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“l Know
A Hit When
I Hear One?”

That's exactly the kind of quick judgement you're up against as a songwriter or recording
artist. Somehow your songs must sound like hits. Clean, clear master recordings with fresh,
creative high-quality production can help. Having only limited success with demos you've
produced? Pick your best song and come to us.

MOONLIGHT DEMCS is the experienced production team of Jeff Lewis and David
Vasquez. Together we produce master-quality recordings in all styles using great musicians
and singers. They work with the best: Stevie Wonder, Michael McDonald, James Ingram,
Ambrosia, George Benson, Joe Cocker, Diana Ross, Tom Petty, Denise Williams, Steven
Stills, The Jacksons, Kenny Rodgers...and they MOONLIGHT with us.

Great credits, but you should hear our sample tape. It has pop, rock, R&B and country
production that jumps out of your speakers. Write, or just call us at our studio: (213)
665-7464, Monday through Friday, 9 to 5 Pacific Coast time.

SONGWRITERS: We have an excellent variety of vocalists...you can hear many of them
on our sample tape. We pick just the right ones, producing vocals to breathe life and
character into your songs.

RECORDING ARTISTS or potential artists: We can help you by producing your demo
album, one or more songs at a time. Your basic rhythm tracks are played only by our
musicians in a closed session for efficiency and quality control. We'll send you a cassette
mix to practice with. David or Jeff will then coach you through lead vocals, your own
background vocals; even your own featured instrumental tracks if you wish. Instead of our
lead vocalists, your basic demos will include one hour of studio-and-producer time towards
your vocal session and 20 minutes towards mixdown time. Extra time is available at our
standard consultation rate. Any questions? Just give us a call.

MOONLIGHT DEMOS

A umique demo production service

5313 Bakman Avenue #100, North Hollywood, CA 91601 » (213) 665-7464, weekdays 9 - 5.
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Young,

" Ultra-Hot

Publishers

by Bud Scoppa

In an exclusive round-robin panel discussion, three of publishing’s
most upwardly mobile young turks—Linda Blum of Chappell Music,
Tom Sturges of Screen Gems/EMI Music (soon to be national
creative director at Chrysalis Music—upwardly mobile, see?), and
Dale Kawashima, who is DKM Music—share the secrets behind
their rises to prominence in a bitterly competitive field ... .12

- CAREER MOVES

Producer to Artist:

Dan Hartman Can Do More Than Dream About It

by Billy Cioffi

The Solo Sidetrip:

Elliot Easton Takes the Wheel

by Angie Diehl Saxon

The Big Breakup:

Richard & Linda Thompson Split 1t Down the Middle

by Michael Fremer

| In this first of a recurring series of profiles of artists in transition,

we take a look at (1) a successful producer who turns into an
artist only when he has something to say, (2) a solo venture by
one of the principle contributors to the Cars’ potent and durable
sound, and (3) the two halves of what was one of rock’s most
acclaimed couples as they go their separate ways in the wake of
divorce ... 16

Prince Hangs a Left:

He Must Be a Limousine

by Richard Sassin

What'’s Prince thinking about, anyway? No one knows, but Sassin
has plenty of thoughts on the subject. What Sassin considered
to be a possible breakdown during Prince’s Forum run he now
feels may in fact have been a breakthrough. The saga of temptation,

damnation, and salvation continues. . .................. 20
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Let our professional team work for you!
CASSETTE DUPLICATING

Have 2 cassettes
duped (real-time),
get 3rd duped

FREE!

All duplicating
real time orders
come with
choice of 2-color
labels and 5 types
to choose from!

ALSO AVAILABLE:

= High-speed duplicating
' + Complete mailing service program

BEST PRICES on Blank Cassettes!

AT OUR COMPLETE STUDIO,
WE DO IT ALLY!

INTRODUCING

ONE STOP SERVICE

24-track recording including 4 hours of studio time
with outboard gear and engineer plus 100 cassettes
with boxes and labels for only $200!

FOR DETAILS — CALL OR WRITE:
PROFESSIONAL Aubpi0o DUPLICATING

115 N. Hollywood Way, Burbank, CA 91505

(818) 842-9162




Feedback

Irregular Rotation

Dear Music Connection:

Thanks for the great feature on Camouflage
in the May 9 issue written by Steve Sattler. Just
wanted to make one note: The term ‘“regular
rotation” was used incorrectly by the writer.
Camouflage was played heavily by several
KROQ jocks last April and May on their own
hourly picks. Promotions Director (at that time)
Jane Shayne was also pushing the band’s rec-
ord release party and concert with Camouflage
music in the spots. This resulted in Camouflage
being heard on KROQ a fot at that time, but the
term “regular rotation” signifies an official add
by the program director. Thanks so much for this
small correction, and to writer Sattler and Music
Connection for the article. Marilyn Wilson

Director of Public Relations /Camouflage
Los Angeles, CA

Blood, Sweat & Plugs
Dear Music Connection:

First of all, | would like to say that all of us
here at Propeller Productions would like to wish
Jeff Janning all the best in his many musical
projects, and that we will miss his contribution
to the Connection.

1 would now like to make it clear that the lead
guitarist playing on Neil Merryweather's Last
Angry Band album is Steve Norton and not Stan
Norton, as stated in the Audio Update section
on E.F.X. studios in MC.

Last of all, Propeller Productions would like
to send out our deppest sympathy for Michael
Guy's feelings, which got bent all out of shape
because his hair was sweaty and not puffed-up
the way he likes it in the picture that accom-
panied that article. The picture was taken back-
stage at the Country Club after Michael and his
band, New York, turned in a very HOT set. Per-
sonal fans of his and people that would like to
see his hot locks, hot licks, and hair-raising guitar
work can catch New York at the Country Club,
where they will be opening for Nazareth on June
29th. Mr. G. Porgy

Press Rep. Propeller Productions

. . Burbank, CA
Nashville Byline

Dear Music Connection:

Your magazine is great! Being a musician on
the Nashville scene, it is refreshing to hear and
keep up with the L.A. scene. | plan on a sub-
scription as soon as | move, but till then will set-
tle for the newsstand copy.

Thank you for your time and the great mag-
azine. I'm looking forward to relocating and be-
coming one of the L.A. guys! Don Calour

Nashville, TN

Every Word Counts

Dear Music Connection:

A&M's Karen Glauber made a potent state-
ment when she said, “Already my label axes
bands that don't happen on college radio in the
first album or two" (News, 4/29). This deserves
some hard questioning: 1. Is this written into the
band'’s contract and stated up front or is this an
unwritten rule of thumb? 2. Which college radio
stations are being referred to? Is it those stations
that can only be heard through the closed-circuit
campus system or those that are broadcasting
conventionally? 3. Does this include college sta-
tions that are solid rockers only and/for those that
have mixed programming, including religious
programming? 4. Does the label know or deter-
mine by any type of its own audience listener
surveys what percentage of all students even
listen to the campus station? If the label relies
on student surveys, do the surveys stand up to
the same statistical reliability that Arbitron of-
fers? 5. How many colleges and universities
have a campus station? What percentage of all
colleges and universities does this represent?
Is it large enough whereby a label can justify
the promotional expense to actually break a
record? 6. Since college radio is obviously im-
portant, what type of on-campus promotion will
be done to support the band? Will Evatone
soundsheets be passed out free on campus?
Will campus editions of Time and Newsweek be
bought to promote albums and to distribute a
free sample of the band via a soundsheet? Is
there some way whereby the campus paks dis-
tributed on the first day of school can be tapped
for a major promotion for a number of groups
rather than just one?

As a professional marketer, these are ques-
tions | would want to have answered, whether
| was representing the record company or the
band. After all, success is a mutual effort of all
parties. In reading the way the comment was
presented, | had to wonder whether | was see-
ing an unwritten benchmark determining some
level of success. To me, the ultimate success
iS units sold.

Can more units be sold by offering a free
sample and thus forcing distribution in a man-
ner not uncommon to package goods market-
ing? These are important questions for both
sides to discover the answers to.

Peter Alexander
Keefay Publishing

Sepulveda, CA
You’re Welcome

Dear Music Connection:

Thank you for reviewing my show. Continued
success and congratulations on a fine
magazine.

Micheal Smotherman
Los Angeles, CA
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How to succeed in business
by spending three ‘
days at thebeach ?

Why will the country’s entertainment people be spending three
days in Santa Monica? Because that’s where the industry’s business
and computer show is happening.

From budgeting software to production facilities, it’s the only trade show
with discussions, panels. exhibits and demonstrations that explain how
tomorrow's technology can turn a profit today.

There'll be three days of free software demos on a 20-foot video
screen. Program sessions hosted by groups like The Directors _
Guild of America, The Producers Guild and FAME (Financial and . ~
Administrative Management Executives). And roundtable talks on financial,
production and data processing issues.

-

So if you want to succeed in show business, spend a few days in Santa Monica with us. At ShowBiz Expo '85.

M}B]Z JUNE 27-29 s v s s o 2] 30606801811

For a fuil brochure call:
EXPO'85

The Entertainment Industry’s Business and Computer Show 3747 Arbolada Drive, Los Angeles, CA 90027. A production of Live Time, Inc.
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GUEST

' COMMENTARY

Sexism Rules
in Video

Are video-makers feeding rock

fans of all ages, sexes, and political-
social attitudes a steady diet of por-
nography? That same stuff you
thought you had to sneak into one
of those places to see? We hear
sometimes that this or that video is
sexist, but there’s little discussion
about the elements that make a
video sexist. Interesting things hap-
pen when we compare rock videos
with proposed anti-porn laws that
would make pornography a civil of-
fense against women. These model
laws define pornography as con-
taining at least one of certain
elements:
» Women presented as sexual ob-
Jjects who enjoy giving andfbor getting
pain and humiliation, who enjoy be-
ing raped, or are tied up/cut up/
physically hurt.

Any rock videos fit that descrip-
tion? How about Tom Petty's “Don't
Come Around Here No More,’ in
which a woman is reduced to an
object—a cake—to be literally cut
up and shared by the boys? How
about Van Halen’s “Hot for Teach-
er,’ which tries its hardest to
humiliate both motherhood and
schoolteachers, even portraying
“teacher” as a bondage mistress
dominating and humiliating chil-
dren? How about Laura Branigan
hungering for a good rape in “Out

of Control;’ or Simon LeBon jump- |

ing natives (girls, of course!) in
“Hungry Like the Wolf’’

» Women presented as whores by
nature.

Just watch any Madonna video,
and you may form an opinion.

» Women reduced to body parts.

Jeez, name me a video that
doesn't! Do | really need to list all
the videos that jam camera lenses
into female bosoms, crotches, and
buttocks?

» Women presented as sexual ob-
jects in positions of servility or sub-
mission, for domination, conquest,
violation, exploitation, or possession.

Jeez. Once again, name me a
video that doesn't!

Porn as sexism is a volatile issue
because it's possible porn fantasies
manifest themselves in public atti-
tudes and actions. If you like watch-
ing staged rape, you just may like
watching the real thing in your cor-
ner bar. Do you video artists (male
and female) want a woman close to
you (or women vid artists your-
selves) threatened by someone who
got ideas from your video?

It's a devastatingly uncomfort-
able thought. But it's one that
deserves thinking about.

—Lyn Jensen

Lyn Jensen contributes reviews to
this magazine.
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Robertson Makes
‘Tuesdav Night Cenia

0

Photo by Lisa Kramer

by Jim Maloney
Something exciting happens
every Tuesday night at nine p.m.
in Hollywood—and a lot of music
lovers wouldn't miss it on a dare.
You pay a buck, trot through a long
| cave, up some sleazy stairs, and
into the Central, one of the few re-
maining strongholds of live rock &
roll on the Sunset Strip. It's JAM
NIGHT! And it’s the ongoing pas-
| sion of a model train collector
named Keith Robertson, who's
been engineering this amazing
event for nearly five years.
Rather than a hack wlent night
or haven for acts that would have
| trouble drawing a bath, let alone a
‘ crowd, Jam Night is primarily a hot
' workout room, where the best and
|
|
|

brightest of local performers stay
musically fit—and a stage-away-
from-home for a galaxy of touring
stars,

Jam Night evolved from a Box-
ing Day celebration Keith orga-
nized with fellow Brits John Ent-
wistle and Jackie Lomax. The
former Who bassist had the initial
! idea, and took part in the very first
| jam. Other friends and associates

who Robertson often brings aboard
| his Tuesday train include Blood,
Sweat & Tears founder and Super-
session man Al Kooper (who's now
in A&R and rarely coaxed onto a
stage). guitar flash Jeff Baxter
(who's played and recorded with
everyone from Steely Dan to Billy
& the Beaters), Tony Matthews
(who's picked in Ray Charles’ road
band), and Gregg Wright (who re-
cently scored a major Victory for
the Central family jammers when he
was glove-picked to play lead guitar

1

Robertson opens doors for plavers.
on the Jacksons' megatour).

