially noticeable on the break, where the band
stops cold and Mike takes a solo.

As | moved to other songs, | found more fun things to
do in 5.1. For “Takin' My Time," Tom uses a Fender amp
with built-in spring reverb. | found a great spring reverb
preset, added that to Tom's guitar, and put it in the sur-
rounds. The result is the world's biggest guitar amp. For
“The Trip to Pirate’s Cove," | took this super-long vocal

Vea | Wi
mm——

Yoo 98| iz

The Mojo Files. "We front-loaded it.
Jefferson Jericho Blues' had to go first
because it hits the reset button. This is
not Wildflowers or Highway Companion.
Get ready for something different, folks."

T R e R S R S P 7 S A S R Ay

delay and put it in the back. You can hear the delay in
the stereo mix, but in 5.1, it’s really pronounced. As Tom
finishes a line, it washes over you and repeats in the sur-
rounds, just as he sings a new line from the front. This is
the kind of thing that you can't have too loud in a stereo
mix but you can bring up in a 5.1 mix. The reason is you
simply have a bigger canvas to work on. Sounds don't
bump into each other and crowd each other out. And you
can have more bass and really feel the music without
muddying it.

| could go on and on, but suffice it to say, the 5.1 mix
is my favorite way to hear Mojo. Set your Blu-ray to 5.1,
turn off the screen, and let yourself go back to a time
when you could close your eyes and let the music take
you on a journey synced with the pictures in your mind.
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ack in 1976, studying the debut album
of Tom Petty and the Heartbreakers,
| wondered if the smirking, leather-
jacketed, flaxen-haired guy on the cover was

a budding punk-rocker (like Johnny Thunders
and those other Heartbreakers) or a newfan- |
~ Petty's defiant triumph and commercial break-
. through, amidst a raft of legal and label has- |
sles. It's the apex of the original Heartbreakers
— Campbell, Tench, bassist Ron Blair, drummer |
Stan Lynch — who hum like a well-tuned en- |

gled classic-rocker. Turns out Petty was both.
The combination of his insistent vocals and
forward-into-the-past songs with the excep-

tional talents of the Heartbreakers' core — |
5 lead axman Mike Campbell (a true guitar god)
and keyboardist Benmont Tench — has made
'~ the sublime “Here Comes My Girl" The arrival of

for one of rock’s most golden catalogs.

Tom Petty and the Heartbreakers
(1976; originally Shelter/ABC, now Rhino/
Warner Bros.) % % % ¥

down” conveys both urgency and edge. Wrap-
ping it up, “American Girl” is the Byrds song that
Roger McGuinn forgot to write (but will later

cover). Charmingly underproduced by today's |
standards; you wouldn't want it any other way. |
. Long After Dark (1982; Backstreet/MCA,
. Geffen) XX X R

Juiced by the New Wave, this is the band's |
most unrelentingly electric album, crackling
with feisty, guitar-textured arrangements. It |

You're Gonna Get It! (1978; Shelter/ABC,
Rhino/Warner Bros.) Y& drvris

Classic case of sophomaore slump, lifted by two
instant classics (| Need to Know," “Listen to

R R S S N S R P e D O )

ull Catalog Fever

Runnin’ down a 34-year career.

| Her Heart"). Inconsistent material "

By Parke Puterbaugh

and an overall air of aimlessness
make this the band's weakest.

Damn the Torpedoes (1979;
Backstreet/MCA, Geffen) Y i

gine on “Refugee,” “Don't Do Me Like That,” and

Jimmy lovine as Petty's co-producer is huge.

. Hard Promises (1981; Backstreet/MCA,
| Geffen) T XX ¥i7

The cool “Rockin’ Around (with You)” kicks off |
this casually auspicious debut, then “Break-

Lacking the prior album's consistency and deter-
mination, it still has strong songs (“The Waiting,”
“Kings Road") and smart production that pro-

vides appealing surfaces for the ho-hum num- |

bers. In hindsight, it also has two overlooked
R.2.8.0.6.1

gems (“Something Big," “A Thing About You”).
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A Critical
Discography

THE SKY WAS THE LIMIT (c. 1976, from left):
Blair, Tench (below), Campbell, Lynch, Petty.

also marks the first lineup change, with Blair
replaced by Howie Epstein.

