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,Feedback

Fowl Play

Dear MC:

We were really surprised and ex-
cited to see Karen Burch's review
of our record “Dreaming of a Kiss"
(Singles, Sept. 1). We worked very
hard on it and are pleased with it
ourselves, and it's enormously grati-
fying to see it so well appreciated
in print. Karen's is the most glow-
ing endorsement we've received so
far, and it really impresses us (not
to mention everyone in the music
“industry” in Portland) to have a
reputable Los Angeles magazine
give us such positive press. We just
bought a Fostex and we're working
on a demo tape of some of our
songs. The music business is small
in Portland, and it's not too hard to
do well here, though there are lim-
ited clubs for original bands. Every-
one tells us the thing to do is to
move to L.A. or San Francisco, but
we're staying here for now and
spending all our gig money on pos-
tage. Thanks again for the review
and let me know if you'd ever be in-
terested in a Portland correspon-
dent. There's some great music up

| here.

Kate Lieuallen
Riftebirds
Portland, OR

PS.: If you know anyone who wants
a copy of “Dreaming of a Kiss)'
we're getting rid of them for $2 plus
a couple of postage stamps. The
address is PO. Box 2042, Portland,

| OR 97208-2042.
' Non-Generic Term

Dear MC:

We appreciate your mention of
the ‘“Harmonizer” in connection
with the Field Test on page 25 of the
September 15 issue of your maga-
zine. We must inform you, however,
that “Harmonizer” is a trademark
of Eventide designating its pitch-
change and special-effects product,
this trademark being registered in
the United States Patent and Trade-
mark Office. The term “Harmon-
izer;" therefore, should only be used
in a trademark sense to identify the
products of Eventide, and when
used, should be capitalized.

Orville N. Greene
President, Eventide Inc.
Little Ferry, NJ

Such a Tease!

Dear MC:

| enjoy receiving Music Connec-
tion here in San Francisco—your
magazine helps give an outsider an
inside view to the workings of the
L.A. industry scene. But when are
you going to come up north and re-
view some of San Francisco'’s hot-
test up-and-comers? Bands like the
McGuires, Blue Movie, Flying Col-
ors, the Catheads, and the Furies
will soon be taking off. Here's your
chance to scoop the rest of the

press.. Send up some of your writers
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and I'll take them on a four that's
worthy of a cover story. Act now and
I'll even tell you which member of
one of the above bands is being
considered for a personnel change
in one of L.A’s leading super-
groups!
Bertrand Stevens
San Francisco, CA

Berry Good Show

Dear MC:

Kudos to your magazine and to
Diving Duck Productions for the
L.A. Guitar Show! My company has
been a longtime fixture at the

NAMM show because we felt that |

it gave musicians the best chance
to evaluate our products. Well, the
amount of direct question-and-an-
swer and hands-on time for musi-
cians is much greater at the L.A.
Gt:itar Show. You have convinced
us!
Tony Brewer
Manager, Drum Electronics
Barcus-Berry
Huntington Beach, CA

Arsenic & Oles

Dear MC:
We were very offended by the
complete audacity of Tom Miller

from Arizona and Michael S. Butts |

of California (Feedback, Sept. 29).
It seems that they don't approve of
your cover story on Poison (Sept.
15). Normally, we support the right
to have one’s own opinion, and we
don’t complain. But, in this case, we
feel we must speak out. So, gentle-
men, if you're listening, please pay
attention.

To you, Poison may not be the
best band in the world, or have the
most talent, but they dor't think that
they are better than everyone else,
like you two obviously feel about
yourselves. They have a genuine
caring for their friends and fans.
They are positive, but not conceited.
They are energetic and lively on-
stage. They are personable, intelli-
gent, and fun people (which you're
apparently not). They realize their
good points as well as their bad
points, and they leave plenty of
room for criticism and competition.
Yes, there is more to this band than
just their pretty faces. They have
qualities that many other bands to-
day could only dream of having.