The weekly festivities enjoy an
international reputation among
musicians, and articles in Boston.
Chicago, and London newspapers
have helped spread the word.
Robertson's proud of the fact that
his is the best-known and longesi-
running organized jam—nprobably
in the world. It's unique in a
number of ways. “There's an open,
loose, almost family feel to the pro-
ceedings.’ Keith explains. “All the
equipment—mics, amps, even the
occasional instrument—is provided
by the club. No one else does that.”
Jam Night is no moneymaker for
Keith, but a genuine labor of his
love for music and devotion to the
musicians. He's providing an outlet
that most players and singers only
dream about—and opportunities
that, on the vicious local scene, are
sampling of what you might have
witnessed on recent Tuesdays:
anything but praise for the guy.

Drummer Nelson Jervis: “I
came out here from Washington,
DC.—and I got the same chance as
anyone else. Keith is a fair-minded
man who's contributed more than
his share to keep L.A. music alive
at the grassroots level”

When guitar slinger Gregg
Wright arrived here in the early
Eighties, he found the local scene
as tough to crack as “Fort Knox!’
But someone told him about Keith
Robertson and Jam Night. “When
I went in, Keith didn't ask me who
I was or who I knew—he just put
me on. I'm greatly indebted to
Keith, and he deserves plenty of
overdue credit?” Wright also sees

R(E)enson as one of _the few truly -

1l

sincere people he’s encountered.
“He really cares about the players. |
There are those of us who need a
place to go—to play, to have fun,
to blow off steam. And Keith is the
only one in town with an eye for |
that. Jam Night definitely helped
me—and it's still helping me’’

Showing up does not guarantee
that you'll go on that night. But
Keith works hard to accommodate |
all. “I make no promises.’ he says. |
“It’s all done quite fairly, I think. |
We're just having a good time here.
There's not a lot of room for egos
or attitudes. I make up a list—bass
players, horn players, whatever—
and just try to mix ‘em up. I like
putting people I know with those
1 dont. Combinations like that
usually make for quite interesting
results.”’

It’s that diversity of sights and
sounds that keeps Jam Night fresh
from week to week. Here's just a
sampling of what you might have
witnessed on recent Tuesdays.
»lady George, a weatherbeaten
floozie in stolen priest’s vestments,
a sword and white go-go boots,
mauling a dirty guitar and bellow-
ing like Brenda Lee on a Mogen
David bender.

»Gregg Wright driving a tough
band through a scalding version of
Hendrix's blues tour-de-force,
“Red House," and following that
with a funked-up reworking of the
Spencer Davis Group’s “I'm a
Man®" (Blues and rock chestnuts
abound, for the simple reason that
when the players are new to each
other, it makes sense to play things
most of them know.)

»Ex-KISS bassist Gene Simmons,
guitarist Les Dudek. keyboard sul-
tan Richard T. Bear, and singer
Katy Sagal barnstorming their way |
through the Soul Survivors 1967 |
chartbuster, “Expressway to Your ‘
Heart”

Robertson is the first to point out
that Jam Night is not all his doing.
“We've lasted this long because of
tremendous support from both mu-
sicians and our audience. I couldn’t
do it without [club manager]
Richard Stuart. Leroy Jones, Jeff
Thomas, and Tony Amori—they
work closest with me to see that it's
done right!’ [

“It really is a family thing we |
have here at the club. The owners,
the bartenders, waitresses—they all
go out of their way to make Jam
Night work.

Robertson has a simple wish:
“I'd like for us to be known as the
Number One jam in town—the best
organized, the one with the most
surprises, the one that’s the most
fun for everyone involved.’

One would think that wish has
already been taken care of.

|
1
{
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News

 TELEVISION

'Honda Scooters Gets Big Sales Jump

Wlth Bold Celebr:ty Ad Campaign

i . . .
Reed (right) uosv rides on the wild side.

LOS ANGELES—In the wake of
tur~rumhmg Tesponse o a series of
urique. music oriented television
commercials, Honda Scooters has

| announced plans to continue their

|

music celebrity advertising cam-
paign indefinitely.

Having garnered awards last
year. for commercizls featuring
Adam Ant, Grace Jones. and Devo.
Honda’s most recent clip features
Lou Reed. A new Grace Jenes
commercial is due to air soon and
other aspects of the Honda cam-

| paign include sponsorship of a

| Lou Reed. I'm a neat guy. and if

domestic Berlin tour.

“We were very pleased to get
Lou [Reed].” said Neil b.\dnthal
motor scooter manager for Amer-
ican Hondua Motor Co.. Inc. “The
real message was the music under-
neath the ad—Walk on the Wild
Side: We weren't saying. "Hey. I'm

you think I'm cool. | think you
should buy one of these! That kind
of communication oniy vmrk\ if

SEMINARS

by Murdoch McBride
you already know you need tooth-
paste and you figure you might as
weli go for the brand Lou likes. It
was more subversive than that?”

According to Levanthal, who
has been influential throughout the
campaign. Honda was never real-
Iy Jooking for celebrity endorse-
ments per se. “We're using celeb-
rities for information we feel is
compatible with the product.” he
said. “For instance. we felt strongly
that Grace Jones just had the right
point of view. She’s unique. and
avant garde. In fact. some people
think that Grace and the scooter
look alike! We've considered a lot
of different possibiiities. We went
as far as considering Ozzy
Oshourne. but we found nobody
would pair with him in a
commercial?’

“We determined that the best
primary target for the first stages
of our program was a youth mar-
ket!’ continued Levanthal, “*We
consider youth 1o be an artitudinal,

Songtalk/Symposium
‘Dates Set for June

by Ben Brooks
HOLLYWOOD—The National
Academy of Songwriters (N.A.S.)
will sponsor two events for song-
writers, musicians, and industry
students in the month of June.
The ongoing N.A.S. Songtalk
series will host hit songwriter John
Bettis as its guest speaker on June
1, ar 7 p.m. at Sarta Monica's At
My Place. And the Los Angeles
Mus:c Business Symposium. orga-
nized and conducted by William
Gladstone of William Giadstone

N.AS. and BM.I..
its ten-week course on June 20.
John Betuis. co-writer of hits like
Madonnas “Crazy for You: the
Pointer Sisters” ~Slow Hand?" and
Michael Jacksons “Human Na-
ture.” will discuss his songwriting
secrets and insights in an informal
lecture and question & answer ses-
sion on June 1. The fee for the
Songtalk Sendinar is $8 for the
general public and 85 for N.A.S.
members. At My Place is located
at 1026 Wilshire Blvd.. Santa

| Management and sponsored by  Monica.
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will kick off

psyghogmphu market much more
so than just an age market. And
one of the most influential groups
for that market are music oriented
personalities’’

Beyond public and ad industry
acclaim for the scooter commer-
cials, Levanthal confirmed that
Honda has realized a 250-percent
increase in sales in addition to a
100-percent increase in advertising
awareness of his product—all since
the music celebrity campaign
began.

Record companies were con-
tacted to determine if artists in-
wolved with Honda ads had expe-
rienced increased record sales.
While hard statistics were not
available, CBS did confirm that
Adam Ant sales had not dipped
even though the artist is scheduled
to make his first release in close to
two years. Likewise. Capitol had
no figures for Grace Jones. How-
ever, Jones” appearance in the new
James Bond film. A View 10 a Kill,
can be linked to the Honda ex-
posure. I got quite a bit of ex-
posure [from the Honda commer-
cial]?’ she said in a recent inter-
view. “A lot of people who would
not have normally seen me went,
*Oh!; and took a second look?”

While Gardena-based Honda
Scooters admits that the dollar
figures paid for artist involvement
might not look large compared to
the budgets used for packaged goods
like soft drinks. one source indicated
that current fees for talent range
from $100000 to $200000. =

The Los Angeles Music Busi-
ness Symposium begins with enter-
tainment attorney and N.A.S.
board chairman Kent Klavens, who
will discuss the legal issues in-
volved in music publishing. On
June 27, the world of A&R will be
addressed by a panel consisting of
Robert Biggs. president of Slash
Records: Ron Fair, vice president
A&R. Chrysalis Records: and
Gary Gersh. A&R. Geffen Rec-
ords. More speakers and topics are
being confirmed.

Fee for the entire ten-week
course is $120 for the general
public and $100 for N.A.S. mem-
bers. The course can also be taken
on a single-session basis at $15 a
session, $10 for N.A.S. members.
For more information, contact the

N.AS. offices at (213) 4637178. m |

I

SIGNINGS &

~ ASSIGNMENTS

by Ben Brooks
Several new administrative appoint-
ments at I.R.S. Records accompany the
label's move to MCA Records for distribu-

| tion. Colieen Doyle has been tapped as

manager of accounting. She was ac-
counts payable supervisor for Chrysalis
Records in L.A. Mark Cope moves into
the position of West Coast sales direc-
tor. He was the director of Southwest
regional sales and promotion based in
the LRS. Dallas, Texas, office. And
Barney Kilpatrick has taken over Cope's
position in Texas. Kilpatrick was most
recently the music director and assistant
program director at WLTS-FM in New
Orleans.

At A&M Records, Doug Haverty has
been promoted to the position of inter-
national operations director. Having
joined A&M in 1977 in an administrative
capacity for the international division,
Haverty fills a void left by Jason Mc-
Closky. In addition, Jay Durgan has been
appointed to the newly created position
of international marketing promotion
director. Durgan was Alfa Records’ rep-
resentative for A&M Records in Los
Angeles for the past two years.

President of The Clearinghouse, Ltd.,
Ronald H. Gertz, has announced the

| publication of the revised edition of The

|

I

Producer's Guide to Music Clearance.
First published in 1981, the guide is a
reference publication concerning legal
and practical aspects of music clearance
for motion pictures, TV, home video, and
the new technologies. A free copy can
be obtained by calling (213) 469-4611.

Songwriters Al Kasha and Joel
Hirschhorn have pacted with Lorraine
Finestone of Dayton Management for
personal management.

Kamran Nahai of K.N. Production
and Bill Lappas of Lappas Management
have joined forces offering artists pub-
lishing, production, and management.
Active in L.A. and London, the company
is currently seeking writers, solo artists,
and groups to develop for major label
contracts and soundtracks. Kamran Na-
hai can be reached at (213) 859-9612.

Dede Sugar has been appointed to
the position of executive, writerpublisher
relations at BMI in Hollywood. Most
recently, Sugar worked in the A&R depart-
ment for Getfen Records.

New York band Beat Rodeo has
signed a multi-album contract with LRS.
Records. Their first full-length American
LP, Staying Out Late With Beat Rodeo,
produced by Richard Gottehrer and Don
Dixon, is set for a june 24 release.

Rock group Pantea has signed an ex-
clusive worldwide personal management
deal with White Lightning Productions,
according to President Ray White.

|
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'Heavy Metal Hear 'n Aid
‘Records “We Are Stars”

HOLLYWOOD—After weeks of
conflicting rumors, the heavy metal
African famine relief effort, Hear
'n Aid, entered A&M Recording
| Studios on May 20-21, where 38
celebrities contributed to the mak-
ing of the song, “We Are Stars.’
The heavy metal contribution to
world hunger relief was written by
project producer, Ronnie James
Dio, with Vivian Campbell and
Jimmy Bain, also from the band
Dio.

A Hear 'n Aid press conference
was held atop the Holiday Inn in
Hollywood, where Dio, Campbell,
and Bain were joined by members
{ from Quiet Riot, Queensryche, and
Twisted Sister to announce their in-
itial recordings and plans to include
a Jimmy Page guitar solo to be
recorded in London soon.

by Murdoch McBride

According to project publicist
Sharon Weisz, plans include hav-
ing a record finished for August
release and an as yet undecided
label deal. “We're also starting to
get commitments from different
bands to contribute tracks to the
album, so that project is starting to
look like a reality as well;’ he
added. Hear 'n Aid will release
their single regardless of any seri-
ous setbacks in the album project,
reporters were told later in the
press conference.

Marty Rogol, executive direc-
tor for USA for Africa, spoke at
the press conference and explained
that Hear 'n Aid funds will be
monitored so that heavy metal fans
will know where their charity dol-
lar is spent. While this monitoring
is unique to Hear 'n Aid, Rogol

described the essential similarity
between USA for Africa and the
heavy metal famine relief effort.

“Basically, we will disperse the
money along the same lines as
USA for Africa’” The first 35 per-
cent is going for famine relief,
which means food, medicine, and
shelter items. The second 35 per-
cent is for seeds, fertilizer, and
agricultural implements; the means
by which people can start farming
again and become self-reliant.
Twenty percent goes for longer
term economical development so
that ten years down the road an-
other drought won't render them
devastated. The remaining ten per-
cent will go for hunger in the U.S.

Among the 38 artists contrib-
uting to the project were Don Dok-
ken, Kevin DuBrow, Brad Gillis,
Rob Halford, Blackie Lawless,
Yngwie Malmsteen, and Ted
Nugent.

Members of the press, perhaps
insensitive to the spirit of the musi-
cians’ contributions, focused on
heavy metal’s late start in the
famine relief “trend” and even ad-
dressed the role of metal as the
"bad boy” of rock music. Musi-
cians Jimmy Bain, Vivian Camp-

bell, and Frankie Banali fielded
questions confidently, explaining
that Bain and Campbell were in-
spired to start the project during a
KLOS/American Red Cross radio- |
thon to alleviate African hunger last |
February.