Southern Accents (1985; MCA, Geffen)
*ok iy

Despite the organic concept (Southern roots
reclaimed), a mechanical '80s drum sound
rears its head, along with other signs of the
synthetic times. Too many cooks as well (such
as co-producers Dave Stewart and Robbie Rob-
ertson). Yet it has its pleasures, like the pride-
ful “Rebels” and the oddball "Spike.”

Pack Up the Plantation: Live!

(1985; MCA, Geffen) J k¥ ir70

Their first live album (excluding 1977's promo-
only Official Live 'Leg). Girls and horns add little;
covers of the Byrds and the Animals are the
draw. Petty’s relationship rant in “Breakdown”
is @ must-hear. The double LP has two more
songs than the CD, and the now-rare VHS
tape adds more covers (‘Little Bit o’ Soul,”
“Route 66").

I\ Let Me Up (I've Had Enough)
(1987; MCA, Universal)
ok kir
Cut soon after a world tour with Bob
Dylan (itself documented on the now
unavailable 1986 DVD Hard to Handle),
this record abounds in Stonesy energy (and the
odd bit of Dylanish phrasing). Yet even with its
standout tracks (“Think About Me,” “Ain't Love
Strange”), the album lacks personality and
feels a bit strained.

Vol. 1(1988; Wilbury/Warner Bros., Rhino)

B e 0. 8 8.1

. First missive from the Traveling Wilburys, that
. is: rock’s all-time supergroup, five guys who
- place harmony above ego. What 38-year-old

Petty (a.k.a. Charlie T. Wilbury, Jr)) brings to the
party is youth. (Ha!) His signature contribution
here, “Last Night," is a highlight.

Full Moon Fever (1989; MCA, Geffen)

Petty reclaims his muse by simplifying things.
Result: masterpiece. This first solo album is
really a three-way collaboration with a fellow
Wilbury, Jeff Lynne, and Campbell. "l Won't Back
Down" and “Runnin’' Down a Dream” are defin-
ing statements of conviction and resolve; "Free
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Fallin'” will become Petty’s biggest hit. Between the lines, he takes
stock of his world, expressing loyalty and gratitude to loved ones (as
well as amusement and sympathy for the rest), setting it all to tuneful,
toe-tapping music with a bright pop sheen.

Vol. 3 (1990; Wilbury/Warner Bros., Rhino) ¥ % ¥ % ¢
The Traveling Wilburys return with less of the same (the late Roy Orbi-

burys Collection, with bonus tracks and a DVD.)

Into the Great Wide Open (1991; MCA, Geffen) ¥ # % % *

Petty brings the de-stressed magic of Full Moon Fever to a Heartbreak-
ers project, with similarly stunning results. It's an even more reflective,
adult album, with the Petty/Campbell/Lynne axis crafting productions

Island disc from the catalog. (Take the Highway: Live, a 1992 VHS/laser-
disc, is the tour document.)

Greatest Hits (1993; MCA, Geffen) & % % ¥
Fifteen terrific singles (plus one terrific album track, “Even the Losers”)
and two bonuses, including the cryptic “Mary Jane’s Last Dance,” which

remaster, which replaces “Something in the Air" with “Stop Draggin’ My
Heart Around” — not a fair trade.) For a fuller overview, however, I'll take
2000's two-disc, 34-cut Anthology: Through the Years.

Heis...an
American Guy

Petty's Harvest. This isn't an unplugged album, however; 'Y

Wildflowers (1994; Warner Bros.) Y %% % %

“You Wreck Me” “Honey Bee," and “Cabin Down Below” e
see to that, and the rest of the songs have a solid folk- )
rock backbone. But Wildflowers is sweet and uncluttered,
from a thoughtful sojourner. Not sure why it's a solo album,
though, since all Heartbreakers are on board — including
Steve Ferrone, taking over the drum kit from Lynch.

Playback (1995; MCA, Geffen) Y % % % %

As boxed sets go, this one strikes the perfect balance be-
tween familiar and obscure, offering three CDs of each.
Pre-1976 tracks touch on the band's Mudcrutch backstory;
non-LP B-sides find the Heartbreakers letting their hair
down on '60s covers and goofy originals. A separately sold
DVD collects 17 videos.

