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CHORUS

Chorus / kor-as / n

Something sung or uttered simultaneously by a
number of persons or instruments.

DOD has redefined the chorus
for musicians. The 21 milli-
second delay gives effective
doubling and the internal os-
cillators bend the pitch just
enough to provide realistic
multiple voices. We have in-
cluded a compandor for whis-
o per quiet operation even at line

quietly. There are two switch-
able speed controls that can
speed up and slow down like a
rotating speaker. However, the
most dramatic feature is the
synthesized stereo outputs. Go
to your DOD dealer, plug in
two amplifiers, a gultar and
Ilsten :’% the fulle '
nd
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“Bef(;rq TDK picked me,

WL Y \

Stevie is-a perfectionist through
and through. He records every song
track by track. Plays back each sec-
tion countless times to check quality
and performance.

We feel we have a lot in com-
mon with Stevie. Each TDK cassette
has 250 components, assembled with
microscopic precision. There are

1,117 check points for the shell alone.

Quality deck manufacturers use TDK
as a high bias reference. Rock and
jazz-enthusiasts pick normal bias AD
for its hot high end and low noise.
TDK is meant to be
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-Stevie Wonder-

conceivable machine. So it’s tested in
home, portable and car decks under

extremes of heat, humidity and shock.

Look for TDK in bright new packages

cked them’

It performs brilliantly. Which is why
each TDK package has a full lifetime
warranty.*

Still, we didn’t know what Stevie
thought of TDK. Until we asked. It
turns out he’s been using our cassettes
for years. “It's a little music machine
that delivers the best sound, for its
size, I've ever heard.” We asked
S:evie if he’d like to add anything to
that. He did. And those are his words

up on top.-
*In the unlikely event that any TDK cassette
ever fails to perform due to a defectin materials

ar workmanship, simply reture it to your local
dealer or to TDK for a free replacement.

©1980 TDK Electronics Corp., Gardén CRy. N.Y. 11530
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grab alittie devil

Rlittieamp

packed with power.

Output Power R.M.S.8w., Peak 14w.

Input Hi —40db/1M ohm

input Lo — 30db/150K ohm

Control Volume, Treble, Bass

Speaker 1x5 inches

Max Power 15w.

Dimension 10-1/16""W x 9-5/16"'H x 5-3/8"'D
Weight 7.7 Ibs.

Color Black Leather Covering

List Price $99.95

Grabyour devil
at your Rria dealer.

Action Drum Granada Hi'ls, Al's Music Los Angeles, Amendola Music Inglewood, Big Valiey Music Encino,

Charies Dick Music Glendale, Don Wehr's Music City San Francisco, Driscoll's Music Thousand Oaks, Fifth String San Francisco-and Berkeley,
Front Porch Bakersfield, Gene Leis Studio Manhattan Beach, Gilmore Music Long Beach, Guitar Studio San Francisco,

Guitars Unlimited Menio Park, Haas and Yinger Bakersfield, Hanich Music West Covina. Haury's Music Morgan Hilt,

Henri Besancon Guitar Shop Costa Mesa, Holcomb’s Music Campbell, Hoskins Music Concord, Jensen’s Guitar and Music Santa Barbara
Jerico Sound Buena Park. Jim's House of Music Placentia, Leo’s Music Oakiand. Lincoln Music Anaheim, -

Main St. Music Santa Ana, Mel’s Sound of Music Hacienda Heights, Milpitas Music Center San Jose, Moyer Music San Jose,

Music House Laguna Hills, Music Worid Simi Valley, McCabe's Santa Monica and Long Beach, Novato Music Novato,

Ontario Music Ontario, Oxnard Music Oxnard, Parkway Music Cohnart Park, Performance Guitar Hollywood,

Plaza Muaic Stockton, Premier Music San Luis Obispo, Red’'s Guitar Mountain View. Runzo’s Music World Dublin,

Serramonte Music Daly City, Sounds of Music Hemet, Stockdale Music Bakersfield, Studio City Studio City,

Thearle Music San Diego, The Great Western Music Redondo Beach, Two St. Music Eureka, Union Grove Music Santa Cruz,

Valley Arts Guitar Studio City, Whittier Music Whittier.

@
®
Another Quality Product From % Aria Music (U.S.A) Inc.. 1201 John Reed Court, Industry, California 91745 _ (213) 968-8581
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Gorillas, guerrillas,
werewolves, and ex-
citable boys are but
a few of Warren
Zevon’s musical con-
cerns. The popular
singer/songwriter
shoots it out with
Bruce Pilato in a
revealing interview.

Since his emergence as guitarist with Return To
Forever at the age of 19, Al DiMeola has as-
tounded fellow musicians with his unique sound
and exceptional technique. Melodie Bryant pro-
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The term "'progressive rock’” has become almost
synonymous with England’s Genesis. Keyboard-
ist Tony Banks discusses the group’s, and his
own, evolution in an interview with Bruce Pilato.
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”Stomp boxes” were never considered some-
thing that could be turned into a major part of
the music industry. MXR has helped change all
that. Kirk Austin offers an inside look at how.
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It took Jimi Hendrix
one album to be-
come the king of
rock guitarists, and
ten years after his
death he is still

Britannia Row’s production of Pink Floyd’s The
Wall was one of the most elaborate in rock his-
tory. Kirk Austin gives a detailed rundown of the
supersystem. ‘
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by Bruce C. Pilato

When it comes to the Southern California
rock school of stars, Warren Zevon is often re-
ferred to as the songwriter’s songwriter.”” Along
with Randy Newman, and not unlike Bruce
Springsteen, Zevon has a tremendous skill for
creating mini-musical novels, songs stuffed with
imagery and propelled by a unique cast of char-
acters. Among the Los Angeles area musicians
with whom he has been most closely associated
(Jackson Browne and Linda Ronstadt, in par-
ticular), Zevon’s gonzo interest in mercenary
and psychotic violence—expressed in songs
such as "“Lawyers, Guns and Money” and “Ex-
citable Boy”—and his harder—than—soft—
rock rhythms offer a particular attraction to the
New Wave audience.

It took Zevon a long time to be noticed. His
first album on a small label, Wanted: Dead Or
Alive [originally on Liberty; reissued in 1979 on
Pickwick] was a bomb both artistically and with
critics and fans. It wasn’t until many years later,
after Zevon had travelled, lived in Spain, and
done a stint as musical director and pianist for
the Everly Brothers, that he began to come into
his own as a songwriter and performer.

in 1976 he released his first album on
Asylum Records, entitled simply Warren Zevon
[Asylum, 7E-1060]. Although it sold only mod-
erately, the Jackson Browne —produced LP was
well received by the press. It firmly established
Zevon as a thoughtful and highly enjoyable
singer/songwriter. More importantly for his
career, at about the same time Linda Ronstadt
began covering Zevon’s songs. His ““Hasten
Down The Wind” became the title track for a
best-selling Ronstadt album, and the following

e e ——— ey

year she recorded
several more of Zevon’s
songs, including ““Poor
Poor Pitiful Me’” on her
Simple Dreams LP.

Zevon’s major
breakthrough as a per-
former occurred in
1978, when he released
Excitable Boy [Asylum,
6E-118). Co-produced by
Browne and guitarist
Waddy Wachtel, the al-
bum was considered by
many to be one of the
finest of the year. It also
gave Zevon his first bon-
afide hit song, the hum-
orous “Werewolves Of
London,” with the Fleet-
wood Mac rhythm section of John McVie and
Mick Fleetwood providing expert backing.