With a video and other mer-
chandising planned for release in
support of the single, Marty Rogol
speculated that Hear 'n Aid might
enjoy similar success to that of **We
Are the World?” “USA for Africa
sold well over 4 million singles;’
the director explained, “and the
album is up to the 4 million mark.
So I don't see why there isn't that
potential with the heavy metal
song’’

Summing up the news confer-
ence, project producer Ronnie
James Dio said, “The point of this
was not to build careers. It’s not
something designed to make heavy
metal a viable musical entity. But |
if it takes one person and helps
them turn around and say, ‘You |
know something, 1 should care
about the person next to me; that’s
what it’s all about. It’s not about |
how.much money we send them.
If it changes one life. it's more im-
portant than anything else!” ®

Photo by Gene Kirkland

] Here are the “We Are Stars” stars.

‘ HEAR 'N AID PARTICIPANTS MUS/CAL /NSTF?UMENTS

A&M RECOROS STUOIOS
MAY 20-21, 1985

5

Tommy Aldridge * David Alford
| (Rough Cutt) ® Carmine Appice (King
Kobra) ® Vinny Appice (Dio) ® Jimmy
Bain (Dio) ® Frankie Banali (Quiet
Riot) ® Eric Bloom (Blue Oyster Cult)
® Mick Brown (Dokken) ® Vivian
Campbell (Dio) ® Carlos Cavazo (Quiet
Riot) ® Amir Derakh (Rough Cutt)
* Ronnie James Dio (Dio) ® Don
Dokken (Dokken) e Kevin DuBrow
{Quiet Riot) ® Brad Gillis (Night
Ranger) * Craig Goldy (Giuffria)
® Chris Hagar (Rough Cutt) ® Rob
Halford (Judas Priest) ® Chris Holmes
(WASP) © Blackie Lawless (WASP)
® George Lynch (Dokken) ® Yngwie

Malmsteen (Yngwie Malmsteen’s Rising
Force) ® Mick Mars (Motley Crue)
® Michael McKean (Spinal Tap) ® Dave
Meniketti (Y&T) ® Dave Murray (Iron
Maiden) ® Vince Neil (Motley Crue)
® Ted Nugent ® Eddie Ojeda (Twisted

Sister) @ Jeff Pilson (Dokken) ® Donald |

“Buck Dharma” Roeser (Blue Oyster
Cult) ® Rudy Sarzo ® Claude Schnell
(Dio) ® Neal Schon (Journey) ® Harry
Shearer (Spinal Tap) e Paul Shortino
(Rough Cutt) ® Adrian Smith (lron
Maiden) ® Mark Stein (ex-Vanilla
Fudge) ® Geoff Tate (Queensryche)
¢ Matt Thorr (Rough Cutt)

'Keyboard Programmers
Lend Skills to TV/Film

by Billy Cioffi

HOLLYWOOD—Two enterpris-
ing keyboard/programming veter-
ans have combined forces to offer
state-of-the-art  computer-driven
synthesized music for use in the
composition and scoring of films
and television.

Jim Hart and Steve Williams
founded their new company, Tech-
Score, to enable film and television

J producers to take advantage of

modern mwsic-tech. common in
contemporary audio recordings.
but a rarity in film and television.
“As network television and film
take on the high-gloss look of vid-
cos;’ said Williams, “the audio end
of the industry is striving to prove
themselves up to the challenge!’
The company places its empha-
sis on speed and efficiency in pro- |
gramming/studio recording, relia-
bility of the systems, as well as |
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Steve Williams and Jim Hart relax between sessions during a busy day.

perfect synchronization of both in-
ternal system and film “lock up?”

Hart's and Williams™ studio
playing and programming credits
include Barbra Streisand, Dolly
Parton, the Four Tops. Neil Dia-
mond, and Laura Branigan, among
others. Hart said that film and
television people aren’t reluctant to
use the new technology. but are not
totally cognizant of the capabilities
and options offered by systems such
as the one Tech-Score offers.
“Many composers and orchestra-
tors think of sequencers in terms
of repeating arpeggios.” he noted.
“They don't realize it is possible for
a fully orchestrated score and cues
to be programmed into our system?”’

To prove their point, Williams
played back a demo cue they had
recently completed for composer
John Davis in their 16-track record-
ing facility. The cue consisted of
background music for a long chase
scene. The music was startlingly
realistic. full, and void of electronic
resonance. Later a live orchestra

COMPANIES

would put the cue on the actual
soundtrack.

Herein lics what Hart and
Williams feel is an important sell-
ing point to orchestrators. Tech-
Score allows writers to work on a
score and edit it, thus avoiding the
boggling rewrite expenses so often
accrued during actual dubbing ses-
sions. The system is also a boon to
budget-conscious independent film
and TV production companies who
are looking for an alternative to
affordable, but small, rock en-
sembles. Tech-Score supplies them
with lush, symphonic backgrounds
at comparable cost.

The Tech-Score system utilizes
the Linn 900 drum/MIDI recorder
as its sequencing heart. Surround-
ing themselves with a myriad of
state-of-the-art  electronics  and
armed with conservatory training,
Williams and Hart feel Tech-Score
is on the cutting edge of motion
picture and television music
technology. m

Oberheim Closes Doors:
Legal Advisor Buys Ailing
Company’s Assets

by Lydia Piper

LOS ANGELES--Oberheim,
Inc.. one of the leading manufac-
turers of keyboard/synthesizer
equipment, has closed its doors
after a combination of poor man-
agement and large inventories
forced bank foreclosure and sale of
its assets.

On Monday. May 20, ECC De-
velopment Company. owned by
Oberheim  legal advisor Fred
Selan. bought the troubled com-
pany’s assets. ECC will manufac-
ture future products through
Oberheim, a Dvision of ECC. Ac-
cording to vice president of sales
and marketing Russ Jones, all ex-

L isting warranties on Oberheim Inc.
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products (including sales prior to
and after the takeover) will be ser-
viced. Jones will continue to work
as an independent sales represen-
tative for ECC.

In business since the early
Seventies, Oberheim became fa-
mous for its OB-X eight-voice, pro-
grammed synthesizer. Through the
years it developed the refined OB-8
six-voice programmed synthesizer
and the DM-X and DS-X drum
machines. But by 1984, the OB-8,
DM-X, and DS-X had come to the
end of their life cycle. Seeing this.
Oberheim developed the Matrix
12, but the change didn’t come fast
cnough.

“The Matrix is an incredible
machine and was kept a secret
while being developed.” Jones said.
“It hit the market without much
publicity. so we had orders but
most stores didn’t want to take any
quantity. The market just wasn’t
ready:” Sales over-expectations led
to high inventory. When torecasting
indicated slow sales, the company
extended manufacturing orders in-
stead of cancelling them. “They

just extended the inevitable!” Jones

said. “The inventory got totally out
of control. There was just too
much?’

The company was left with a
large stock of high-priced equip-
ment in a market deluged with
lower priced synthesizers. Accord-
ing to Peter Brunner of West L.A.
Music, Oberheim began running
specials months ago in an attempt
to try and clear some of their in-
ventory. But it still wasn't good
enough. “They didn't keep up with
the market?” Brunner said. "It used
to be that the average guy would
scrape and save $4 to $5000 to buy
an Oberheim system. But you don’t
have to anymore, Why spend
$5000 when you can spend $7007"

Jones agreed that it was a valid
observation. “There has been a
lower priced product in develop-
ment for the last six months?’ he
said. "It just didn't get here in
time™’

Yet Jones is optimistic and ex-
pects the new Matrix 6, which will
sell for about $1500 to $1600. to be
exhibited at the National Associa-
tion of Music Merchants™ trade
convention in New Orleans next
month along with other new prod-
ucts. This includes the newest DX
model with MIDI. allowing inter-
facing with other equipment. The
DX will go for about $1400.

“The new owners have good
business and management skills?”
said Jones. “Tom Oberheim will
still be involved in product develop-
ment, but as an employec of ECC™”

Although the company’s offices
will remain in Los Angeles, most
of the manufacturing will be done
in Japan. Jones said it is the only
way the company can compete with
the lower priced equipment. “This
doesn’t mean lower quality.” he
emphasized.

I think everyone has come to
appreciate the quality of Japanese
electronics?” Jones  concluded.
Some manufacturing, including de-
sign specifications, will still be
done in Los Angeles.

ECC Development Company is
located at 2230 S. Barrington,
L.A.. two doors down from the old
Oberheim building. More informa-
tion is available at (213)
479-4948. m

RADIO
REPORT

by Kenny Ryback
Listed below are local bands currently being
played on Southern California AORMODERN MUSIC
radio stations, New additions to the playlist be-
ing broadcast on a regular rotation are marked
with an *. In addition, selected local talent
featured on specialty shows are noted.

FTOE M %nac1055 M
Bang Bang Knitters*

Animotion Beach Boys*

Nip Drivers Three 0'Clock
Fishbone Animotion

Zuma Il Screamin’ Sirens
Three D'Clock Qi6

Screamin’ Sirens Lone Justice

Lone Justice Fishbone
Stan Ridgeway Legal Weapon
Los Lobos Blasters

Beat Farmers
Living Daylights
Danny Eifman

K2ET 947 FM

Lone Justice

63 (600 Los Lobos
7/ . ( Sparks
Textones
7 M What's New For Lunch
Monroes Rank & File
glory/House Roommates
angles™
Three O'Clock* Crusados
Zuma II*
Animotion A'daomlB“?'. FM
Lone Justice * o
Biasters GRS
Lone Justice
M Dober
- Autograph
RATT Beat Farmers
Los Lobos Rough Cutt
Dokken Homegrown Hour
Local Music Show Stress
Odin Assassin
Adam Bomb Number One &
Knitters he Best Boys
Monserret Sand-Aid
Ken Roth Blitz Brothers
Class Action Trees
U4ax
Metal Six-Pack
Lita Ford
White Sister
Swift Kick
Rough Cutt
Stryper

FINE TUNING:

WAVE 600D-BYE: San Francisco “Roq of the 80's”
outlet KQAK, after three years of service to the
modern music community, will be changing for-
mat and call letters within the month. The new
name: KKCY The slogan: “The City.” The format:
not yet announced. The jock lineup is scheduled
to include two Los Angelinos: Dan Carlisie (KROQ,
KLOS, KSAN, WNEW) and Damien (KLOS, KPRI, KGB-
FM). Does this mean Jed the Fish will be cut loose,
or that Oz will hit the road? If so, the Southland
just might be in for some fresh (no pun intended)
talent!

THE GIRL GETS AROUND: The familiar voice of
Denise Westwood (KMET, KROQ, KNAC) wilt beam
her sunshiny voice and cheer on weekends as she
joins San Diego’s KGB-FM.

CHEW BEFORE SWALLDWING: San Francisco's
KRQR goes through another music director change
when MO/jockette Lisa Novak leaves to pursue a
law-dog career No replacement has been named
yet. if you are interested, give PO Chris Miller a
calt

KLOS HOTLINE: With an ear to the local scene,
KLOS has installed a direct phone line for listeners
to call in to get information regarding the Local
Music Show {Sundays at midnight) and live show-
cases. Speaking of which, the next Local Music
Show Live Volume 3 will take place at the Palace,
June 19th, featuring Odin, Ruthless, and Leather-
wolf at a special party-animal price of $2.95




LOCAL
NOTES

Compiled by Bud Scoppa

FIRST THE GOOD NEWS.. .We've
been hoiding this photo for months,
waiting for the big day, and it has
arrived, folks. the new Bryan Ferry
| album, Bays and Girls, is out!
Anyone who's been in the sway of
Roxy Music’s classic Avalon LP
should immediately run out and
grab Boys and Girls. Details in Ear
Wax (page 29). As if that weren't
enough, A&M is poised to release
A Walk Across the Rooftops, the
truly terrific debut LP by Scotiand's
the Blue Nile (it was one of our ‘84
critix pix as an import). Also watch
for an extended twelve-inch of the
first single, "Stay” Meanwhile,
though, the Tubes, another in-house
fave, have been unceremoniously
dumped by Capitol on the heels of
love Bomb, their best and most
ambitious album of the Eighties—
which would seem in retrospect to
have been aptly titled. The cut “Feel
It" would've made a fine single, but
it was buried on the bandless Side
Two of the album, and nobody not-
iced. Hope we haven't heard the
last of this bright and bold
American band.

TFF ADDENDUM: We neglected to
| mention two issues back that Lesley
Campbell's cover portrait of Tears for
Fears was shot at the studios of the
| music video shows Video One and
MV3, which conducted the onfy on-
the-air interviews with the duo.
(Thanks, Richard, for pointing that
out.)

ARTISTS RENOERING: Here's a view
of the MC reception area as seen
through the sharp eye—and pen—
of Marni Scofidio. Seated with put-
ter is our own Karen Burch, who's
one tough cookie. Cut ‘em off at
the pass, K.B.

HEy BABE

3 —

WHATZIT FoRK? |

Photo by Ann Summa

STICK IT: Blake 'ewin wilt be giving
a free clinic or the Chapman Stick
at Nadine’s Music, located at 6251
Santa Monica Bivd. in Hollywood. The
seminar begins at 7 pm. on June
11. Lewin, who has done transcrip-
tions for Allan Holdsworth, and will
be performing with the Santa Fe
Opera this summer, will be playing
the music of Frank Zappa, King Crim-
son, and Dixie Dregs at the clinic.
For more info, caki Stick Enterprises,
(213) 656-6878.