Songs and Music from the Motion Picture

She’s the One (1996; Warner Bros.) # ¥ 7
Atypically substantial for a soundtrack, with 11 bona fide
songs plus a few reprises and instrumentals. “Zero from
Outer Space” flat-out rocks, while “California” demurely
praises the Golden State. First studio appearance of guitar-
ist Scott Thurston, making the Heartbreakers a sextet.

P 8
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Echo (1999; Warner Bros.) Yk %77
Here's one that should be a solo album. The downcast Echo lacks Pet-

- ty’s wry humor and indefatigable spirit — understandably so, consider-
. ing his divorce and the drug-fueled dissolution of Epstein, who makes
. his last appearance (before his death in 2003). Still, the album's elegiac
tone is touchingly reminiscent of Neil Young's Comes a Time. Later in
. the year comes a DVD, High Grass Dogs: Live from the Fillmore.

son is missed), but it's still plenty fun. Petty, now pushing 40, is rechris-
tened Muddy Wilbury. (Note: In a nod to George Harrison's love of Monty
Python, there is no Vol. 2. But there is now the combined Traveling Wil-
- commodification of music (“Money Becomes King”), and the corporate
- takeover of record labels (“Joe"). But on “Can't Stop the Sun.” he also
. hails a larger force (a musical Gaia?). This feels like a real band album
. — likely owing, in part, to the return of bassist Blair. The next year sees
. Live at the Olympic, a tour DVD with a bonus CD of oldies. This is fol-
- lowed in 2005 by a Soundstage DVD (Koch), now on Blu-ray.

that recall the depth and resonance of late-period Beatles, and the
band rendering them in thoughtful, autumnal tones. This is my desert-
- Solo Album No. 3 is the most solo work of Petty’s career: Only Jeff Lynne
- and the ubiquitous Campbell join in. Like much of his later work, it's ru-
. minative, with shimmering guitars strewn across the retro popcraft of
- "Flirting with Time” and "Ankle Deep.” Note: Peter Bogdanovich's 2007
film, Runnin’ Down a Dream, recaps Petty’s career in a 4-hour documen-
tary, available on two DVDs with an extra concert disc and a bonus CD.
introduces-Rick Rubin as the new studio sidekick. (Don't buy the 2008

Mudcrutch (2008; Reprise) % %% 177

. Petty reconvenes his old Florida band. The songs are fresh and sponta-

The Last D] (2002; Warner Bros.) Y ¥ %ok 57
Fighting spirit revived, Petty assails the death of radio (title track), the

Highway Companion (2006; American/Warner Bros.) % % % 477

neous, echoing the countryish “cosmic American music”
that fellow Floridian Gram Parsons essentially invented.
“Crystal River” even recalls the Grateful Dead; on Extend-
ed Play: Livel, the jammy epic runs for 15 minutes.

The Live Anthology (2009; Reprise) % % % % 7
Always looking out for the fans, Petty offers great value
for money — a quartet of CDs for $25 — in this concert
compilation, with 47 songs spanning 1980-2007. Hey,
wait! Not a note from the '70s? Still, it's an excellent scoop
from the archives of a band that thrives onstage — and
the Deluxe Edition includes everything in surround sound
on Blu-ray. (For more on that, see "Damn the Two Chan-
nels!” in our December 2008 issue, also available online.)

Mojo (2010; Reprise) Y ¥ ¥k 7

Applying the methods of the Mudcrutch sessions — play
together, cut it fast, keep it real — Tom Petty and the
Heartbreakers rediscover their mojo indeed. Eight years
have passed since their last studio set, but time hasn't
dulled their chemistry. They can still quote from the late
'60s, as in the Doors-channeling “First Flash of Freedom.”
They can also do a natural, uptempo blues — a “Jefferson
Jericho Blues,” to be exact. It seems that Petty, who turns
B0 in October, has aged gracefully into that tongue-in-
cheek pseudonym from 20 years back, Muddy Wilbury.
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ol ‘[ love stereo. But | believe in

listening to things in mono that |
= were meant to be in mono.”