After a lengthy absence from recording and
touring, during which Zevon overcame a serious
drinking problem, in early 1980 he brought out
Bad Luck Streak In Dancing School [Asylum,
5E-509]. Co-producing himself for the first time
(with engineer Greg Ladanyi), Zevon’s most re-
cent offering failed to generate the critical ac-
ceptance of his earlier Asylum LPs, though it did
feature more strong originals as well as a hit
remake of an old Neville Brothers tune by way
of the Yardbirds, “A Certain Girl.”

Evidence of the high regard with which
Zevon js held by the Southern California rock
mafia can be seen by the cast of supporting
players on Bad Luck Streak. Harmonies are leant
by Browne, Ronstadt, J.D. Souther, and Eagles
Don Henley and Glenn Frey, while fellow Eagles
Joe Walsh and Don Felder, plus David Lindley,
Browne and Waddy Wachtel, among others, of-
fer instrumental assistance.

M.L: Nothing is really known about the period
just before you joined the Everly Brothers. What
did you do then?

Zevon: That’s a good point. It's not really talked
about much because | really didn’t do anything
of high career profile. | was in blues bands! It’s
like | took a decade off to play the blues. | was
obsessed with the first Blues Breakers album
[John Mayall with Eric Clapton, Blues Breakers;
London, PS 492], and | was a real passionate
John Hammond fan. Mance Lipscomb and Buk-
ka White—I’d go down to see those guys every
night.

M.1.: Did you ever get to work with any of them?
Zevon: Yeah, | opened for John Hammond on

the first gig after the first [Asylum] album. It was
mindblowing. It was great. 1 made a real spec-
tacle of myself falling all over him.

M.l.: What about your very first album before
you signed with Asylum, Wanted: Dead Or Alive?
Zevon: Ah... | did it. Everyone is responsible for
their own actions. But there’s a quotation by
Stravinsky about a piece of his that he didn’t
like. He said, “Mistakes can be forgotten; not
forgiven, but forgotten” Which is really all | can
say.

M.L: You’'ve been a fan of and have studied
Stravinsky. How deep is classical music’s in-
fluence on you and your writing?

Zevon: My interest in classical music, apart from
my personal enjoyment of it and my compulsion
to write it, is that people not be intimidated by it
and not feel that it's a measure of your intel-
ligence or your sophistication. Because it’s not.
Most of it’s boring shit; some of it’s terrific. And |
consider myself real lucky—not enlightened,
just lucky —that | know that | like to play the
Clash when I’'m brushing my teeth and | like to
play Korsakov’s 14th String Quartet in the after-
neon when the sun’s going down.

M.l: Who are your biggest rock & roll in-
fluences?

Zevon: The Beach Boys and the Beatles, of
course. And the Yardbirds were one of my favor-
ite bands. That’s where | got “A Certain Girl.”
M.1.: Did you look for an oldie to re-do with the
intention of scoring a hit single when you cut “A
Certain Girl”?

Zevon: | did it on the last tour [for Excitable Boy],
and it was just a lot of fun. And whether you
believe me or not, | really don’t give too much of
a shit about AM hits.

M.l.: Is there a big difference between the songs
you write on the piano and the ones you com-
pose on guitar?

Zevon: No, but sometimes | trick myself. I’ll
write a song on the piano and it evolves into
something that rocks a lot more, like in terms of
the guitar. The oddest example of tricking
myself is a tune called “The French Inhalers,” a
relatively intricate and formally structured
thing. | wrote that as a simple-minded tune on
the guitar and transferred the arrangement to
the piano. | guess it depends. | wrote “Poor Poor
Pitiful Me” on the fiddle.

M.L: Did you have a tough time with writer’s
block between Excitable Boy and Bad Luck
Streak?

Zevon: | always have writer’s block. The only
time | don’t have writer’s block is the 15 or 20
minutes when I’'m actually writing a song. The
rest of the time | have writer’s block and suffer.
M.L:: Are you like Hemingway and wake up in
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the middle of the night with ideas and songs in
your head?

Zevon: No. Hemingway got up at 5:00 in the
morning. I’m not like Hemingway! | guess the
only one luxury | have is a lot of little tape
recorders always around. There’s never one out
of arms reach. And | guess somewhere amongst
the brain damaga | have learned some memory
devices. | mentally take my own dictation, if you
will.

M.l.: How much of an influence was Jackson
Browne on the Bad Luck Streak album?

Zevon: Musically, | think his guitar playing,
which is very unique to Jackson, is very much a
part of “Gorilla, You’re a Desperado.” | think he
plays like Django Reinhardt. He definitely plays
uniquely and very well. Other than that, it’s just
like anything: you assimilate all those things you
care about.

M.L.: Is thete a particular story behind the song
you co-wrote with Bruce Springsteen, “Jeannie
Needs A Shooter’?

Zevon: It’s a long story, but i tell it a lot because
i don’t mind. [Long pause] Jon Landau, who pro-
duces Bruce and co-produces Jackson Browne
and who is just incidentally my guitarist David’s
brother, was talking to me at the time the court
injunction was on Bruce. And he was saying,
”The real sad part here is that Bruce is so pro-
lific, he’ll write a lot of songs and by the time we
finally get in the studio he won’t want to record
any of them.” And then Jon rattled off a bunch
of titles kind of to himself. “We’ll never do ‘Fire,’
and we’ll never record this and we’ll never
record that, and we’ll never record ‘Jeannie
Needs A Shooter.”” And | stopped him there and
said, “What’s ‘Jeannie Needs A Shooter’?”” And
he said [Zevon now does a thick Jersey Spring-
steen imitation], “Oh... | dunno, just some tune,
some tune.” And | kept asking him until one time
backstage at a Jackson Browne concert he said,
“’]eannie Needs A Shooter’... you like this line,
don’t you Warren?” | said “Yes! Yes | do.” He
said, “Then you write it.”” So | wrote the music
and the tirst verse. | cut the track and put the
strings on the track. At this point | realized that !
didn’t want to, and probably couldn’t, go any
further without getting some feedback from him.
The feedback consisted essentially of me show-
ing up at Asbury Park at 2:00 in the morning and
saying, "“Hey Bruce, you got five extra verses?”
We listened to it and talked about it and his
reacticn to the arrangement and how we both
felt it should go. And then, basically, he wrote
the rest of the lyrics.

M.L.: Does your live set vary from night to night,
or do you have a well-planned and precise show?
Zevon: It stays pretty much the same. | used to,

Z.evon
oM Tng Hir

in my hazier days, mill
around with the band
and make existential
moves. But | find when |
see an act, | like to see
someone who keeps it
rolling and then loosens
up in a couple of places
in the set, depending on
how communicative the
audience is. There are
some audiences you
really can’t talk with be-
cause they will vyell
back at everything you
say, and you have to
make a choice that |
won’t make anymore,
that you’re going to be
antagonistic back. That
was a trap | fell into when | was drinking.

M.L: You get most of your best known songs,
such as “Werewolves,” “Johnny Strikes Up The
Band,” and ““Excitable Boy,” out of the way early
in the show. Why not save them closer to the
end?

Zevon: No, because | don’t want to encourage
the audience into a state of anticipation for old
things. | prefer to say, “Well, if you came for
‘Werewolves,’ here it is,” and move on to newer
things.

M.L.: Why the infatuation with guns?