“TUST ANOTHER
GLAMOROUS

RE-RGCK MY PLIMSOULS: The just-
spiit 60-Go's may still be up in the
au, but several former members of
the Plimsouls, ancther heralded L.A.
band, have settled into their new
skits. To wit, Peter Case (recently mar-
rie¢ to Victoria Williams) has a solo
LP in progress for release by Geffen
this summer; the producer's T-Bone
Burnett, and guests are said to jn-
clude Elvis Costello and Ry Cooder.
former bassist David-O has turned
guitaristfrontman with his own new
tand, Civil Brand, which is simut
tanesusly rehearsing for its live debut
and recording a fourtrack demo at
Baby'0 with producerstudio owner
Rick Perrotta. And guitarist Eddie
Munoz has reptaced Kent Houseman
in the Silver Tears, which includes
three former members of yet another

MUSIC. BUSINESS landmark LA. band, the Pop.

JToR:

IxMIW: Chris Isaak & Sivertone, the
SF. combo whose WB debut LP is one
of this year's undiscovered pleasures,
will be pAaying three-night stands on
three consecutive weeks at the Anti
Club, peginning on June 10. Isaak,
who (ntegrates the swampy voodoo
of Roy Orbison and Gene Vincent in-
to a distinctive and contemporary
style, deserves to be more widely
heard. Here’s our chance to be there
as the huzz begins.

HEARTBREAKERS DEAD AHEAD:
While Tom Petty was mixing the
Southern Accents LP and
recuperating from his badly broken
hand, the members of his band, the
Heartbreakers, weren' sitting idly by.
Keyboardist Benmont Tench, who fell
in love with Lone Justice during a
Palomino show over a year ago, prac-
tically became the fifth member of
the young band as it recorded its
debut album. Tench also joined
bandmates Mike Campbell (who him-
self co-wrote and co-produced Don
Henley's smash, “The Boys of Sum-
mer”) and Howie Epstein on several
tracks of Bob Dylan's new Empire
Burlesque. And in a case of cross-
cultural mutuality, the Heartbreakers
repaid Dave Stewart for extensive

| contributions to Southern Accents by

appearing on Be Yourself Jonight, the
new Eurythmics LP. Petty and band
have just hit the road on their sum-
mer tour. Apparently, these guys like
fo play. They hit the Forum August 1.

JOSHUA LIVES: Onetime toppers on
MC's Live Action Chart, Joshua, are
going to be doing their first five show
in over a year at the Country Club
on June 27. Interestingly, the group,
which offers a new lineup and a
“more muscular” sound, was booked
for the date by agentturned-promoter
Jim Rissmiller, former owner of the
venue. -—RAC

AIR POLLUTION: Russell Hitchcock
and Graham Russell, better knowi
as Air Supply, may surprise people
with their forthcoming album. Due
out May 30 as the followup to their
triple platinum Greatest Hits LP, the
seli-titled album will feature two un-
likely producers, Peter Collins and
Bob Ezrin, Collins has produced re-
cent LPs for Nik Kershaw, Musical
Youth, Tracey Uliman, and Blanc-
mange, while Ezrin has logged hits
with Pink Floyd and Alice Cooper.
“We wanted to work with different
rhythms, moods, and synthesizer
textures, points out Graham
Russell. “You have to take chances
with your music—otherwise, what's
the point of continuing to record?”
Currentty on a nationwide tour of
major arenas, Air Supply {newly re-
located to L.A. from Australia, by
the way) will hold court August 14
and 19 at the Greek Theatre here
in LA, But will it clear the air?

-~

|
|
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PRESS RELEASE OF THE FORTNIGHT:
Following a festive Cinco de Mayo
celebration performance at the Uni-
versity of California at San Diego, the
Screamin’ Sirens participated in a
special rock & roli auction. With all
proceeds earmarked to benefit star-
ving people all over the world, the
auction was organized by the San
Diego-based firm, Project Concern. In
an unprecedented gesture of gener-
osity, the Sirens donated a pair of
“screamin’ pink” satin underwear—
personally signed by the entire band!
After the bidding concluded, the
original owner of the highly sought-
after panties remained a mystery—
known only to the lucky gentieman
who successfully bid $45 for the un-
dies, and to artist (and close personal
friend of the Sirens) Mark Rude, who
commented to the winner as he
walked off with his prize, “You
should've asked me. | could've got-
ten you a pair for free!”

CALLING ALL GUITARISTS: Diving
Duck Productions has joined forces
with Music Connection to present the
3rd Annual LA. Guitar Show and
Product Review. Billed as “the past,
present, and future of guitaring in
America; this year's show has moved
from its former venues in the Valley
to the hip and happenin’ Merlin
Inn—Hollywood (located at 2005 N.
Highland). The overwhelming success
of the last two shows—along with
a renewed passion for guitar-oriented
music—has caused show coordinator
Loni Spector to expand the show from
one to two days, October 5 & 6.
“There are more guitar players in LA,
than any other city in the world
states an ecstatic Spector “Pro-
gressive manufacturers love the show
and recognize its value as a mar
keting tool and direct link to the
street musician. Music Connection's
obvious sincere contribution to the
working musician and to the industry
convinced us to join forces with the
magazine to promote the show to its
full potential” Besides providing the
guitar enthusiast with a mouth-
watering array of vintage, new, and
customized acoustic and electric
guitars and related products, the
show will feature live performances
by top name players as weli as
special seminars covering technical,
musical, and business-related mat-
ters. For further information, call (818)
344-3441 and ask for Loni.

i
v
|
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| DDD GUITARS FOR STARS: Wayne
Charvel, master guitar builder for
the stars, is seen here in his shop
in. . .actually, its location is a
secret. Since the breakup of his
association with Grover Jackson, of
CharvelJackson fame, in 1978, the
master has been toiling away in his
hideaway, brainstorming, research-
ing, and undertaking various weird
and wild projects for his wild
clients. A good example of Charvel's
strange genius is the ZZ Top car

guitar (the one that shoots smoke). ==

| Rumor has it that Charvel and part-
ner Trevor Wilkinson have some
new secrets up their sieeves! See
next issue for details.

LEARNING EXPERIENCES: There's a
pair of very impressive-looking sym-
pesiumAeminar events coming up in
June, and we thought you oughta
know about them. First, N.AS. and
BMI are co-sponsoring a summer-long
once-a-week series, “The Los Angeles
Music Business Symposium; orga-
nized and conducted by personal
manager William Gladstone. The
series kicks off June 20 with a
keynote address by I.RS. Chairman
Miles Copeland and a seminar on
legal and business issues by attorney
and NAS. Board Chairman Kent
Klavens. Time: 7 p.m. Piace: Merlin
inn, 2005 N. Highland in Hollywood.
The series continues through August
29. For full details, call {213)
4637178. . . . The following weekend
(6/28-30), UCLA Extension will host a
seminar on “The Independent Record
Game” In this provocative three-day
event, a dozen-and-a-half pros—in-
cluding Slash chief Bob Biggs, Un-
| touchables manager/fwist Records
founder Dave Lumien, and our own
| 1 Michael Dolan—will be involved
in seven different panels covering the
how-o's, the why's, and the where-
fore's of the indie movement. The
course is being coordinated by song-
writerjournalist KA. Parker and Alan
Melina, creative director of Famous
| Music. It begins at 6:30 (6728) at 39
Haines Hall. The fee is a cool hun-
| dred. For further info, call UCLA Ex-
tension at (213) 825-9064.

SKOAL: Singer Tina Harris, enjoying
another glass of bubbly in the
photo, has finished up her debut
LP, which she calls Kinky; itll be
released soon by New Jersey-based
Shanachie Records. Harris produc-
ed said LP herself, except for one
track that was overseen by Lenny
White. Just thought you'd like to
know.

Photo by Deborah Feingold
i \

ASTRONAUTS & BEATLES: Local com-
tio Sending Unit has put together
an LA. mini-club-tour (is that mini
clubs or a mini-tour?) to showease
their new material. Key dates are
June 11 at the Blue Lagune Saloon
and June 13 at the Central. There
may be a sneak appearance at
Keith's outragecus Central Jam
Night on June 11 (see page 6). The
group promises to throw an old
Beatle song into their set (sugges-
tions are welcorne). They also plan
fo show siides from their “Plight
of the Friendship X" sciHi video.
For infa (and Beatle requests), just
cail (213) 665-3855.

SHAY WHAT? Gordon Fosdyce, pro
ducer o Lindsey Buckingham's 5o In-
sane LP and engineer for albums by
the Cars and Queen, is scheduled
10 procuce seme tapes on local act
Shay. Spotted at Shay's recent debu:
at Wong's West were Priilip Bailey and
Sty Stone.

ROAR is presently at the Recorc
Plant in Sausalito sett-producing their
debut iP for Tabw/CBS Records. En
gineer for the tracking dates is Phil
Kaffel. The fivemember band—com-
prised of veteran musicians Raul
Rekow, Alex Ligertwuod, Armando
Peraza, Orestes Vilato, Chester Thomp-
son, and Rafe! Cornejo—will be mix-
ing at Fantasy Studies in Berkeley.
ROAR. is managed by LA-based
publisher, Jim O'Loughlin.

OPPORTUNITIES, CASH PRIZES, ETC.:
Actressicharteuse Louisa Maritz 15
hosting & series of weekly getto-
gethers she calls the “Potpourri Talent
Showcase” Sundays from 5 to il at
the Vailey Club, 7324 Sepulveda Bivd.
Best act gets 3 hundred bucks in
cash (which would pay for one
member to attend ‘The Independent
Record Game™ mentipned elsewhere
i1 this section), so give it yer best
shot. And an June 9, tnerell be a
dance contest with another $100
prize. .. And David Backstrom of
Mt. Ciympus Productions is looking
for songs in the MOR, pop, ard rock
vein for the upcoming YOC. film,
(that's youth-oriented comedy, fotks),
Road Trig. stamng Richard Rountree
and Christopher Lee. Send tapes to
him at 2033 Gayley. Westwood, CA
90024.
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MADONNAIS#MS: Lotsa Madonna
lookalises shewed up recently to
compete in Channel 7's “3-30 Chal
lenge” for first place choice of
XABC-TV in-studio and at-home au-
diences. Top prize, a lace gown
designed by Electrei Cassady for
TD4, went te Denise Viasis (lower
ieft), 2tyear-old performer from
Laguna Beach. The other partici-
panis were (lower right) model
Circe Covella, 18, from Hawaii; (top
) Sabriefle De Santis, a 22-year-
old cocktail waitress from La Habra;
Janet fullio, 23, an actress/dancer
from Orange and first runner-up
“¥ival? 24, from Monterey Park.
What hath Nadonna wrought?! Awe-
some. . ..

METAL WITHORAWLS? In response to
KMET and MTV's recent cutting of
metal airplay. local metal band Black
Sheep has started a petition for more
metal airplay on radio and TV. “A
band should be taken as a band and
judged by its music, lyrics, ap-
pearance, and technical perfor-
mance, not justi by what style of
music the band plays; says BS.
vocalist Willie Basse. “After all, a
great song is still a great song, and
all metal bands are not avil and neg-
ative” Basse. a committed type, will
be at the Troubadour front bar week:
days between 8 and 10 p.m., and at
the Country Club weekends after
midnight

1
RUDDY DR NOT: The press felease |
accompanying this phato reveals |
that Rudyard jewell Cahen, son of |
Jamie & Brenda, has just been
asked to join the Taking Heads. 1
Nice goin; Rud.