To Mr. Butts: We don't want to
hear another word about Poison be-
ing a “come and go"/*“destined to
fade away" act, as you so stated in
your, yawn, /ong letter. Whether they
are around for two years or 20
years, they are what's happening
now, and, therefore, the MC cover
was well-deserved and greatly
appreciated.

We feel very proud about Poi-
son’s increasing success and their
great potential. We're not going to
let bozos like you stand in the way.
If we didn't feel so strongly about
this, we wouldn't be working for
them.

Sherry Edie & Mandy Silman ‘

Poison Fan Club Presidents

Hollywood, CA




1877: The microphone is invented.

Developed by Alexander Graham Bell.
Thomas Edison and Emile Berliner
it was patterned after the human
ear itself. The first of many attempts
to capture sound as we really hear
it—a goal that took more than a
century to realize.

1896: The first synthesizer.

Thaddeus Cahill's Telharmonium weighed
200 tons! A touch-sensitive keyboard drove a com-
plex labyrinth of motors, pulleys ard alternators.

1924: The dynamic loudspeaker.

The design first developed by
7S\ Chester W. Rice and Ecward W. Kellog
1 |\ haschanged very little over the years,

\“ ||| Buttoday's broad frequency bands
and increasingly complex audio
signals are challenging the loud-
speaker like it's never been challenged before.

1925: The vacuum tube amplifier. —

The collective work of Edison, John
Flemming and Lee Delorest. Transistors
later came to reglace ubes, but audio-
philes have never beer. entirely
satisfied with what they heard.

1958: .The advent of digital.

T Working at Bell Telephone
-------- Laboratories, Max Matthews

{ developed a computer pro-

H gram for creating and storing

; . audio waveforms as digital

— EEETE S data. Today, digital technology
is widely availabie to musicians and consumers
through innovations like user sampling devices
and CD players. To hear the sound, however, it's
still necessary to translate it back into the analog
domain And that's where problems develop.

1978: The BBE breakthrough.

When you put a power amp and a loud-
speaker together, something has always been
lost in the interface. That's where phase and
amplitude distorticn develop, due to "“miscom-

The Latest Page
in Audio History.

munication” between amp and speaker. Anc
that's why amplified sound has never had the
dimension, depth and realism that the human
ear can hear all around it in nature. That is until
Bob Crooks made an important discovery—3BE.
BBE is the vital “missing link" between amplifier
and speaker. It analyzes the action of both—auto-
matically and on a continual basis. It applies the
phase and amplitude correction that's needed to
make the sound come through the way you and
nature intended it. The difference is easy to hear.
Improved low-end definition and punch. Cleaner
high-end transients. Better mid-range presence.
In short, unprecedented clarity.

1984: 5z .. stage.

Major P.A. companies like Stanal Sound and
Best Audio made BBE part of their touring svs-
tems. And when the entertainment industry

@m: o B 3

u
e el = o oo

gathers for such events as the Grammies and the
Academy Awards, BBE is there, making sure the
sound is as special as the occasion itself.

1985: BBE in the studio.

Award winning producer Steve Levine
joined forces with the Beach Boys and teamed
them up with BBE for an all-digital recording
session for CBS/Caribou. “BBE Is to digital
what equalizers were to analog,” sald Levine.
"I can't imagine ever recording without
BBE again.”

1986 szt toaay.

Wherever sound is amplified, recorded or
broadcast, there's room for the BBE improve-
ment. Because at the end of the line, we still have
the loudspeaker that made big news back in
1924. Which is why you need BBE more than
ever. Visit your BBE dealer for a demonstration.
To find a BBE dealer near you call today toll-free
at 1-800-233-8346. In California, 1-800-558-3963.
And start making some history of your own.

””L.' All the sound you've never heard’”
. Barcus-Berry Electronics, Inc.