Zevon: O... K... It's gonna be guns. [Long pause.]
After 1 had decided to go through with it and
give up drinking, which was one of those prob-
lems | had, | took up a whole lot of physical ac-
tivity. | realized that | was going to have an ex-
cessive amount of energy, time nerves... all
those things. So, | started doing a lot of things,
including shooting, which | was surprised to find
| was extraordinarily good at. But apart from
that is a personal consideration: | think that it’s
essentially like a very primitive kind of sym-
bolism. We did the Excitable Boy sleeve with the
gun on the plate. | guess my job is to get these
weird ideas and use what skill | spent 30 years
developing to present them in a way that’s in-
teresting. | wasn’t entirely sure what [the photo
of the gun] meant, except that | was entertained
by it. So my artistic conscience said, “If this
entertains you, then you gotta show it te
somebody else” Jimmy Wachtel, Waddy’s
brother, who does all my art stuff and
Jackson’s—he doesn’t like guns. And he didn't
like it. We did a lot of soul searching about using
it. | was scared, morally. But then | said, “You
only get these ideas as an entertainer; it’s not my
idea to be a moral politician. it’s up to the peo-
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ple who see it to evaluate it.” So | said, “Well,
it's my idea, | thought of it, | think it’s funny, I'm
gonna put it out.” On the second album [with a
gun on it, Bad Luck Streak], | wanted it on the
outstde, way upfront, so there was no way you
could be misled into thinking it was a ballet or
Swan Lake thing. But getting back to what | said,
| think it’s like a symbol to me. | think everyone
has their own way of coping with big absolutes,
big scary questions, big inevitables. I’'m afraid of
people who aren’t afraid, who aren’t confused,
because those people are following the
Avyatollah. So, it’s like... in the midst of life we
are in death. So you see the innocence [of the
pallerinas] on the front, and you see the evil on
the back. The Ingram [machine gun] on the back
is more a suggestion of terrorism, which is what'’s
going on now and which | pray is not a con-
tagious disease of the Eighties.

M.l.: And how about your fascination with the
C.I.A. and mercenaries?

Zevon: During the period just before | started
recording, a number of my companions in Spain
were mercenaries. They’re a very colorful people
and good for songs.

M.1.: Do you see yourself mostly as a singer,
musician, or writer?

Zevon: As primarily a composer who happens to
write lyrics.

M.L: Did you ever say to yourself, “I'm just a
songwriter and not a performer,” or did you
always want the performing thing?

Zevon: No, but there were a lot of other people
who said, "“You're just a songwriter, you’re not a
performer.” In fact, one guy | was signed with,
Bill Wilde, said: ““I promise you you’ll hang up
the guitar after three days if you go out there.”
He was wrong [laughs]. M.L

Ty



" ver since his first album with Return To
Forever at the age of 19, Al DiMeola has
wowed budding young guitar players
«:"E’J with his incredible technique. They have
8391 _ religiously followed his career through
4184 three LPs with that band, and four more
of his own. His combination of lightning fast
fingers, a unique emphasis on muting, and a
special flair for all things Latin have set stand-
ards for others to try to reach.

But that was little help when DiMeola was
starting out. Back then, being a technical whiz
was the furthest thing from his mind. All he real-
ly wanted to do was play Ventures tunes.

In 1957, at the age of five, DiMeola took up

the drums, but three years later he changed his

mind. “My sister had some friends who were into
the Ventures and Elvis,” he recalls. “They used
to come over to the house and bring their gui-
tars. | picked up the instrument and took a liking
to it. So | decided to take lessons and get
serious.”

With characteristic efficiency, he got himself
a serious teacher. “He was a jazz guitarist—a
very, very good jazz guitarist,” Al stresses.
“l was quite impressed with his technique. |
learned all my theory and scales while | was still
very young.”
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Around this time, DiMeola also began muting
his playing. A method he developed so as not to
disturb his family when he was practicing, mut-
ing has become a trademark of his style; one he
decided to keep because of the clarity it ends to
his playing. “I like to play in every register,” he
says. “You get down low, and if you're playing
fast there’s no way you’re going to get a clear
sound. It’s harder to do, but | want that clarity.”

Unfortunately, knowledge of scales and a
good muting technique were not the order of the
day; and though DiMeola had more facility than
his contemporaries, he was unable to do the very
thing which had inspired him to take up the gui-
tar in the first place—play rock & roll. ! was
very frustrated during my teenage years,” he
says, “because my training had been more in the
jazz/classical vein. But ! was influenced musical-
ly more by rock & roll. So at a time when all the
guitarists wanted to play like Eric Clapton and
Jimi Hendrix, | couldn’t do it. And | tried. | mean,
| tried to play bluesy. But most guitarists in that
period were playing riffs,” he says, spitting out
the word with disgust. “They didn’t know how to
play scales. Even today, most rock guitar players
don’t know how to use their second finger that
much. They learn those four or five basic riffs
with their first and third fingers and that’s all you
need, except for your barre chords. Now, | see
that kind of playing as being rather limiting. But
it was very frustrating at the time, because |
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wasn’t accepted when it came time to audition
for bands.”

Turning away from rock, DiMeola sought sol-
ace in country music. There he found not only
good musicianship but also an unexpected in-
centive to his technique. “When | went to
Berklee,” he remembers, “people wanted to
know where | got my technique from. Most of
the people there had not been playing as long as
| had, and didn’t have as good a teacher. But it
also came from the time | was into bluegrass
pickers. | used to listen to Doc Watson on re-
cords and try to do that stuff. When | finally
went to see him play, | saw he was using finger-
picks on some tunes. | had been trying to do all
that with a regular flatpick! But it really helped
me get better, because | had been attempting
something that was next to impossible.”

Continuing to play country music, DiMeola
began getting into jazz at around age 16, listen-
ing to John Coltrane and Miles Davis, and to
guitarists like John McLaughlin and Larry Cor-
yell, with whom he later became friends.

With such high standards and such diverse in-
fluences, he found himself heads above most
guitarists by the time he reached The Berklee
School of Music in Boston—not only in tech-
nique, but in attitude. Of his time there he now
says, It was a very good experience. | recom-
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amplifiers. From dirty rock to clean jazz, this new breed of amplifier screams with clarity through

75 watts of power, noiseless footswitchable channel selection, dual effects loops, dual reverb sends,
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DiMeola with Les Paul —Splendido Hotel sessions.

mend going to school very highly. But you have
to stay away from the purists. There’s a lot to
learn from them, but they can be really closed-
minded to what’s happening outside, in the rest
of the world. To them, Wes Montgomery was it
and nobody else. And that’s just not true.”

Y purists too long. Soon after he arrived,
an audition with Barry Miles landed him
s a gig out on the road which lasted six
o Q'.", months. And not long after he returned,
Ej‘_"}ﬁ?f a friend of his (Mike Buyukas), who had
a tape of him with Barry Miles, handed it to
Chick Corea who at the time was looking for a
new guitarist. Chick gave DiMeola a call.

“It was mind-blowing,” Al exclaims. "“For
about two or three years before | joined Return
To Forever, that was my favorite group. If there
was a dream that | could wish for, it would have
been to play with them. | was in my apartment in
Boston, broke, down and out, and there | was
getting this call from Chick. | didn’t believe it. |
thought it was a prank. And then he said, ‘Listen,
! heard a tape of your playing and | was floored.
I want you to come down to New York right
away and join the band.’ Just like that —no audi-
tion! And that’s too much to believe, you know?
Because he was a god in my eyes.”