MODERN DENTISTRY: “Make this a
good one, luv—i've used all me
quarters’™ pleads comerStone Keith
Richards to RCA recording artist
Non Hendryx. The conple was spied
at this Insta-Photo hooth in the
Fairfax District, after the rhythmic
rogue lent his raunch guitar to a
track from her upcoming LP. After-
ward, they reportediy sceured the
farmers' Market for skull rings and
Visine. —iM

“SNIGLETS” is a newly coined term
for "words that don't appear in the
dictionary, but should” This informa-
tion, recently provided by L A Times
columnist Jack Smith, is just as rele-
vant to readers of music mags as
it is to the public as a whole, so we
thought it important to clue you in.
The following words and definitions
originated in the book, Sniglets (Col-

lier), by Rich Halt and friends: Ana- |

ception. n. The body's ability to ac-
tually affect television reception by
moving about the mom. .. Express-
holes. n. People who try to sneak
more than the “eight items or less
into the express checkout line. .
Hempeanant. n. Any coattail, euff
or dress hem dangling outside the
door of a moving vehicle. . . Hozone. |
n. The place where sme suck in every
laundry load disappears to. .. Igni-
second. n. The overlapping moment
of time when the hand is locking the
car doav even as the orain is saying |
'my keys are in there . . Marp. n. The
impossibie-to-find beginning of 2 roll |
of celicphane tape .. Stroodle. n. |
The annoying strand of cheese stefch- |
ing from a slice of hat pza to ené's |
mouth \

1
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of pop music, where careers soar and
plummet according 10 the highest chart
position of the artist’s last single, the world
works according to a simple equation: Hits
equal fume, fortune, and longeviry. Now, as
never before, pragmatism rules; these days,
even self-writing antists are ready and willing
to look “outside™ for the elusive hit if they
haven't themselves been able to come up with
that surefire vehicle. The proof is at the top of
the charts (Simple Minds is a prime example,
currently). But where is ‘outside”? For the most
part. it’s the major publishing houses, each of
which has its own hotshot  professional
manager, the one who stays on top of every-
thing, whos outside the studio door with the
perfect song the moment it'’s needed. who puts
the right people together at the opportune time.
And each of these hotshots has his own per-
sonal style, along with a demeanor that con-
Sides, “Trust me, I've got just what you need.”
Three of publishing's hottest and most astute
young turks recently got together 1o pool their
knowledge and opinions—in an exclusive—and
unprecedented—panel discussion for Music
Connection. Chappell Music's Linda Blum has
a track record for creative covers that is the
emvy of the industry. In the past vear. which she
began at Arista Music, Blum has been respon-
sible for placing such hits as “Betier Be Good
to Me” (Tina Turner), “Rhythm of the Night”
(Debarge), and “Obsession” (Animotion). each
of which has kicked off or sustained the career
of the artist. Tom Sturges of Screen Gems/EM|
Music (who'l shortly be moving up to the na-
tional creative director slot ar Chrysalis Music),
is another Arista veteran who, like Blum, was
shown the ropes by that company’s venerable
head man, Billv Meshel. Sturges’ recent credits
include Huey Lewis’ breakthrough, “Heart and
Soul” Patr Benatar’s “We Belong Anne
Murray’s “Time Don't Run Out on Me." plus
upcoming songs recorded by Carly Simon and
Aretha Franklin. Dale Kawashima, meanwhile,
runs his own small company, DKM Music, but
the former journalist (Cash Box, L.A. Times)
and Jobete Music staffer has a list of clients
any publisher would give up his entire catalog
Sor: Bruce Springsteen, Prince, Bob Dylan, Ray
Puarker Jr., and the team of Billy Steinberg/Tom
-

I n the furiously competitive major leagues

“Collaborations are very tough to put
together. It's kind of like a blind date.”
Tom Sturges

12

YOUNG UITRA-HOT
PUBLISHERS

Kelly (“Like a Virgin®). In recent months,
Kawashima's placed the following: “I Feel for
You" (Chaka Khan), “Mr. Telephone Man”
{New Edition), “When You Were Mine” (Cyndi
Lauper), and “Sandvy" (Air Supplv).

These three competitive young pros would
seem to have a lock on the Top Ten. How do
they do it? Let’s ask them. .. .

MC: How do you get yourself a piece of
the rock?

Blum: You have a hit song and you can get
yourself anything you want. [f you've got a lit-
tle bit of style and you're honest.

MC: What do you mean, anything you
want?

Blum: I mean you can get to anvbody.

MC: How do you get that first hit song?
Usually the main plugger is going to have
access to all the hot stuff, right?

Blum: Everybody has access to the same
songs in a publishing company when you're
dealing with honest people.

MC: So there’s a level of sharing initial-
ly when a great new song comes in?

Sturges: The thing that was so nice right
at that time was that we had the Arista and In-
terworld catalogs at the same time. There was
real competition going on and it was all to the
company’s benefit. Creatively. the challenge
is to get the best record on a song. not just the
first one.

MC: You don’t want to diffuse the initial
impact of the song by giving it to the wrong
artist, 1 guess.

Sturges: One aspect of this job is to take
words and music and somehow make them
earn money. And yes. in many situations, the
first recording matters a great deal. A song in
the Screen Gems catalog, “*Always on My
Mind;" was first recorded by Englebert
Humperdinck, but then, almost immediately.
Elvis cut it. For a long time it was known as
an ““Elvis™" tune. Who knows what Willie and
Chips Moman would have thought had it only
been an *‘Englebert™” tune?

Blum: The thing that happens when you've
got a great copyright, is it’s our responsibility
to know what a potentially great copyright is.

MC: That means a standard, in other
words?

i 4 <,

“In this day and age, it’s important, in my
opinion, 1o have a good quality demo.”
Linda Blum

Can a Hit Be a Hit
Before It’s a Hit?

Let's Ask the Experts...

by Bud Scoppa

Blum: Well, hopefully it’s a standard, but
not all hit songs are standards. Let's say we
have a new song that comes in and we deter-
mine that it’s a hit song. If a song should go
to a lesser artist, it doesn’t mean that it’s the
end of the copyright, as Tom just explained.
There is no such thing as exploiting a song roo
far. We may find ourselves waiting a few
weeks to a few months to determine the out-
come of that particular version, and once we
know that, we can decide the next appropriate
move.

It it’s a hit, you get it into a soundtrack or
a commercial or television or another major
cover on it in a different market. Or if it stitfs,
you now know it's okay. you're not going to
ruin your relationship with some very impor-
tant manager because you've taken a song off
their album that they were planning on being
a hit and undercut them. in essence. You have
to wait until the appropriate time. and that ap-
propriate time can be anywhere from two
months to a year and you're sitting on a song
that you could be giving to a bigger artist. So
that's why you have to be very careful that
when a new song comes in and if it’s a situa-
tion like Dale’s, he knows he’s going to go to
his big artist first. If it’s a situation like Tom
and I are in, we're going to talk to everybody
in our staffs and come up with ideas: and
whoever can get it to the best home initially,
that's the route it's got to take. so you don’t
find yourself waiting a year until you can
rework the song again.

MC: So there’s a lot of interaction within
the particular publishing company at that
point.

Sturges: With an artist like Cyndi Lauper,
that nobody knew was going to happen, how
did you get “*“When You Were Mine"" to her?

Kawashima: Pure luck.

Sturges: Wasn't it a single. hadn’t it been
a single for—

Kawashima: —Mitch Ryder. Mitch Ryder
cut it without me having anything to do with
it. He just liked the song, or John Cougar liked
the song. John Cougar’s a big fan of Prince.
With Cyndi Lauper. 1 was pitching some |
Prince songs to producer Rick Chertoff for a
previous project, a Rachel Sweet album. They
also liked a couple of other Prince songs, but

Photos by Glenn . Gross/JAI

“I can usually detect in ten seconds
whether a demo is professional or not”
— Dale Kawashima
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they settied on **"When You Were Mine:" It ap-
peared that **“When You Were Mine'" was go-
ing to be cut by Rachel Sweet. Then I found
out that they ended up not recording the song
but that Rick still liked the song and he had
some new singer he was working on named
Cyndi Lauper. | had never heard of her; I was
not familiar with her previous group. Blue
Angel. 1 obviously didn’t realize until months
later how big Cyndi's album would become.

Sturges: 1 think good fortune has played a
part in all our—

Blum: Good fortune, hard work, and great
relationships. For example, John Ryan was
producing a brand new band named Animo-
tion: he phoned me and described what type
of song he was looking for. *"Obsession”" was
not the kind of tune that was exploitable to the
masses: it certainly required the right kind of
interpretation and it scemed to fit John's bill.
They cut it, called in Holly Knight, one of the
writers. to play keyboards, and made a great
record. I think a little bit of luck was on my
side for this one!

MC: In that case—and this is something
that we might like to talk more about—did
the demo suggest the direction or did you
have to use your imagination?

Bium: No. you didn't have to use your
imagination.

MC: Now, I know in the case of *“We Be-
long;’ Tom, you really had to use your imag-
ination. In fact, it took Kind of a leap of faith
to present that song in the state that I heard
| it in initially. And this, I think, is like a key
here to what separates the men from the
boys. The ability to be able to read through
the lines in a song sense and hear something
that may not be apparent to anybody else.

Sturges: When 1 played that song for
[Chrysalis A&R man] Ron Fair, 1 walked into
his office and said. 'l have a couple of things
you might like and I have Pat Benatar's next
single:” This was all bravado at the time, but
as things turned out . . .. People who can hear
a tune make our jobs a lot easier. Ron heard
“We Belong™ instantly.

Blum: There are songs that when they are
that caliber of a composition, you can hear any-
thing through them. Anybody with half an ear
can. There are songs that require. ... Let me
back up a second because 1 don’t want to be
insulting to the producers of the world because
they'll all think I'm talking about them. . . . But
in this day and age, it’s important, in my opin-

ion, to have a good quality demo. Not to have

a complete sounding master but enough to give
the initial listen to anybody’s ear a fair shake
for the song. There are songs that are so strong
that on a really bad demo you're going to be
able to hear through. But I'm a real supporter
of doing good demos.

MC: It’s possible, 1 suppose, for one per-
son with the right equipment to do demos
now. Do you get them in that form?

Blum: I get them in that form from song-
writers, and now they want to go in and demo
them. Once in awhile, if it really is going to
enhance the demo, we will—a lot of our demos
are done in the studio. I think it’s important,
too, for a writer's growth, to be able to use their
imagination and get into the production end of
it, as well.

MC: Well, the less imagination that’s re-
quired of these producers or whoever you're
submitting the songs to, the better off you
are.

Blum: Sometimes it can be a Catch-22. You
can sometimes lose out in a situation if you're
overproduced, or if you've got too great a
vocalist on your song and you give it to a ma-
jor artist who's a wonderful vocalist and they
say, “Well, I can't sing it any better than that”’
It doesn’t happen often, but it's happened.

Sturges: I think if you go in with a demo
that’s not complete but the song is good. there's
more room for the person to hear what they
could do. You can just say. “This is a bare-
bones demo and it’s wide-open!” Giving them
a blank canvas and letting them paint anything
they want on it, as opposed to something that's
very complete and they just have to do a few
things to it. There's got to be some indication,
and you can do it with a little synth and do a
good, basic demo. But for my guys. we have,
I think, total in the United States, twelve
writers. That's a lot of songs to demo all the
time, and everybody has minimum delivery re-
quirements so what I try to encourage is, spend
three times as much on the tune and get every
word right and get every melody line right, and
then you don't need to do as much on the demo
because the song is there.

Blum: You just have to make the right sug-
gestion on the demo.

Sturges: At Screen Gems there are no rules
about who has to play what for whom, but it
is in the writers’ best interests to make sure that
the person who'll be out on the street with their
song loves the song. I can't really get excited
about a song that doesn’t work for me.

Kawashima: 1 havent been in a demo studio

to work on a song in two or three years. When |

I first started out on my own, I spent several
thousand dollars investing in demo recordings
of new songs by aspiring writers that 1 thought
had hit potential. I would pay the demo costs
in the hopes that eventually 1 would place the
song and earn a huge profit! However, things
didn’t exactly go as planned. Quite often, the
demo would not turn out to be the surefire |
smash, the song wouldn't get placed. and 1
wound up losing my demo investment. Since
then, I've let the writers experiment with their |
demos, then bring their songs to me in a pol- |
ished. completed form. By doing this, 1 can |
devote my full amount of time to placing com-
pleted songs that I fully believe in, instead of
spending too much time. energy, and money
in the demo studio.

Sturges: What about the unreleased stuff?
Springsteen must have some—

Kawashima: Probably dozens of unreleased
songs which are just waiting for the day that
he wants to put it on one of his albums or give
it to a special artist to record. But my job with
my star clients is pretty much to exploit previ- |
ously recorded songs.

MC: What about Prince?

Kawashima: Same thing with Prince. Ray
Parker is an exception. If he has a few things
in the can that he feels are coverable songs but
did not conceptually fit into his next album,
then he may give me access.

Blum: One thing that is a very important
role of a publisher is to put together the proper
creative collaborations for their writers. My |
time in the collaboration area is for putting my |
writers together with artists and producers. It's
not a new direction. it's just that there's such
an incredible song consciousness now for 1985,
which could change—it does change periodical-
ly. But everybody wants hit songs, and although
you'll find some artists that are still not as open
to collaborating, the majority of the artists,
managers, and producers are so concerned with
making sure they have hits, it has become an
casier access road to put together your writers
with artists and producers so that your song can
go immediately to record. I've spent a lot of
time putting that together, and I've found that
it's a much better road than it used to be.

MC: It’s a time-consuming process, I
imagine.

Blum: It's not as immediate, but what you
get is an artist who gets to be completely in-
volved with the song, and you know that the
identity of that dl‘IISI is going to be in the lyrlc |
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' Tom Stuljges
'Linda Blum
' Dale Kawashima

because they have a hand in writing it. Col-
laboration is a compromise between writers,
but if the songwriter is writing with the artist,
it’s likely that that lyric is going to say
something that that artist would say. I don't have
to search through my catalog and say, “Is this
an appropriate lyric? Will this person be in this
frame of mind this month when he makes this
record?” Not to say that I don’t do that all day
every day and try to find songs, as well, but
it makes for a very clear identity in the song.

Sturges: It steps over the hurdle of, ‘Well,
this lyric doesn’t exactly fit.” A lot of times pro-
ducers and artists are looking for a reason to
say no as often as they are looking for a great
song. To make a commitment to an outside
song, in some circles, there’s still a stigma about
it.

MC: There’s much less of that now,
though.

Blum: It’s less, but you still have artists that
have had hit after hit after hit after hit on songs
they have written themselves, but the lust record
stiffed. That’s our chance!

Sturges: We have a situation now where one
of our writers got together with Gino Vannelli
and they wrote three songs together. It was the
type of thing where if we had pitched the songs,
the records wouldn’t have happened.