A -._ SIDET

=3l How do you prepare to record an album like Mojo? You've said
before that you consider yourself and Mike [Campbell] “The
Craftsmen.”
Iit's about preparing the session to get in there and go to work. We've
gotten to where we know how to take an amplifier, get the sound we
want on that amplifier, and then make that same sound appear in
the studio, and in the control room. And we use tiny amps — a Fender
Princeton for Mike, and | use a Fender Super Reverb. And we didn't
baffle them off so that there was no bleed on anything. I let things
bleed a bit.

And no one wanted to play in headphones. That tends to cut you

off. So | put floor monitors down like we would for a gig, those floor |

wedges. Not up very loud, because | didn’'t want them to bleed a lot.
Sut Il tell ya, Ryan [Ulyate] has just been a gift from God for us. He's
not afraid to take chances. He'll roll with us, with whatever we want to
do, and he's good at capturing what's going on. He's also got a sense
of imagination — a good imagination. He just reads us really well, so
| don't really worry about what's going on at the desk that much, |

don't have to get in there and worry about the EQ on the bass drum. |

Once we start and the drums are tuned and they sound good, we're
not really gonna mess with them that much. | don't have to sweat the
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I control room much anymore. | may go in and make a comment or two,

but 'm more in the arrangement when I'm on the studio floor. I'm just

| trying to hear the arrangement and the groove, and make the groove

work. | look at the arrangements as sort of orchestral — what the
bottom is going to do, where the melody instruments are appearing.
Dynamics are so important. | mean, if you don't get quiet, you can't

| get loud. [both laugh]

54 How crucial was doing the Mudcrutch record [released in
2008] in relation to what you’ve done on Mojo?

| don't think I'd be here with the Heartbreakers if | hadn't done that.
Because it really opened my eyes up as how to really record! [laughs]

' Mudcrutch was a thing where the album had to be done in 2 weeks

because that's all the time we had. We didn't have even that much
material when we started out. | had a couple of songs, maybe three,
and we just had to whip them up and make it happen. The studio
work went so well that | just thought, “l can't possibly go back to any
other way of working. It's too gratifying.” That was a real valuable
musical lesson for me. Yeah, | would love to do that again.

. £l One thing | like about the LP version of Mudcrutch is that

you included the “proper” CD mix in the vinyl package. Was that
in response to the loudness wars?
That loudness thing is a problem. We try to avoid it at all costs. | didn’t

| want the record to be quiet, but | didn't want it to be so loud that

you couldn't enjoy it. | think what a lot of people don't realize is that
they're stepping on all the tone in the record with volume. You're
really wiping the tone, and a lot of nice frequencies go away.

We used to strive for that when we were young and only making
vinyl records; we were always striving to make the record as loud as
we could. But once we got into the digital world, it got hard. You can't
listen to that. | mean, the midrange is hard.

. &Y Early on, when you first started recording, did you have a
sense of what you wanted to come across on tape?

| learned that. That was part of the initial thing with [Shelter Records
owner] Denny Cordell teaching us how to get what we heard in our

| heads onto tape. And there was a lot to that. It's not in line with the

way you do a concert or a show; they are two different worlds soni-
cally. But Denny taught us important things like how important time
is, and how important song structure is.

5% When you're at the mixing and mastering stages, have you
ever felt something got “lost” in the mix and you had to go back
and find it, or you got something back in the master that you
felt you hadn't heard when you turned in your final mix?

| Oh sure. Over my career, I've been there. Lately, I've had this theory

about mastering, which is: When the record is mixed, it's mastered.
| don't want anything added or changed, or hear any more compres-
sion. | want to cut it as straight from this to that as we can. | don't
want to re-create the record in the mastering lab.

We learned something else on the Mudcrutch project. When they
took the final mix to mastering, nothing made it sound any better.
Everything made it sound worse. So | said, “Well, then, let’s just not
master it. Let's put it on disc as is.” We all — Ryan, Mike, and | — agreed
that the mix was going to be the master.