Within two days of Chick’s call, DiMeola was
playing with the band at Carnegie Hall. The next
night, they played in Atlanta to an audience of
40,000; and thereupon began a whirlwind period
of two years during which DiMeola played
countless gigs (they toured over ten months a
year), and recorded three albums, Where Have |
Known You Before? (Polydor, PD 6509), No
Mystery (Polydor, PD 6512), and Romantic War-
rior (Columbia, PC 34076).

.During that time he also put the finishing
touches on his playing style, and for that—
without hesitation — he thanks Corea. “Chick has
been a total influence,” he offers. “There is no
one who has been more influential. | was in-
fluenced by him a lot before | ever met him; but
playing with him helped develop my style a /ot
quicker, because when | first got with the band, !
didn’t recognize the style —he did.”

Much of the influence was a Latin one. “Chick
is Italian and I’'m Italian; but when | heard him
play before, | swore he was Latin. He plays rhy-
thms no other keyboard player plays. He’s got
those rhythms down better than anyone —even
the Latin players. And I relate to those rhythms
easily.”

Since leaving RTF, DiMeola has put out four

ut DiMeola didn’t stick around the

. Columbia albums of his own: Land Of The Mid-

night Sun (PC 34074), the award winning EFlegant
Gypsy (JC 34461), Casino (JC 35277) and Splen-
dido Hotel (C2X 36270). Each one has delved fur-
ther and further into the realm of Latin music,
fusing complex rhythms with increasingly modal
writing, while continuing to explore the areas of
jazz and flamenco guitar.

A guitarist who for seven years has made his
reputation on spellbinding technique, DiMeola
has been accused by some of being a mechani-
cal player. That criticism surprises him. “Most
critics are frustrated musicians anyway,” he
counters, “so I'm not bothered by that. But you
know, playing a steel-stringed instrument like my
Ovation is a different kind of feeling than a ny-
lon-string. ! think you can put more emotion into
a nylon-stringed guitar, but | can’t play it as
well.”

But if critics have found his playing concepts
mechanized in the past, they may be a bit sur-
prised by his attitude. Contraty to the impression
given by the speed of his fingers, DiMeola does
not live his life at a mile a minute. In fact, he was
in no hurry to make his latest LP. “We went into
the studio a year ago, but there have been a lot
of breaks,”_he explains. ”“l took a trip to Japan
and did a show with Chick and Tony Williams —
there were a-lot of factors. But I'm really against
quantity over quality. So I’ll make it when | want
to make it. Of course, record companies don’t
love that attitude, but I’'m more interested in the
final result. If | don’t feel like going in to record
one day because I’'m not feeling creative, I’'m not
going to go. Because there are a few songs in
there that you really have to be in the right
frame of mind for. It’s more than just chops.”

DiMeola’s more relaxed approach to the
studio is evident in his latest double album.
Splendido Hotel is by far his most varied, in-
teresting album yet. It includes not only the kind
of blazing guitar work by which he made his
name, but also a double-tracked flamenco guitar
duet, a duet with Corea, some accessible cuts of
light jazz, and a danceable rendition of “Spanish
Eyes” played in collaboration with another one
of his idols, Les Paul.

“The main reason | wanted to do a double
album,” explains DiMeola, “is that | wanted to
be able to combine —to experiment with vocals
and different things. | wanted to have a commer-
cially successful record, but | didn’t want to go
completely commercial to get it. | just wanted to
keep doing what I'm doing, but also include
some things that your everyday person can en-
joy.”

Of those cuts, the everyday person is likely to
enjoy “Roller Jubilee” and “I Can Tell,” a tune
where DiMeola once again takes up drums and
also sings lead. But his own favorite is “Isfahan,”
an eleven-minute piece by Chick Corea featuring
a string quartet, a boys choir and —by Corea’s
own admission—the most exquisite melodic line
he has ever written.

“That’s the greatest thing on the album,” says
DiMeola. “We did it live, except for the boys [the
Columbus Boychoir]. | sent them the lead sheet,
and they rehearsed it for two or three days. They
must have rehearsed it intensely, because when
they walked in they were totally ready. They had
memorized it. And some of those intervals —for

little boys to sing—were really incredible.

. “The rest of it was done live,” he continues,
“with a string quartet in Chick’s living room in
L.A. Later, | added mandolins to it. But it was a
day that had to be over 100° outside; and with
the recording equipment, it was about 110, 115.
We were sweating to death when we were play-
ing it, and | had jet lag galore. But we rehearsed
it that day and did it.”

As far as guitar sounds (and sounds in general),
this is also DiMeola’s most varied album and
reflects just how far he’s come since his days at
Berklee. “When 1 first joined up with Chick, |
knew the sounds I wanted to get,” he says, ""but |
didn’t have any time to experiment to gét them.
We had two days of rehearsal, went over about
eleven charts, then played Carnegie Hall, and we
were on the road ever since. So | didn’t know as
much about electronics, amplifiers, and how to
achieve a magnificent sound as guys who have
been doing it for awhile professionally and have
the right equipment. Plus, it was a heavy chair to
fill, because [guitarist] Bill Connors sounded real
good with the band. And with Stanley going over
to Alembic bass, it was pretty hard to mesh my
sound in with tha:.

“Also, Chick has his own theory on making a
record, and that’s not to spend too much time
getting it down. The first two records ! ever did
with Return To Forever only took four days
apiece for the whole thing. So I was never really
happy with what | played. But Chick was, and
since he was the leader, | went with it. But |
thought our third album, Romantic Warrior, was
the best that | lent to the band.”

When he first joined RTF, DiMeola was play-
ing his 1971 black Les Paul through a 1958
Fender Twin Reverb, to which he later added a
number of effects —an Edwards volume pedal, a
Colorsound wah-wah, and a Taurus synthesizer
(made by Moog and operated by a footswitch),
which he used to drop notes down an octave. By
the time of Romantic Warrior, however, he was
playing through Marshalls straight, and since
then he has lost all interest in effects.

“When | was playing through the Twin,” Al
details, “I used effects because you can only do
so much with those amps —they just don’t have
that desirable a sound. But as time went on, |
began to experiment with bigger amps—any-
thing to get that sound. Now | just go straight.
I‘m not closed-minded to effects, but in seven
years | haven’t found any that really turn me on
that much. Every effect just thins out your
sound. Especially since | mute a lot. Effects
don’t lend themselves to that. | love that thick
sustained sound. | can get a few different kinds
of sounds with my hand and that’s enough.”

A guitarist who at one time used a synthesizer,
DiMeola is now opposed to them for guitarists.
1 don’t want to sound like a keyboard player’s
synthesizer,” he says. “It's horrible. | mean, |
heard John McLaughlin once experiment with a
Moog on stage. He was plugged into a Moog,
and he was trading with the Moog player, and |
didn't know who was playing what. | didn’t
know. | want to know that it’s a guitar when |
hear it. | don’t want to have the sound changed.”

So rather than use an arsenal of effects,
DiMeola prefers to play a variety of guitars. As
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well as his ‘71 Les Paul, he also uses a new Les
Paul Recording guitar (1 just love that one,” he
says), and a '58 sunburst Les Paul (used primarily
on Casino and his newest LP, though he con-
sidered it too ugly to put on the cover, and in-
stead used his ‘66 gold-top Les Paul, now painted
white). He also has a 1936 Gibson mandolin, and
a Gibson L6-5.