Blum: I think that's really a good point. We
as publishers are able to be successful because
of X, Y, and Z elements. One of them is be-
cause we have good ears and we know how to
pick songs. We may sound crazy sometimes,
walking into someone’s office saying, *This is
a hit” or “I think this is a hit?’ People who
aren’t in our world will say “a hit's not a hit
till it’s a hit:* We have to rely on what our in-
tellect and our gut tells us about a song. Some-
thing else we'll hear often is, “I want the next
step for this artist.” I'll use my imagination and
hear a song and say, “This is what I hear this
artist doing, or being capable of doing!" Tom
may hear something else, Dale may hear some-
thing else, or we all may be in sync. Getting
the artist to hear somebody else’s idea of what
his next step is is a lot harder than, as Tom said,
‘ getting Gino Vannelli to write his next step with
| one of the writers.

10-WEEK
PROGRAM

Open House Studio Tour
June 14th. Call for Reservations.

RECORDING ENGINEER

200 hours of instruction & hands-on training in 4
different 24-track recording studios. Evening classes
start June 24th. Payments plans available.

MC: The other stigma we have and I'm
sure you deal with all the time is, “Well, that
song’s already been recorded?

Kawashima: “I Feel for You™ was cut by
Prince, and it was on Prince’s second album,
which went platinum. It was cut by the Pointer
Sisters on their I'm So Excited album and also
by Rebbie Jackson.

Sturges: I had sent Julio at least 20 songs
for this album; he ended up recording one—
David Gates' “If:’ David Gates is still one of
the best songwriters around. So for four-and-
a-half months, I was on my knees every momn-
ing saying, “‘Please let nobody mess with ‘If;
so that we could get it on Julio and we got it
on Julio. It sold eight-and-a-half-million units
throughout the world.

MC: One other thing about collabora-
tion: Do you find that your writers are recep-
tive to it?

Sturges: Collaborations are very tough to put
together. It's kind of like a blind date: Some-
times it works out fine and other times they
walk away pissed off right after the candy and
flowers are gone. We have been very successful
in most circumstances, but it involves a lot of
thought as far as finding the right lyricist for
the right melodist.

MC: I know there’s a lot of talk about un-
solicited tapes not being accepted anymore
because of legal ramifications,

Blum: If you think about the quantity of
material from artists/writers who have legal
representation, management, friends of friends
—all the different avenues that we are con-
nected with—the amount of tapes that come in
that we are obligated to listen to can innundate
us. As far as listening to unsolicited material
for my personal situation, it is a legal concern.

MC: When do you listen? Do you stay late
at the office, or do you come in early in the
morning?

Kawashima: I don't have that many. I don't
advertise and only certain people send me
tapes. Whenever there's spare time and I do lis-
ten to everything, but I don't ask people to en-
close a self-addressed stamped envelope unless
they want to. I have a form sheet rating on a
one-to-five scale—the lyrics, music, originali-
ty. demo quality of a song. I just fill out the
numbers and send it back to them with their
tape. I can usually detect in ten seconds whether
it’s professional or not.

When you're working with 24-track master
“demos™ by Springsteen or Prince, or with fully
arranged eight- or 16-track demos by Billy

LOS ANGELES
RECORDING WORKSHOP

14

(213) 465-4254

Steinberg and Tom Kelly, it's very eas:y to |

distinguish between a professional demo and
an amateur one,

Sturges: I try three or four times a year to
do either L.A. Songwriters Showcase or San-
ta Barbara Showcase. 1 am available for any-
body who wants me; I'm there two or three
hours, and if someone really wants me to hear
their tape, I'll be there.

Blum: It’s part of the songwriter’s hustle,
like I was saying before. If they want our at-
tention, they have to make themselves available
at that time for us to hear it.

MC: And of course we all have to admit
that the lifeblood of the business is new talent
and there’s going to be somebody out there
who's really hot who doesn’t know anybody,
doesn’t have a clue what to do with his talent.

Kawashima: When [ started out as an inde-
pendent publisher, I was constantly going to the
different showcases and wanting people to send
me tapes. But I was so frustrated at not being
able to find good enough songs to compete with
major publishers that I felt the only route was
to work with great writers like Springsteen or
Prince, who obviously had as good a song as
anybody else around. This was the way I could
compete with the major publishers. ... I've
tound very few songs from people off the street.
I prefer to work on a pure commission basis.
There is definitely much more pressure when
a songwriter client is sending you a paycheck
every week to perform.

MC: 1 was thinking of a hypothetical
situation: Somebody comes to you, a major
artist, and says, “I need a great song}’ and
there are times when you just don’t have it.
What do you do? Do you have guys that will
just write it right then?

Blum: Yeah, you have guys that you can go
to that will hopetully come up with the goods.
You certainly don’t play him something just for
the sake of playing him a song, or you'll never
have a shot at that artist again. You either try
and get someone to write it, or you go out on
the street and find it, or you try to put the col-
laboration together.

Sturges: And I don’t hesitate if somebody
calls and says, “I need a song and I need it this
afternoon’” if I don't have the tune, I'll say, “You
know, I'm really sorry, but I don’t have the tune
for you...."

Blum: You don't want to hurt your repu-
tation.

Sturges: Because I know if I send it over
they're gonna listen to it and they're gonna say,

|
|
|
|
|
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|
|
|

S>-WEEK

SYNTHESIZER PROGRAMMING
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15 hours of instruction in analog & digital synthesis,
MIDI, sequencers, computer software, drums
programming & digital sampling.

Call for Reservations.
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“This guy has done these things and he’s helped
us out before?” and they're going to put it on
and this thing is going to be lackluster and dim-
witted.

MC: And they’ll think, “This is Tom
Sturges’ idea of a hit?”

Blum: And then when you call and say I've
got a hit, you can be damn sure they’ll put it on.

Sturges: As far as artist development is con-
cerned, this is an area where Screen Gems is
actively involved. We've seen that many record
companies are not as willing to develop artists
as they were a few years ago. We are now in
the middle of five different situations where we
have found writers who have great artist poten-
tial. We're not putting anybody in a Cadillac,
but we give enough money to cut a couple of
masters, buy some equipment, that kind of
thing. It makes it all that much easier for the
record company to step in and say, “Okay, we'll
| take over from here.” which is exactly what we
want them to do. It would be like a greenhouse
if anything else. It's like an artist nursery.

MC: For the person who aspires to have
the kind of job that you guys have now what
kind of natural equipment would you say is
necessary and what kind of learning expe-
rience is necessary?

Blum: Ears.

MC: Everybody’s got ears.

Blum: Everybody doesn’t have good ears.

MC: How do you know when you have
them?

Blum: All of us are able to do our jobs suc-
cessfully because of some unexplainable part
of us that is just able to know good-quality
material when we hear it. combined with a

learned skill of what makes a song work. But,
for me, it is that combination, the certain things
you know have to happen in a song as well as
when you hear a song and your gut says, “Yeah,
that's a hit.

My style is different from Tom’s style, but
it’s just a way that works. We are sales people
combining our sales ability with our own per-
sonal style, finesse. good ears. That is what it
takes, along with a good business sense, and
to get started. This is a real good business to
get started in as a receptionist, as a secretary,
as an intern, as a gofer. There are a zillion peo-
ple who want our jobs; we had to pay our dues
they have to pay their dues. You don’t walk into
a job like this without somebody treading the
water with you, checking you out and making
sure that you’ve got some of the elements de-
serving of a shot.

Kawashima: 1 totally agree. It was a tremen-
dous breakthrough for ali three of us when we
landed our first professional manager gigs,
because the competition is so fierce. But once
you're in, this job immediately puts you in a
position to work with artists, producers, label
execs, and managers in a very creative role. It's
still a very behind-the-scenes type of gig. and
it can be extremely frustrating at times. but the
opportunities from this point on are endless.

Blum: It’s the most secure end of the music
business, and at the same time, it's still very
exciting, it's very rewarding, it’s anxiety-filled.
But regardless of what happens to music, even
if it becomes computerized tones, they’ll copy-
right it. Publishing will always be. @l
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“We're not putting anvbody in a Cadillac.”
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Our Equipment:

Lexicon 224X Digital Reverb
Lexicon PCM 60 Digital Reverb
Tannoy SRM15 Monitors
Symetrix 522 Com/Lmtr/Expr/Gte
Omnicraft Gt 4 Noise Gates
Roland SDE1000 DDL
Effectron 2 DDL
ADA 64i DDL
Fostex B16D 16-Track Machine
32/16/32 Console
TEAC V2-Track Mastering Machine
Sound Workshop Reverb

Qur Instruments:

Kurzweil 250 (Ultimate Steinway)
Yamaha DX7
Prophet 5
2 Mellotrons
Korg Poly 800
2 EX 800s
Oberheim DX Drum Machine
Drumulator
Hybrid Arts 16-Track Sequencer
10 Assorted Guitars

Our Rates:

213-931-3411

Our Engineer:

Has worked with
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hen you're pounding the turf with a
demo tape made in your best triend'’s
shower, it's hard to imagine that there

could be anything beyond fame and tortune. After
you've been chasing that golden carrot tor so long,
it seems preposterous that someone who's already
had a bite could possible want more. And what
more is there?

Quite a bhit, apparently. The following four
pieces give us a look at five talented individuals,
each of whom has established himself within a
certain context, earning respect, acclaim, and a de-
cent income along the way. Nevertheless, they've
each discovered the need—or heen forced by cir-
cumstance—to try something less comfortable and
riskier than what they’ve become used to in their
careers. Call it self-expression. Call it burnout. Or,
in one case, just call it divorce. Read on and find
out that these players have something in common
with every street musician who's ever had a dream,
ever dealt with change. The dreams and changes
don't stop just because the bank account’s full and
your face is on the cover of Rolling Stone. In fact,
Dan Hartman, ot Faston, Richard Thompson,
and his exavite Linda will all tell vou it simply
comes back to making music—on their own terms.

—A.DS.
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Producer to Artist
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Dan Hartman Can Do More
Than Dream About It -
by Billy Cioffi

an Hartman is one extremely talented,
D multitaceted artist who has unassumingly
managed to create a rather unique niche
for himseli in the pop music world. Recently,
thanks to the maddeningly hummable hit, “I Can
Dream About You; Dan Hartman once again
found himself in the rarefied atmosphere of the top
of the charts. Hartman'’s latest ascension comes at
the end of a self-imposed hiatus from solo work
that tound him concentrating his talents on pro-
ducing, composing, and engineering for other ar-
tists. This period ot voluntary exile trom the public
eye came at the tail end of a string of Number One
dance records, among them “Instant Replay” and
“Relight My Fire”
"I had a big problem with everyone in admin-
istrative;” Hartman recalls, as he mixes a track at

Capitol Recording Studios. “They were all telling

me | couldn't do what | wanted to do, and if | did,
it wouldn't be something they wanted to work on
[read: promote]. The record company, the manage-
ment, and everyone | was involved with really didn't
understand where | was going.

“It was during that period when dance music
got that stigma, around 1980;" he continued. “They
said | should back ofi dance music when it was
them [the record companies} who fucked it up to
start with! | said, ‘Look, if 1 can't do what | wanna
do, | don't wanna do anything’ So ! didn’t make
another record for a few years”

Hartman didnt exactly turn into a couch potato
during this span of time; in fact, he was extremely
prolific. During the interim between solo records
he released one more LP. It Hurts to Be in Love,
featuring a terrific remake of the Gene Pitney
classic. Turning to production, Hartman plunged
into a series of projects that only served to under-
line his creative eclecticism. e produced records
for acts that ran the stylistic gamut from the Plas-
matics’ punk/metal to Sedaka’s A/IC sounds. Besides
producing, Hartman found time to write songs for
Diana Ross, Nona Hendryx, and the million-selling
soundtrack of the film, Breakin/—not bad for what
Hartman calls his “Garbo Period”

Hartman feels one can follow his recordings
from the beginning to the present. I think | am
focused;” he reflects. “There is a thread of continuity
through all my records. You can play ‘Free Ride,
‘Instant Replay; and ‘I Can Dream About You’ hack-
to-back and they sound like the same album. The
box or package it comes in is different, but, to me,
l feel like I'm always doing the same thing. I'm do-
ing what I'm about.

“In terms of image,’ I {artman continues, “it was
never important to me to have some amazing look.