You know, | don't want to work that hard at something and have
somebody add compression to it. [chuckles] Ryan understands this.
He made it sound the same. My comment on the mastering — after

. | played it in my office where | didn't have a subwoofer set up — was,
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he thing I've always wanted everyone to
hear is when the band is just messing
. then; we're not kids now.” And that's the thing
breakers tour, we get in there and sit around |
and yak. We play stuff like what's on Mgjo |
. yourself. You don’t want to be self-conscious

around. When we're rehearsing for a Heart-

and old rock & roll standards and obscurities.
We play all kinds of stuff. We play a lot of dif-
ferent things we really, really love. We're not
dilettantes when it comes to playing Chicago-
style blues or Slim Harpo or Merle Haggard.

Then we'll play the stuff that Tom writes, and |

we don't play that in the way we play those
old songs, which is off the top of our heads.

We had a new song that got dropped from |
the album that sounded very much like Damn

v S IR T AR PO S s R R AN T LR L e T T e SR
I Wynette, that kind of stuff, And the Byrds, we

“Wow, there's so much bass on it!” And Ryan
said, “Well, | didn't do anything to it, so that's
how much bass we've got." And | said, “Terrific!”
[both laugh]

=¥ The way that you, Mike, and Benmont
have worked together over the years has
been consistent. If any of those three ele-
ments weren’t a part of it, things may not
have gone the way they went. It's the per-
fect trinity.

It was, and it still is. | was as amazed as any-
body else that they fell into my life the way
they did. | think the one thing we had going
for us was that we had very similar record col-
lections. We liked the same sort of stuff, and
they were real open to whatever | was trying
to write.

=% In terms of the records you guys had,
are we talking things like Buddy Holly and
Little Willie John? How deep did it go?
Well, we couldn't really afford expansive rec-
ord collections [chuckles], but that was one
good thing about getting a record deal — we
got free records! | had never been around any-
thing like that. | just thought it was heaven to
get to go home with a stack of albums.

But | liked everything. | liked most of the
rock that | heard on the radio in the early '60s.
We liked the British bands from '64, '65, and
'66 a lot, and soul music — or rhythm & blues,

guess they called it. A little later we got into
the blues, around '68 and '69. We liked good
country music, too — George Jones, Tammy

SOUTHERN INSTINCTS

, What you don't know about our band. sy Benmont Tench

the Torpedoes, | really dug it. But for Tom, it
was too much. He said, “Hey, we were kids

about playing for 35 years with the same
band. You don't want to go back and repeat

and think, “Well, damn, I've done that a thou-
sand times before. ...

There's a lot of depth on Mojo. There isn't
a lot of window-dressing. Now, | like a good
pop song — “Free Fallin',” you're not gonna
beat it. But | also like a one-chord song with

. a great groove, like “Let Yourself Go." | like

that we're able to have both kinds of songs
available to us as a band.

liked the Byrds quite a bit.

You found that the better acts led you in a
lot of directions, influence-wise. Through the
Stones, we found Chuck Berry, Muddy Wa-
ters, all those things. Or buying a Slim Harpo
album just because the Stones had done “[I'm
a] King Bee" [on their self-titled 1964 debut].
| thought, "Ahhh, maybe [l give this a try.
It's from an album called Raining in My Heart
[1961, on Excello; the song was recorded in
1957]. | loved every track on that record.

5 Your Buried Treasure show and Bob Dy-
lan’s Theme Time Radio Hour, both on Deep
Tracks on Sirius XM, make listening to the
radio worthwhile. | usually have a pad of
paper near me wherever I'm tuning in, and
if | hear something | don't know, | write it
down. And if | find out | don’t have it, | go
and buy it.
How nice! | buy the records, too. | love that.
I'm the same way. | will continue to pay for
the music. If | hear something | like, I'll go buy
it. Especially when | started doing the radio
show — if | hear something, I'll write it down
so | remember it. It sustains me.

| don't know how many people take the
time to sit down and listen to an album
straight through anymore — but | do. And |
look at it that way when I'm making one, too.
Iit'’s a piece unto itself. It has a beginning, a
middle, and an end. That's the art of making

| an album. &Y
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Speaker, Balanced, RCA, Mic,
Guitar, Instrument, Digital, and
Custom AC Power Cables

Tel 716-714-5710

Email info@JPSLabs.com
www.JPSLabs.com

Visit our website for more insight