But it is in his acoustics that he has the most
variety. They include mostly Ovations—among
them, his old Ovation Balladeer acoustic/elec-
tric—and six Fylde guitars (four 6-strings, a
12-string, and a mandocello).

While that may seem like an excessively large
collection, as far as DiMeola is concerned each
one has its function. He explains: “The Fyldes
have a sustaining quality that the Ovations
could never have—a quality of highs and an
evenness. But they’re not as easy to play
anything technically difficult because of the
way they’re set up. And | love the sound of the
Ovations, so for anything that’s technically dif-
ficult, I'll use them. | use them both and | en-
dorse them both.

“Frankly, | don’t know any guitarist today who
uses just one guitar. It’s 1980, you know? It’s
variety now. There’s no drummer who uses one
kind of drums. If they say they do, they’re lying.
Especially if you're a professional who has influ-
ence over a very large number of people. You
have companies coming up to you all the time
with new products; and if you don‘t want to try
them, you're crazy. It doesn’t mean you have to
stop playing the other guitars.”

If variety is DiMeola’s watchword, so is pa-
cing. A phenomenal guitarist who raced rather
than climbed to stardom, he has become more
relaxed and sure of himself over the past couple
of years.

“You’ve got to learn how to pace yourself,” he
feels. “I've been trying to do that the last couple
of years, and it can be done. It's a problem, es-
pecially if you're out there doin’ it all the time;
because you can’t only do it, you have to live it.
I’'ve learned a lot about my instrument in the last
few years, not from practicing—| don’t practice
that much anymore—but from living. It's not
that | don’t want to practice. But there’s a lot
more to life.”

PHOTO: TOM CO

Pl

With chops out of the way and recognition es-
tablished, DiMeola is looking forward to explor-
ing new aspects of music. “Chick is not a pop
writer. He doesn’t write anything ABA. He writes
more in the classical vein, and that interests me,
because the music takes me somewhere. That’s
what / want to do. It’s a great showcase for any
instrument, and you can build into different
moods in different sections. I’ve always been in-
spired by classical music. | haven’t done any ex-
perimenting with sonata form yet, but I'll be get-
ting into it. And, in fact, Ill probably be doing a
record with John Williams in the future. Boy,
that would be a dream. Phenomenal.”

But DiMeola has not forgotten the inspiration
that got him started. And now, with the advan-
tage of pacing, the desire to expand, and a gen-
erally more relaxed attitude, it might not be too
long before he takes another shot at rock & roll.
“I still love the Ventures,” he admits. | gotta do
a Ventures record. Maybe an updated version of
‘Walk Don’t Run.”’ M.l
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boom in independently produced records

and small labels has been one of the

more interesting by-products of the New
Wave explosion. Independent records are cer-
tainly not new, nor are they confined to punk/
New Wave music, but the punks’ staunch D.1.Y.
(do-it-yourself) philosophy, along with major
labels’ reluctance to invest heavily in an un-
proven commodity, has made this alternative
particularly attractive. What's more, the pro-
gress of punk provides the perfect microcosm
for observing trends within the music industry at
large, for if the majors continue their economic
direction, we can look for independent record-
ing to become increasingly critical to the de-
velopment of new artists and new musical styles.

Major labels, to be sure, have achieved some
degree of success with the more commercial
proponents of the New Wave: Columbia with
Elvis Costello and Nick Lowe, Epic with The
Clash, A&M with Joe Jackson and the Police, and
Warner Bros. with DEVO and the B-52’s. But
none of these artists even come close to the
multi-platinum status sought by the majors and
achieved by the superstars of the Seventies. The
chances of a new band landing a major record-
ing contract are more remote now than ever, par-
ticularly for those whose music shows little pro-
mise of breaking the Top 40.

The reasons, of course, are primarily eco-
nomic. Major labels at one time worked success-
fully with the “buckshot approach’: sign a lot,
break a few. The winners more than paid for the
losers, and there was no end of fresh fodder on
the doorstep. But times have changed. The soar-
ing costs of producing and marketing records, as
well as the astronomical overhead of major
labels, has placed the break even point for most
albums in excess of 150,000 units. Artists who
cannot sell at least 200,000 units of their second
album are frequently dropped from the label, an
fronic situation when you realize that 500,000
units—a gold record —was once recognized by
the industry as an extraordinary achievement.

When the top priority is the bottom line,
quality artists are no longer good enough; A & R
people must sign “hit artists,” pick up on “the
next big thing,” and that’s very tricky business.
Key decision-makers have shown a greater pre-
occupation with business concerns and become
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increasingly removed from street-level reality
where new trends are born and nurtured. Former
United Artists chief, Artie Mogull, succinctly
summarized this situation at last March’s
N.A.R.M. (National Association of Record Mer-
chandisers) convention: “The deal became more
important than the music. Now the guy in the re-
cord company who'll listen to tapes has no au-
thority, and the guy who has the authority won’t
listen to tapes.”

Whatever the reasons, it has become increas-
ingly clear that major record labels are abandon-
ing the low-volume end of the business which
has frequently been the domain of our most in-
teresting, innovative and, ultimately, influential
music. Small independent labels and enterpris-
ing self-produced artists are attempting to fill
this vacuum. Their ability to do so successfully
will, to a great extent, determine the future of
new music in this country

The task of any record company is to find
quality talent (A & R), capture that quality on
vinyl (production), make that product available
to potential buyers (distribution), and create a
demand for it in the marketplace (promotion) A
major label, as defined in this article, is one that
is financed by a major corporation and/or owns
its own distribution network. An independent
label is privately owned by its key personnel and
financed and distributed outside of these cor-
porate systems. A comparison between major re-
cord companies and small independent labels
reveals advantages and disadvantages to both,
and the difference, by and large, boils down to a

question of creative priorities and economic
scale.

While independent label chiefs and self-
produced artists certainly understand the neces-
sity of showing some profit if they are to survive,
fast bucks and overnight success are the last
things on their minds. Most of them are under-
capitalized, minimally staffed and run by sheer
will_Often at the heart of their professional com-
mitment is an intense love of the music they pro-
duce and the acute realization that, without
their efforts, this music will go unheard and
unappreciated. Howie Klein, co-founder of San
Francisco’s 415 Records, is typical of many small
entrepreneurs in his business motivations: “To
tell the truth, the reason we started 415 was be-
cause we thought it a tremendous crime that the
Nuns weren’t getting signed and their music
wasn’t going to be preserved. And here was a
band that we felt, at the time, was great and had
captured the imagination, certainly, of this area
[S.F.] and they weren’t getting recorded. And we
thought, ‘Well, they tried, we tried to help them,
nothing’s happened, we’ll just do it ourselves.’
And that’s exactly the reason why 415 got
started —nothing more, nothing less

Since its inception with the Nuns in 1978, 415
Records has gone on to release singles by the
Offs, Pearl Harbor & the Explosions, the
Mutants, the Readymades, SVT, the Units and
the Pushups, as well as a compilation album
featuring eleven of San Francisco’s leading
bands. To this day, Klein and his two partners
have yet to draw money from their label
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Because of their strong belief in the artists and
their music, independents usually give artists a
large degree of artistic freedom and creative
control, long a bone of contention for those on
major labels. Small labels also have no huge
capital investment to protect and therefore have
no need to dictate aesthetics to guarantee mass
sales.