I never concentrated on that. | didn't spend time
worrying about whether the next record should
come out, ‘cause it's important to keep on the
charts”

As it turns out, Hartman wasn't even looking for
arecord deal when tellow producer Jimmy lovine
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asked Dan to submit a song for the movie, Streets
of Fire. Hartman sang the song and produced the
track in his home studio, but in the film and subse-
quent MTV video, the song was lipsynced by four
black actors who played a vocal group essential
to the filn's story line. This isnt the first time Hart-
man’s vocal identity has confused people. “l don't
care;’ replies the artist, when asked if this didn’t
hinder development of his public persona even
more. “Everybody thought | was a black girl on
‘Instant Replay’ Dennis Hunt [of the L.A. Times]
did an article on me and we went through a whole
dinner talking about the album, and at dessert, he
says to me, ‘I gotta tell you, the black girl who's
singing lead is really happening! Who is she? |
said, That's me!” So | went back to the hotelroom
and played it on the piano for him—he didn’t
realize it was me”

It wasn't until “I Can Dream About You” was
a hit that Hartman signed with his current label,
MCA Records, which has released the album of
the same title. While by no means reluctant to
make a record, the multi-instrumentalist feels he
has to have specific criteria for recording; ie., his
ego doesn't compel him to release product. “I've
had distinct periods in my life where 1d disappear
completely. The main reason is, you have a respon-
sibility to people to entertain them in a positive
way. A lot of artists are doin’ the self-expression
thing, and they expect you to dig it or tough! That's
not the reason | make music. So when there are
times where | don't really feel that | can offer
something that makes sensethat | think is
valuable to somebody--| dont make a record”
Hartman adds candidly: “I go through periods of
feeling very inierior, either with nw personal roman-
tic life or whatever. | can’t expect someone else
to take me seriously if I'm not serious myself. if
I'm confused, I'm not about to go and make a
record’’

With the most recent album, Dan is gearing up
to play live. This is a facet of his career he hasn't
engaged in since he lett the Edgar Winter Band.
“When | did ‘Instant Replay’ and all those dance
records, you couldn’t do those things live and ar-
tistically pull them oft like you could on a studio
console. Those records were made 1o listen to—
they communicated on a disc level. So | didnt play
live at all”

While appealing, the spotlight doesn't lure him
the way it does other performers. “| like playing
in front of people, but it's not my number-one in-
terest. Some musicians can’t wait to get onstage,
but it'’s not my thing. My thing is to do whatever
interests me at the time. If | decide | want to fly
to France and record a collection of songs in some
studio instead of doing a tour, I'll do it. | went to
Denmark and produced a record for two CBS ar-
tists. | learned Danish, took Berlitz courses; it was
an experience absorbing a different culture and liv-
ing there for six months. Making this newest album
was all about my living there. There is more Euro-
pean influence on it than any of my other albums.
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I'm going more in the direction of exploring the
distinct differences in American and European pop
music”’

With a summer tour in the works and a few
carefully chosen movie soundtracks, Hartman's
hiding days may be over. He feels his new label
and management understands his creative direc-
tion and are willing to back him up in his deter-
mination to pursue the various projects that interest
him. Most recently, he contributed a song to Chevy
Chase's new film, Fletch

“The way | think is, whatever you do, if it's good,
then it's right. The band is real good and I can get
to do live what | try to do on records—it will be
a good show to see. It's great,” he laughs, “after be-
| ing in the business and feeling like an oldtimer,
now | gotta lot of great material. | can do ‘Free Ride’
right up to the latest movie song, or; he adds
characteristically, "anything | want to do!’ »
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The Solo Sidetrip
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Elliot Easton Takes the Wheel

[ by Angie Diehl Saxon
I turn on the radio on my way to work and

there's another new single from the Car's

latest album, Heartbeat City playing. | do a
quick mental check—yeah, that’s the sixth one to
date. Pretty nice feat. Same great beat, same tense
keys, same punchy Elliot Easton guitar riffs.

Change stations. “And tonight, our in-studio
| guest will be Elliot Easton of the Cars talking about
his new solo LP, Change No Change’ Hold
everything. Where the hell did this guy find the
time to do a solo album?

And why? | mean, if your latest LP was raking
it up for exactly a year now in Billboard, wouldn’t
you put your Anvil cases in the closet and go to
Jamaica for a hiatus? Talking to Easton in Boston,
the answer was an emphatic no way.

Was there a certain moment this solo album was
planned for? “Not at all;’ he comments. “It was a
very unpremeditated sort of thing”

1 remark that solo records don't seem to be near-
ly the trauma they used to be for a group. In fact,
they're almost encouraged lately—giving the public
another facet of something they already like.

“What you say is very true, especially of our
band. I'm the third member to come out with a
solo album. They've never been a threat to the
band. If anything, they've probably contributed to
the longevity. You can come back to the Cars and
be fresh again.

"My particular project was more fate than any-
thing else. A friend of mine is Jules Shear, and [his
group), the Polar Bears had broken up. His man-
ager helped put us together. It was during one of
those periods when the Cars weren't under a lot
of pressure with touring or recording and we just
got together to play guitar, write some songs. Just

that. We ended up with about 20 tunes, and we
thought, Well, do we do our own publishing com-
pany or what?' jules said, ‘'Why don’t you sing
them?’ | agreed and it kind of snowballed from
there. We demoed them and the record company
[Elektra] really liked them a lot. They suggested
making an album out of it and :hat’s how it came
about”

Back when the Cars were just hanging out with
their best friend’s girl, did solo recording ever cross
Easton’s mind?

“Well, | hate to use the term solo project. When
you say that, usually what comes to mind is two
sides of guitar soloing. That's usually what you get
when the lead guitarist of a well-known band
makes his own album. | was always writing songs,
singing, playing. It was something I'd been doing
all along”

As most hardcore Cars’ fans know, Ric Ocasek

Photo by Carol Friedman

is the writer and concept honcho for material on
the band’s records. Was it refreshing for Easton to
be in control of it all on Change No Change—the
songs, the themes, the playing?

“It's refreshing. It's also a lot more of a strain.
I'm certainly more aware now of what it feels like.
It requires a lot more decision making on your part.
Just the fact that it's your song means you have a
responsibility to communicate what's in your head
to the producer. You're sort of the de facto boss!’

And this de facto boss is a reputed perfectionist.
Although not all the tracks came out exactly the
way he envisioned them originally, he's satisfied.

"1 could always see improving, but some of them
come close. Some | would do differently, but 1 did
them under pretty arduous circumstances. We were
in the middle of shooting videos for Heartbeat City,
0 every couple of days I'd have to go do that while
they carried on with keyboard parts or whatever.
Under the cirumstances, I'm pretty happy!

And happy he should be. This piece of vinyl
is worth a good listen, whether you're a die-hard
Cars groupie or not. In fact, it's quite a departure
from the synthetic world of suede-blue eyes. In-
stead there's a lot of drive, crunch, and rhythm. And
do | detect a little bit of that inescapable Boston
R&B groove?

“Well, | didnt use drum miachines or anything
like that. It's a rock & roll album—definitely some-
thing | was going for. You know | love guitars.

“If you can sort of envision my one-ifth of the
musical contribution | make to the Cars and ex-
pand that into a full-blown thing, it's probabiy pretty
close”

Easton’s funkier side was also evident on the

—

work he did on Pete Wolfe's solo record last year.
Easton says Wolfe heard Change No Change and,
“He liked it. | enjoy playing lots of different styles
of music”

Conflicts would seem natural if both Heartbeat
City and Change No Change were doing well at
the same time, considering touring arrangements,
videos, marketing, but Easton insists there’s no
problem.

“One doesn't really pose a threat to the other.
Obviously my first priority will always be the Cars,
but right now there’s nothing really happening. The
other guys are starting on their solo albums?

We banter about some notoriously bad solo re-
leases and 1 ask him what an artist should have
together before he or she embarks on the solitary
trek.

" Everything, he laughs. “I think if you're going
to do something apart from a band that’s known
for a certain level of quality, then you want it to
be something that everyone in the band’s going
to be proud of for you.

“l wanted my record to be an entity in and of
itself. That's waht | meant earlier about the stigma
of solo artists. That's why | didnt pose with the
guitar on the cover. It's not supposed to be a lot
of indulgence. It's an album of songs, and | hope,
an album of strong songs. That's probably what |
notice lacking in some other solo albums. They're
basically just to show off. | would rather write hits’
[Thus far, Easton’s commercial bias has not been
gratified by significant sales or airplay.]

My indulgences on this were maybe to build
a wall-of-sound with acoustic guitars, or use unu-
sual electric sounds. But as far as 20 minutes of
heroics—I| got that out of my system a long time
ago. In fact, | like to leave a little room to take stuff
out onstage. It's a lot more exciting to stretch out
live than on the record. On vinyl, it’s best to be
concise’

He's concise on the album, but he’s also fairly

diverse stylistically. “Just due to the diversity of Jules’ |

and my tastes,” he says. “! don't like a record where
you can drop a needle anywhere and it’s the same
song. The great thing about Beatles’ records was
you'd have a country song followed by a psyche-
delic song followed by a vaudeville song, followed
by some kind of backward chant song. They were
all the Beatles, but they were all incredibly different.
It's just maintaining identity, going for different tex-
tures and shadings while still having it sound like
the same person.’

Any words of wisdom to the guitarists still
watching from the sidelines?

“Well, the music and the business are two dif-
ferent things. Have an awareness of where the
music that is hot today is coming from. Dig a lit-
tle deeper than just emulating your favorite players.
Find out what their influences were, the roots. For
the business end, just get a good lawyer”

He pauses.

“That's not a joke, by the way;’ he grins. "A musi-
cian should be a musician?’ «
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Richard & Linda Thompson
Split It Down the Middle
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by Michael Fremer

ne spring night in 1982, at L.A’s Roxy,

Richard and Linda Thompson took the

stage together for the last time. They had

finally made it to America, touring to support Shoot

Out the Lights, the couple’s sixth album. Despite

its release on the tiny indie Hannibal label, Shoot

Out the Lights was one of the most written-about

rock records of 1982 and could be found at the

top of many an influential music critic’'s “Ten Best”
list.

But unbeknownst to much of the adoring crowd
that night at the Roxy, Richard and Linda Thomp-
son had become merely a stage couple, the two
having gone their separate ways just before the start
of the tour.

Even during their happiest years together,
Richard had written many a sad love song for Lin-
da and himself to sing. Songs like “Withered and
Died” and “Beat the Retreat” were obviously not
based on their personal lives together. But, by Shoot
Out the Lights, things had changed. As Linda ex-
plained it recently, “When Shoot Out the Lights
was recorded, subliminally, | guess, we knew some-
thing was wrong, because in the songs—the way
they wete written and the emotion with which they
were performed—there was obviously something
going on’

Richard, ever-reticent to talk about the split, has
admitted to essentially the same feelings about the
making of Shoot Out the Lights. His 1983 Han-
nibal album, Hand of Kindness, featured songs like
“Tear Stained Letter” (". . . And just when | thought
I could learn to forget her / Right through the door
comes a tear-stained letter. .. ") and "How |
Wanted To” ("When we parted just like friends /
We never tied loose ends /1 could never say the

$20
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words that would make amends / I never was the

one to speak my fill / How | wanted to. . .say |
loved you . . . ). With that album, it would be fair
to say, Thompson dealt with the breakup of his
marriage to Linda. Earlier this year, simultaneous
with the release of Across a Crowded Room,
Richard Thompson's first solo album for a major
label (Polygram) since 1972's Henry the Human
Fly (Warners U.S.A /island U K.) over a decade ago,
came the very first solo album ever from Linda
Thompson, on Warner Bros.

It would be futile to compare the records. The
former Linda Peters was a backup singer on Henry
the Human Fly, and, while she sang solo lead on
many memorable Richard and Linda Thompson
tunes, the songs, the sentiments, and the brilliant
guitar playing were all Richard’s.

Initially, the rumor mill had it that Warners was
going to package Linda as a country artist, so neb-
ulous was her personal musical identity. For many
years during their marriage, she found herself sub-
merging more than her musical identity. When
Richard turned to the Sufi religion in the early
Seventies, Linda went along. They stopped record-
ing for almost four years—they were forbidden to
make music. Living in a commune, they wore the
traditional white turbaned outfits and, yes, they
drove a Volvo station wagon. While that was cause
for some laughter, Linda's respect for Richard’s com-
mitment and idealism is obvious. ”I was under ex-
treme duress, but | have only myself to blame. In
the end, | was more into it than he was, she says,
half-facetiously. Then, turning somewhat serious,
she adds, “He’s still part of it. He’s still the barrel
of laughs he ever was. Well, | don't know how
much of a barrel of laughs he ever was,’ she con-
cludes sarcastically, displaying the sense of humor
and perception that must have been needed to
keep up with the brilliant wit of her then-partner
in music and life.

When the couple divorced, with Linda taking
custody of the three children, she made a list of
things to do, which included going to Nashville
to write some songs, and calling Betsy Cook, an
American-born composer/keyboardist, and the wife
of producer Hugh Murphy, both of whom Linda
had met while singing backup on a Murphy-
produced Gerry Rafferty album.

The trip to Nashville yielded some disappoint-
ing demos and those C&W rumors. The call to
Cook resulted in a writing collaboration and the
Murphy-produced Linda Thompson debut album,
One Clear Moment.

Meeting Linda, one is surprised by the discrep-
ancy between her usually placid singing persona
and her quick-paced, jumpy, dry-humored conver-
sation. Of the magical Roxy shows, she says, "At
the end of the second show, | was Iving in the
hallway [drunk on two bottles of French champagne
singer Al Stewart had supplied between sets], and
Linda Ronstadt came and got me, picked me up,
got me to the hotel, took all my belongings, and
brought me to her house where | stayed for two
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It had been just after the birth of their third child
that the couple split up. imagine singing lyrics like,
“When the baby needs rocking and your friends
are confusing / Don't worry, you're just feeling weak
/ Your mind is confused and you can't seem to
speak / It's just the motion, blown by a hundred
winds. .. "

"It was very difficult and everyone tried to
dissuade me from doing it. My manager—and
Richard—said, "You shouldn't come—you just had
a baby, you're broken-hearted; you shouldn't

o

come.

"No, | thought, 'I'm gonnacome—and I'm glad |

I did...I was too nervous to be upset by my
work. .. "

Linda is not touring right now to support the
recent album. It will sink or swim on airplay and
the word-of-mouth support of longtime Richard and
Linda Thompson fans, including many critics.

"As much as | love Bloomington, Indiana.’ she
says, "l don't want to deal with a lengthy tour”
While the record is "commercial” in the same
sense as Gerry Rafferty’s City to City (also produced
by Hugh Murphy)—that album contained the hit
"Baker Street”-Warner Bros. failed to break the
album, despite some strong material and winning
performances.

Not that she’s unhappy with Warner Bros.
"“They're doing a good job. . . perhaps if there were
some women on the board. If | couldn’t get a deal
with a big record company, forget it, because | don't
want to be on another small label where | have
to go around the street giving people records
because they can't buy them”

Clearly, this album is Linda's side of the story.
Perhaps a line from the title song says it all: "Liv-
ing a lifetime with an angel, dying a lifetime with
a saint”

“This record of mine and Richard's new record
probably have the best distribution that we've ever
had, which is a shame, because we never had it
together”’

For Richard Thompson, being on a major label
has one major advantage: He can afford to tour.
Supporting a band when he was on Hannibal was

impossible. His 1983 tour, when he played the |

Palace, lost money. Not that he wants financial tour
support from PolyGram. "I don't need or want tour
support. It means I'm indebted. | just want to break
even touring”

Being with Polygram would give Thompson a
chance to increase his audience by the ten pecent
he calculated he'd need to break even, and indeed
he's found that “The record is selling better than
any record I've ever made—it comes down to bet-
ter distribution and a little better publicity. So far,
the situation has been ideal. This company has
been extremely good—non-interfering on the con-
tent of the record”’

That's pretty obvious. The latest record is, as
Thompson calls it with a big grin, “the same old
stuff” With his longtime producer, Joe Boyd (who
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also recently produced R.E.M’s new Fairport Con-
vention) and some of his old cronies like drum-
mer Dave Mattacks and guitarist Simon Nicol,
Thompson has given PolyGram an uncompro-
mised yet readily accessible Richard Thompson
album, but one that's obwiously not “aimed” at a
marketplace. ”I think it would be a big mistake to
change the way the music sounds just to get on
the radio. | mean, it’s easily done. Just work on a
LinnDrum and a synth and you can make the stuff
sound a lot more jumpy. But it would be a small
fish—with people who do that stuff well. I'd rather
try to sell the record on its own real virtues” Speak-
ing of saints!

Thompson knows whereof he speaks. The last
time out on a major label, Chrysalis, in 1978, he
attempted commerciality with First Light, a pleas-
ant Richard & Linda Thompson album containing
a few great moments, especially Linda’s singing on
“Pavanna’ Of that album—and in no way intended
as a slight to Linda’s contributions—he says, I
thought it was a mess. It tried to be commercial
too hard. It wasn't real!” When informed of its vir-
tual unavailability in the United States, he replies,
"Good, it's a pile of junk!”

It's much better than that, of course, but that
remark precluded any discussion of Sunnyvista, the
Thompsons’ second and final Chrysalis album. A
loose “concept” album, it's probably the artistic
nadir of Richard Thompson's brilliant recording
repertoire.

When he couldn find another label, Thomp-
son released Strict Tempo, an instrumental album
of traditional reels and jigs on his own Elixir label.
Even though it was recorded on a lowly Tascam
eight-track, a top British hifi magazine was so im-
pressed with the sound, they gave it a 98-percent
technical rating—an honor reserved for only the
finest-sounding records. "I nearly fell on the floor,
Thompson laughs, “I knew the mics were lousy,

[ ! knew the compressor was useless. . .1 made it
| for 750 pounds. | made my money back in two
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days. It sold six- or seven-thousand copies. It was
my first album that ever went into profit!”

The major label deal for which Thompson was
saving his new original songs didn't happen, so,
in 1982, he and Linda signed on with Joe Boyd’s
Hannibal label and recorded Shoot Out the Lights.
Solo efforts Hand of Kindness and a live set, Small
Town Romance, followed, before PolyGram did
what simple musical justice demanded.

Of the new album, Thompson says, “Its inten-
tion is as commercial as any record l've ever
done—but | think my idea of commercial and other
people’s doesn't seem to coincide. | keep trying,
but something keeps going wrong there some-
where”

Thompson's Beverly Theater show here in L.A.
was part of a seven-week American tour, playing
everywhere from a 90-seat venue in Northampton,
Massachusetts, to 3000-seat theaters. Performing
for 150 dancing maniacs in a Davis, California,
garden shed one night, and an audience that
seemed to be in a Windham Hill stupor at the
Beverly Theater the next, was “uphill” for Thomp-
son, who says, “You want to feel you've commu-
nicated; otherwise, you tend to play for yourself,
which is not good, really”

Thompson blames Sunday night for the apathy
of the crowd, most of whom were avid fans despite
their undemonstrative behavior. Whatever it was,
it wasn't Thompson's guitar playing. His Strat sparkl-
ed as he fingered run after amazing run.

Thompson's conversation resembles his playing.
He's fast, to the point, and always surprising.
Despite what's written about him, he says he hasn't
a cynical attitude toward love, he's just “trying to
write stories about contemporary society. | don't
want always to write songs about myself;’ he adds;
“its too dull”

In what context listeners place such songs on
the new album as ”She Twists the Knife Again;’
“When the Spell is Broken, and “Ghosts in the

Wind” is of little concern to Thompson, but he did

“feel the need to elaborate on one song, “Love in

a Faithless Country,” which he says is not a love
song and certainly is not about himself. “It's about
a man and woman who teamed up in the Sixties
to kill people. They were a precursor to what're
today called ‘serial murderers! | wanted to try and
think of a way of writing it that was non-emotional
and non-gory, but at the same time manage to get
inside. So it had to be written as an inside job,
an instruction manual, if you like, without being
too specific or gruesome. . .you know?” That puts
lines like “Always leave a job the way you found
it. . . It never pays to work the same town twice. . .
That's the way we make love. . ” in a much clearer
context.
One subject that Thompson, who's remarried
(to former McCabe’s booker Nancy Covey), did not
want to clarify outside the context of his art is his
personal life, about which he said with a wink,
“I've got vague, evasive answers” Judge for yourself.
On the Roxy show of 1982, he says, “They were
tough shows for me from a technical point of view.
It has hard to play that night. Somebody didn't quite
get the sound right that night or something. . .emo-
tionally, it was okay. . .it just was hard to play
right. . .| was very fatigued or something”
It's been three years since he split with Linda. |
To this intensely personal man, having it played
out in public has been uncomfortable. And if the
press has been prying, Thompson's songs have |
been provocative. Now that his personal life no
longer strongly resonates with the “weird extremes
of the human condition” about which which
Thompson prefers to write, perhaps the songs on
his upcoming album—which he says “is shaping
up”—will once again be considered by fans and
critics alike to be just stories and not personal
confessions.
Quotable Quotes: “I'm not pinning my hopes |
on the ‘folk revival!’ ”
Richard Thompson's pointed advice to strug- |
gling musicians: "Give up!” » )
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by Richard Sassin

hen you got nothin’ you got nothin’

to lose. Bob Dylan said that. When

you got everything you got love to lose.

That's what Prince says in so many words on his
new album, Around the World in a Day. It's an
amazing trip. There was a time when each record
released by the poetoutlaws of rock meant
something. They thought they could change the
world: How stupid. How naive. How fucking brave.

Now Prince has either picked up or been
loaded down by that mantle. He is carrying around
the enormous baggage, mythical and otherwise,
that individuals like myself are loading onto him.
And on this record he tries to come to grips with
the conflict between the spirit and the flesh, fill-
ing the journey with a virtual history of rock & roll
filtered through his unique vision.

It begins with a flute, a subdued scream, and
an invitation to open your heart and mind for the
coming train. It's a train we've been on before, but
this time it passes all the cruel stations of the cross
and heads directly for the bright light at the end
of the tunnel. Prince wants to set the groundwork
for a future apocalypse of joy—a joining of the
primitive and the enlightened. Imagine not a future
world covered with nuclear winter and cannibal-
istic survivors, but one of clarity and understanding,
Is it possible? If this is a hallucination, let it grow
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to fruition. If we were able to create the power of
nuclear energy for destruction, we can discover
how to use it for a new foundation. There are
enough of us out tnere willing to brave the light
and to dance into the heat of the future. We have
to want an answer, we have to demand hope, we
can't surrender to despair; we are capable of be-
ing our own gods, and are ready to make the leap
into deep inner space where a true answer awaits
us. A mystery can be frightening and that is how
the powers-that-be dividde and control us: They
keep us small and in darkness and what they fear
most is our freedom. Politics, religion, and business
are organized because they need to keep us in
line—I say cut ahead. Open the doors and we can
all go in at the same time. No need to push; the
feast never ends in your mind. The light at the end
of the tunnel can be a white nuclear light grow-
ing, as P. Shelley the poet says, with “the white
radiance of eternity” Or as B. Shelley the publicist
says, the light can be Brian Jones. Prince offers the
possibility that it's both rock & roll and eternity.
Remember that desite is the real mother of inven-
tion. We are a young species.

Temptation is rampant all around the world: car-
nal, spiritual, curious, lonely, sad, and mad. The
key song is a lament for the temptation of a blind-
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Recorded by Prince alone, it is flamboyant, indul-
gent, and sung like his (love) life depended on it.
You can hear his soul in the church of heaven and
his heart in the whorehouse of Earth. It reminded
me of his concerts at the Forum. . . .

One night at 3:51 AM,, my building shook
back and forth, two women screamed, a man
laughed, lights flashed on Fourth Street, the palm
trees floated up and then back down, the dogs
howled, the stars jerked in the sky, soldiers
marched down the Boulevard to the ocean to shoot
the invaders, | pressed my lips on the cold dark
glass and | kissed the trembling earth outside my
window. This morning | was the only one who re-
membered everything. Baby says | feel tremors that
no one else feels and that is probably true, but this
one was reported in the L.A. Times. | think there
were unreported tremors at the Forum when Prince
was playing.

A couple times as | stood dancing on my seat
1 felt the shifting of the earth and the strange ioniza-
tion of the air that precedes a quake. | expected
to see the ocean of dancers slide and break into
a crashing wave as Prince stood under the sway-
ing flags of torn lace hanging from the ceiling in
victorious erotic defeat and instigated this
apocalypse with a scream destined to reach the
heavens. | saw grown men and women surrender
to his piercing over-amplified screech that filled
every eardrum to the threshold of pain and beyond.
And then he did it again: louder and coming from
a deeper, darker place. You could hear sighs of
relief when he stopped, and in the tinkling silence,
we shook our heads in disbelief and awe. And he
did it again. But just when it seemed like too much,
he turned the scream into a melody of such beauty
and clarity that all the resistance faded and we
heard a simple question addressed with profound
tenderness. Whether he is speaking to a god who
is absent without malice or a lover whose picture
he keeps beside his bed (and perhaps they are one
and the same), Prince is reaching beyond expec-
tations into a new and uncalculated land of prom-
ise and regret.

He is also the most political rock performer
since Dylan. But because the politics are not
treated in a familiar or customary manner, they are
overlooked completely. On this new album, he
warns his listeners to beware of false idols including
“This Little Prince,’ drugs, loveless sex, and cruel
gods. Prince has dealt consistently with the prob-
lem of personal freedom and liberty at the very
core—one’s sexuality and one’s religion are beyond
legislation or enforcement. And it is very disturb-
ing to some individuals or groups to mix this potent
combination together in any but the most simplistic
way. The other powerfu! ingredient that causes
discomfort is his own self-belief. He flaunts his
arrogance unlike anyone since Jagger (who uncan-
nily resembles Prince by way of Keith Richards in
his “Just Another Night” video). After the isolated
and troubled upbringing Prince led, there is no vin-

ing love which causes a condition of the heart. dication for the wounds and shatters dealt to his
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creative spirit except to continue in truth and light.

The Four-Ring Circus that Prince & the Revolu-
tion brought into the Forum was a real victory tour.
it was neither as complete in totality as the Am-
phitheatre show, where each song was a fully
realized finale, or the earlier S.M. Civic, where wet
dreams came true onstage and off; nor did it have
the unbelievable power and glory displayed that
night at the Palace when the Purple Reign truly
began. But it contained the celebratory aspects of
a victory hardfought and won, and the acceptance
of the newly converted into the glorious fold.
Sometimes, it felt like Prince was reaching too soon
for something just out of reach, but the attempt
was exciting in its unpredictability.

The show started at full peak and raced up and
down between exultation and consideration. And
it was a show: there were numerous costume
changes and special effects, including props, lights,
fog, and intention. Everyone was there. Prince
spoke to God and God spoke to Prince. Sometimes
Prince’s hallucinations got confused with mine. He
baptized himself in a tub that arose from the pit
into the heights of the stage and fucked the mystery
of a green monolith that stood glowing in the water.
Was he then reborn? What does he imagine that
he is doing? He takes the very concept of a rock
& roll show and a religious experience and, like
his music, creates something new <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>