The aesthetic freedom offered by small labels
is made possible by their ability to operate on a
shoestring. Independently produced LP’s can
usually turn a profit at 5,000 units or less. Ne-
cessity is the mother of invention, it is said, and
the independents’ lack of capital has made them
resourceful, even ingenious, and at the very least
careful about expenditures in the studio and
marketplace. When asked what constituted a
profitable record for his label, Miles Copeland,
chief of the International Records Syndicate,
shot back, “One that costs nothing to put out.”

Indeed, ”indies” frequently avoid front-end
costs altogether through speculation deals with
# recording studios or releasing finished masters
¥ produced by the artists themselves. By keeping
- costs down, they avoid losses, turn profits at low
volumes, and can experiment and succeed with
projects that would surely spell disaster for a
major record company. “Any band can be eco-
nomically viable if the production is scaled to
suit the market,” explains Bob Biggs of Slash Re-
cords in Los Angeles, “even the most esoteric
jazz band. The whole market has become so
fragmented that no major record company can
exist on any one fragment. Generally what they
do is get a crossover-pop type of audience. What
we do is get a fragment and work it. We find a
band we really believe in, let them do their mu-
sic, and then go out and find a market.”

So far, Biggs has released LP’s by the Germs
and X, both Los Angeles-based punk bands with
strong followings. His philosophy of economic
viability is reflected in the production budgets
for these records: the Germs’ LP cost about
$5,500 to record and has sold around 6,000
copies, while the X album, which cost $10,500,
has sold nearly 30,000 copies, a smash hit by in-
dependent standards. Both albums have turned
profits for Slash.

The indies’ ability to stretch their money is fur-
ther demonstrated in promoting their product.
Instead of pouring big bucks into expensive
mass media—national consumer and trade pub-
lications, radio and TV —they concentrate their
efforts on the grass-roots level. Bob Biggs ex-
plains his strategy: “Because we're so tied up
with the magazine [Slash, L.A’s leading punk
publication] and our street credibility is so good,
we deal mostly with the street. We’ve found that
people in ‘the business’ are so removed from a
street awareness and so jaded, they tend to deal
with what they can sell based on demographics
and abstract rules. That doesn’t really work in
this age. They don’t know how to be site specific
or people specific, and that’s what we are —very
small, very attentive and very specific.”” Paid ad-
vertising for small labels is generally limited to
underground publications, while posters, flyers
and disarmingly simple press mailings constitute
the primary means of getting the word out. Most
independent product is not geared to a mass au-
dience anyway, so these methods tend to work
quite effectively, especially for the amount of
cash outlay.
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Greg Shaw

or all the opportunities offered by in-

dependently produced and distributed

labels, every one of them is plagued by the
same critical problem: their inability to sell large
volumes of records. ’Any decent New Wave al-
bum ought to be able to sell 20,000 to 30,000
units,” states Greg Shaw, head of Bomp Records
in Los Angeles. “When the major labels put them
out, even the worst groups manage to sell 25,000
units, because they can get into the stores. Small
labels don’t have access to that. The average
sales for small labels on a single or an album is
3,000 to 6,000. It’s very hard to get beyond that.”

Bomp, for instance, released early singles by
DEVO, the Romantics, 20/20, and the Shoes,
among others, all of which sold under 10,000
units. Each of these artists has gone on to major
label deals and sales of 50,000 to 100,000 units
or more, an increase typical for artists making
this transition. With such dismal sales for in-
dependents, one can only conclude that either
everyone involved is incompetent, or else they
are being held back by some very real problems.
An examination of distribution and promotion
within the American marketplace, especially
when compared to Great Britain, reveals ob-
stacles that are almost insurmountable.

Distribution is very difficult for independents.
The vast size of this country, with its numerous
urban and suburban markets. precludes the
practice of loading up the car with records and
hitting the stores, as is frequently done in the
U.K. Professional distributors are necessary but
not easy to come by, because all of them*are in-
terested primarily in big volume records. Most
major labels own their own distribution net-
works, while those large companies which do
not (A&M, United Artists, etc.) have deserted in-
dependent distribution in recent yeats and align-
ed themselves with the majors, a move that has
driven many distributors out of busiress (Record
Merchandising out of Los Angeles) caused
others to be absorbed by larger firms (MS
Distributing of San Francisco was bought by
Pickwick), and limited the creative range and
capabilities of those that remain.

“Without the volume of some majors,”
explained Ken Kushnick of Sire Records, "in-
dependent distributors cannot atford to make
the payments on the warehousing and trucks to

' be there for Tomato Records. All the little guys

in the world don’t solve their problem, because
what they need is one record that can do a half a
million pieces in two weeks.”” Most distributors
won’t handle one-off labels at all, and even 415,
Bomp, Ralph and other small labels are lucky to
get distribution at all, let alone priority.

By far the most receptive and consistent out-
let for new and unusual music has been Jem Re-
cords, a leading national independent record
distributor. (Most distributors are regional.) Jem
distributes Slash Records and the bulk of one-off
labels and punk singles released in recent years,
but the rising volume of independent product is
taxing their ability to celiver. "It used to be that
! would distribute any sort of independently pro-
duced single that was any good at all that |
could get my hands on, because | felt that it
wasn’t my position to play A & R man here. | was
just trying to make these records available to the
public,” explains Rick Lawler, general manager
and chief buyer for jem. “The number of re-
leases that are now being sent to me are far be-
yond Jem’s capability to distribute all of them. |
wish | could distribute all of them, but unfor-
tunately it’s just not feasible.”

Cash flow and retail credit terms also pose for-
midable problems for independent labels. Jem
and other independent distributors generally
pay on a 90-day credit basis, which means that
small labels must wait at least three months to
be paid on product sold. The situation is even
worse when dealing directly with major retail
chains like Tower Racords, Peaches, Where-
house Records, Recorc Factory, and Licorice Piz-
za, the corporate ccunterparts to the major
labels, which rely on the majors for their big
volume business and don’t really need anyone
else. The few small labels able to ride with a
90-day credit arrangement risk not being paid at
all by major retailers, since many retailers are in
a shaky cash position themselves and pay only
those accounts that have the clout to shut off
their critical flow of hit product. As a result,
most independents do not sell to major chains at
all. By comparison, the only financial terms
available for retail suppliers in England is seven-
days-cash, so cash flow is workable and indepen-
dent product is availzble in all the stores.

Without the ability to make their records
available to a broad range of stores, it’s little
wonder that independent labels are unable to
sell in volume. ”Ccrporate rock doesn’t all
sound alike, but it thinks alike,” comments Ken
Kushnick. “What we really do need is an alterna-
tive method of distribution in this country so
that some alternative music can get distributed
by people who are no: saying, ‘Call me when you
go platinum.”

he adverse attitudes and resistance met by

independents n obtaining distribution is

even more evident in their promotional ef-
forts —most notably in radio. Every independent
polled agreed that the recalcitrance of radio is
the single biggest obstacle to selling and break-
ing records in America. Playlists have shrunk and
tightened to such an extent that even major la-
bels are having difficulty obtaining airplay for
new artists; for independents, it is virtpally im-
possible.

Radio, you see, is not in the music business.
Radio is in the business of selling advertised pro-



ducts using music as bait. There’s a difference.
Because 100 percent of radio revenues come
from advertising dollars, their goal is obtaining a
large listenership by playing mass-oriented
music (hits), quantifying that listenership
through surveys (Arbitron, Source, Pulse, etc),
and generating maximum dollars from local and
national advertisers on the basis of that listener-
ship. Programming more diversified, innovative,
specific music is considered counter-productive
to the financial goals of radio.

In order to guarantee “big numbers,” radio
stations have become increasingly dependent on
call-out research, sales statistics, and the opin-
ions of highly paid programming consultants to
tell them what to play. Gone are the days when
programmers with good taste and a genuine love
of music would listen to records and play what
they liked. A few still do, like KLBJ-FM in Austin
or WBCN-FM in Boston, both very highly rated
stations in their respective markets, interestingly
enough. But they are the exception that proves
the rule. Most programmers play “follow the
leader.” Bruce Kirkland, general manager of
Stiff-America, said it best: “American radio, in
the final -analysis, as far as we're concerned, is
bankrupt.”

Radio’s reliance on sales statistics presents a
Catch-22 for independents already handicapped
by distribution problems. Even strong sales do
not always guarantee critical radio exposure for
an artist. Jay Boberg of the International Re-
cords Syndicate cited the example of a recent
John Cale album that sold 10,000 to 12,000
records in markets where it received no commer-
cial airplay whatsoever. “The main thing that
we're finding out with radio,” he notes, “is that
excessive retail action or extremely strong de-
mand on the part of the consumer, shown
through buying records, does not necessarily dic-
tate that radio will play it. You can virtually
show them that their demographics point to
playing the record, and they will still turn around
and say, ‘So? We're not going to play it!”’

The salvation of New Wave has been non-
commercial and college radio stations, many of
which are hampered by weak signals and spora-
dic scheduling. “The problem with a lot of col-
lege stations,”” observes Howie Klein bemusedly,
"is that you turn on the radio and you either get
the Slits or you get Armenian folk dancing. But
many are tremendously effective.”

Particularly problematic for the New Wave
are blocks of key commercial stations pro-
grammed by consultants who are unable to re-
late to the genre, especially since records are
broken by a chain reaction domino effect. The
tack of support from one or two consultants can
virtually kill a potential hit. “The Abrams-
Burkhardt people [the nation’s leading program-
ming consultants] have such a hold on that
domino effect,” notes Howie Klein, “that
nothing can happen without them. They’ve got
sixty AOR [album-oriented rock] stations, and
that block is enough to totally make or break
any record. It’s a disaster.” Lee Abrams made a
trip to England several years ago to check out
punk music, and upon his return announced in
his newsletter that it would never happen in this
country. Klein, for one, has placed innumerable
phone calls and sent letters and promotional
copies of 415’s records to Abrams and his staff.
From what he has been told by representatives
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at Abrams-Burkhardt stations, the consultants
have never even listened to the records, nor has
Klein ever received a reply, a return phone call,
or one note of airplay.

Whether it's the money, the opportunity to
communicate their music to the broadest possi-
ble audience, or simply the desire to succeed for
its own sake, musicians want desperately to
crack the American record market. And they re-
alize that it's not likely to happen on a small in-
dependent label. As a result, most artists are
reluctant to remain tied to a small label once a
major beckons. Three of England’s most radical
bands, for example, are signed to giants in the
U.S.: the Clash to Epic/CBS, and Public Image
Ltd. and the Gang of Four to Warner Bros. Their
disagreements and dissatisfaction with their
labels may be legend, but there they are, none-
theless, and they’re not alone. “Really, | can’t
blame musicians for playing the traditional
game and wanting the traditional rewards,”
-notes Andy Schwartz of the New York Rocker,
“when the alternative is, in a sense, a ghost —
when the alternative system in this country of re-
cording, distribution, promotion and financing
for rock & roll is so pitifully weak, and, in many
ways, ineffective.”

Independent labels, to be sure, have tremen-
dous difficulty procuring long-term agreements
with artists. 415’s deals, so far, have been exclu-
sively one-offs, while Bomp Records holds long-
term options on the Dead Boys and one or two
others only, agreements with built-in guarantees
regarding methods of distribution and projected
sales levels. X and the Germs have long-term
agreements with Slash Records, as do Tuxeco-
moon and MX-80 Sound with Ralph Records, but
these artists are so non-commercial that a major
label deal was practically precluded from the
start. In light of this last problem, independents
are faced with a very serious dilemma, for with-
out the opportunity to share in the payoff from
the groundwork laid in establishing new artists,
where are they going to get the money, power
and prestige to change their dismal standing in
the record industry at large? And, without that,
how can they improve their ability to deliver
substantial results for their artists?

omething’s got to give, not cnly for the
sake of small independent labels and aspir-
ing musicians, but in order to assure the

change, growth and enrichment of the music
itself through the influence of new styles and
trends. Some alternatives must be found so that
music not geared to the American Top 40 can
still be heard and appreciated by a potential au-
dience far greater than sales statistics would
lead one to believe.,

One solution lies in major labels opening their
distribution and promotion networks through
custom label deals, licensing agreements and
other types of affiliation. CBS and MCA have an-
nounced plans to offer pressing and distribution
services to established labels that are financially
autonomous and promotionally self-sufficient, a
practice that has worked successfully in England
in recent years. While these deals are now being
offered only to those executives with track re-
cords —Neil Bogart’s Boardwalk Records and Ron
Alexenburg’s Handshake Records, for instance
—they represent a move in the right direction
and, with success, could filter down to the real
independent level.

British labels like Stiff, Virgin, Island, and
I.R.S. (known as Faulty Products in the U.K.) have
procured U.S. distribution through licensing
agreements with major labels—CBS, Atlantic,
Warner Bros., and A&M, respectively —but these
affiliations, while considered successful by the
parties involved, are far from a panacea. In each
case, the smaller label is still privately owned
and financially autonomous, but relies on the
the major for its promotion and distribution
Most of these majors, however, have the right to
pass on any given album, and the smaller label
must be prepared in such cases to function inde-
pendently in the American marketplace and gen-
erate profits on sales of 50,000 albums or less.
Most are ready and even enthusiastic.

Probably the New Wave’s most successful
custom label is Sire, an American company co-
owned by Warner Bros. and therefore no longer
technically an independent. Through the mar-
riage of small company creativity and large
company clout, these labels are beginning to fill
the no-man’s land of sales statistics with some of
the most interesting rock & roll to come along in
years: the Ramones, Talking Heads, XTC, Lene
Lovich, Rachel Sweet, lan Dury, the Buzzcocks,
John Cale, and the Pretenders. Each of these ar-
tists has sold between 50,000 and 400,000 units
(the Pretenders are approaching 1,000,000) of
albums that cost far less than most major label
LP’s. But this is only a beginning. Other solutions
are required as well.

Musically speaking, the future looks good. Ev-
eryone quoted in this article agrees that we are
headed for tremendous creative diversity, and
that the viability of the American music industry
is dependent on its ability to be responsive to
the changing tide. “If you look at the scene to-
day in terms of an infinite number of bands, any
one of which could sell 50,000 to 100,000
albums,” notes Greg Shaw, ““and if you sing them
and record them and market them in such a way
that you can make a profit on those kinds of
sales, which can be done, then you have a very
healthy situation that is a lot more economical,
efficient, and really in tune with the direction of
history at this point. The only revolution,” he
concludes, “is to change the system so that there
is never a handful of people, whoever they may
be, who control what we hear and what we buy.”
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t is 515 in the afternoon and the large

auditorium that’s empty with audience is

filled with chaos. Everywhere you look

there are roadies in T-shirts and jeans scur-

rying in every direction, looking for
cables, adjusting lights, moving this, moving
that. Security men stake out their territory, while
someone from the promoter’s office is wonder-
ing where the hell the caterer is with dinner for
54. Through the monitors blare vocal checks,
while two drummers, out of sync, pound away
out of the mains. And in the midst of all this in-
sanity, behind a barrage of keyboards, sits Tony
Banks with headphones on, calmly trying to tune
one of his synthesizers

Aside from being one of the premier progres-
sive rock keyboardists, Banks is also one-third
of Genesis, one of the most popular and note-
worthy groups on either side of the Atlantic. For
Tony, this soundcheck will be one of the last for
the year. The group is about to finish up four
months of solid touring in Europe, Canada and
the United States and that will be it, until 1981.

Hot on the heels of their newest album, Duke
(Atlantic, SD 16014), Genesis has covered nearly
40 cities with a generous and exciting two and a
half hour live show featuring some of the most
innovative music and musicianship offered in a
long while >

It has been an exhausting jaunt for the group,
which in addition to Banks includes vocalist/
drummer Phil Collins, bassist/guitarist Michael
Rutherford, as well as their two regular support
musicians, drummer Chester Thompson and gui-
tarist Daryll Stuermer. With the exception of the
Vancouver gig, which was cancelled because
Collins had laryngitis, the tour has gone as
smooth as silk, even though you’d never know it
from watching the soundcheck.

But when the lights go down in each city a lit-
tle after 8:00 PM, the magic of Genesis captures
thé stage and from then on it's clear sailing.
Despite their intricate melodies and solos, their
songs are unusually accessible. The outstanding
stage presentation, along with the charisma of
frontman Collins, makes the Genesis show one
of the most entertaining packages currently on
the rock scene.

The audio quality of the Genesis show is
among the finest of all touring rock bands.
They’re loud, yet never excessive. Unlike most
highly technical bands, their soundman never
loses sight of the fact that the vocals are the key.
Collins and the harmonics were always crystal
clear and mixed upfront. Gone are the mirrors
and extravagant lasers from previous tours. This
time the group used only stage lights and in-
dulged only occasionally in their smoke
machines.

Offstage, Tony Banks is much like he is on-
stage—quiet and serious. He is a very pleasant
Englishman and, fortunately, void of any of the
attitude problems that most rock & roll million-
aires seem to live on.

"We're trying to change the balance a little
bit,” said Banks earlier in the tour from his hotel
room in Houston. He was speaking of the group’s
plans to gradually curtail their touring activities
and concentrate more and more on their studio

The Duke of R
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work. “We're trying to change the emphasis.
We've got a routine that we’ve been in for about
the last seven years where we’d spend six to nine
months a year on the road touring and then
about three months rehearsing and doing an
album.” Pausing slightly to emphasize his point,
he concludes, “We’re going to change that
now.”’

Banks also seemed pleased by the group’s
regression towards a much simpler live visual
presentation. I think we just got fed up with it,”
he said of the lasers and mirrors the band had
used previously. “Actually, there were several
reasons. All these extra effects tend to be unreli-
able and that is very frustrating for us, for when
things go wrong it has an adverse effect on the
music. And one is irrelevant and the other mat-
ters a lot. The other thing is, it was time to do
something different. We really like to make each
tour different and we feel there is an awful lot
that can be done just with lights.”

Along with the others in the band, Banks takes
his work very seriously. A workaholic by most
rock & roll standards, when Banks and the band
aren’t touring they’re probably recording, writ-
ing or rehearsing for more tours.

"1t's mainly getting the lighting rigs together,”
he said of preparing and rehearsing for a Genesis
tour. "We work on the design, but once we get to
a place a lot of it is changed.” For the-most re-
cent tour the band rehearsed for two weeks with
Stuermer and Thompson to break them into the
new material and then for an additional three
weeks, working on the entire show.

And after seeing the band live, it seems as

though the rehearsals are most important to
Banks. His intricate keyboard work, along with
Collins’ distinct vocals, are the essence of the
band’s music. In fact, when Genesis became a
trio in 1977, it seemed as though all the pressure
was placed on Banks to carry the melody as well
as a good portion of the soloing.

But Banks doesn’t see himself working any
harder onstage or off. “"Well no,” he said matter-
of-factly, ’no more than the other two. | think
Genesis has always been a co-operative band, so
the fewer the people in the band the more the
rest of us have got to do; but nevertheless we
find, in fact, that it gets easier. With five [people]
sometimes it's harder to get what you want, be-
cause there’s more people writing and wanting
to play on tracks. When there’s only three of
you, the greatest thing, let’s say, of having a bas-
sist who also plays guitar is that it's easy not to
have guitar on a track. Because he’s content to
just play bass. Also, in my case, | can play guitar
on a track that might not have too many key-
boards on it.”

At a time when Emerson, Lake & Palmer, King
Crimson, Strawbs, UK., Yes, Jethro Tull, and
other British progressive rock bands have either
disbanded or are merely living off the fat of their
past glories, Genesis has become an oddity.
When it seems as though techno-art rock is wan-
ning in popularity, Genesis keeps getting bigger
and bigger, without compromising.

And with Rick Wakeman, Keith Emerson, and
Eddie Jobson out of the limelight, Banks remains
one of the last surviving British keyboard kings.
Yet he doesn’t see it that way. | don’t think of
myself as a keyboard player in that kind of way;
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| think of myself as more a band member and a
writer.” Banks added that he foresees Emerson
and Wakeman returning to the rock scene be-
fore long.

Banks, however, has all the elements of the
others: a lengthy training in classical piano, a
love for rock & roll that developed as a teenager,
an avid interest in synthesizers, and a career with
a progressive rock/theatrical band. But accord-
ing to Banks, all that means nothing.

7| did have classical training until | was 17,
but to be honest | never really got very good at
it. Although there was a period where | hated it, |
did end up enjoying it.” Banks says he was most-
ly influenced by pop songs he would hear on the
radio. The songs he liked he would learn by ear
on the piano.

Banks first got seriously interested in rock &
roll back in 1966 when he attended England’s ex-
clusive Charterhouse School. Among his class-
mates were three other music minded chaps
named Peter Gabriel, Michael Rutherford, and
Anthony Phillips. The four eventually got togeth-
er. Their original aim was not to be a band, but
rather a songwriting team.

"Yeah, we definitely were [songwriters]. |
mean, Peter and | wrote songs together and
Michael and Anthony wrote songs together, and
we decided to make tapes together. Really, just
as an idea to sell our songs. We couldn’t get any-
one interested and a lot of people said the best
way to get people interested was to form a band
and maybe get yourself some gigs. So, we started
doing that and we made one record, from Gene-
sis To Revelation [out of print] in 1968. And we
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were really trying to sound like everyone else in
some ways so we might get someone interested
in one of our songs. But that didn’t work, so in

1970 two members of the band [Michael and An-

thony] wanted to go professional and so Peter
and | carried on playing with them.”

The Genesis To Revelation LP was produced
by British pop-whiz Jonathan King and featured
the four teenage members, along with drummer
John Silver. That album was a dud (only to be
revived after the band had hit it big) and Silver
was replaced by drummer john Mayhew.

After a two-year hiatus, the group re-emerged
with Trespass (ABC Records, ABCX-816), the first
album to feature <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>