Guest

Commentary

H.R. 3521 and Beyond

by Donald E. Biederman

The dust has settled for the mo-
ment. By the time you read this,
Congress will have adjourned for
the year and the members will have
gone home to fight their own elec-
tion battles. But the issues raised
by the Hyde-Boucher Bill, H.R.
3521 (and its companion measure,
S. 1980) will be back next session.

Count on it.

Indeed, Bruce Lehman, a key
lobbyist for the TV stations, has
promised that some form of this leg-
islation will definitely become law,
even if it takes years to push
through.

Is Mr. Lehman whistling past a
graveyard, or does he have a bet-
ter fix on where things are headed
than do the songwriters and
publishers?

It would be very convenient for
songwriters and music publishers
to dismiss the Lehman ‘“promise”
as an idle threat, but it would be
potentially suicidal to do so. it would
be equally suicidal to assume that
what Mr. Lehman threatens must
come to pass. That’'s not a slam
dunk, either.

The recent fight over the so-
called “source licensing bill” is but
the latest round in a battle going
back to the 1940s. ASCAP actually
“struck” the broadcasters during a
fee dispute, which led to the forma-
tion of BMI (Broadcast Music Inc.)
by radio stations who were being
starved for music and who were
scrounging up arrangements of
spirituals, Viennese waltzes and
other P.D. material to make up the
shortfall.

The most recent court cases
(CBS v. ASCAR, challenging the
blanket license as applied to net-
work TV and Buffaio Broadcasting,
doing the same in the field of off-
network syndicated TV) and the
Hyde-Boucher Bill are just the latest
incidents in almost 50 years of in-
termittent acrimony. On top of all
this is an overlay of quasi-religious
fervor on the part of some represen-
tatives of both sides which has con-
tributed to polarization on the issue.

The broadcasters see the issue
in starkly simple terms: “We buy
programming as a package,’ they
say, “so why is one element—mu-
sic—excluded from that package
and paid separately?” Secondari-
ly, say the broadcasters, they are
paying for music 24 hours a day,
when a lot of programming uses lit-
tle or no music—local news, for ex-
ample, uses little or no music (and
even then, what is used is probably
created for hire for the local station).
The stations see this as requiring
an overpayment for what they ac-
tually do use. Actors, writers, direc-
tors, and others receive residuals
via their guilds andfor the pro-

ducers, so why (say the stations)
can't the songwriters and scorers?
(Indeed, one of the ploys the broad-
casters are expected to use during
the next Congressional session is
the proposal to enact an amend-
ment to the Federal labor laws to
allow songwriters and composers to
unionize; another suggestion is the
possibility of a statutory scheme of
songwriter residuals.)

Apart from these arguments,
there are some economic realities:
The prices for paid TV stations have
escalated astronomically over the
last few years (in one recent case,
the buyer of a New York indepen-
dent station paid about 30 times
cash flow; ie.,, 30 times what’s left
over after the station gets through
paying its expenses), and so has
the cost of programming. At the
same time, advertising revenues
seem to be flattening out. Music is
one of the few areas the broad-
casters can target as vulnerable to
downward pressure. And because
the broadcasters can endorse po-
litical candidates and/or provide
them with on-air exposure, the pos-
sibilities for virtual blackmail are
considerable.

the outset in the form of higher fees
or that the producer would have to
pay residuals. (If the producer pays
higher fees in front, and the vast
majority of shows don’t make it long
enough to succeed in syndication,
it stands to reason that the producer
will “mark up” these fees when
adding them to the syndicated pro-
gramming package and that the
producer will charge the successful
series with the extra fees paid to
composers on unsuccessful series.)
The composers fear that the pro-
ducers would elect to do neither,
and that they would be left holding
the bag. When one considers the
fact that there is already pressure
from the networks to hold down or
even reduce the current level of
licensing fees, this is real fear—not
paranoia!

Most composers and songwrit-
ers are unimpressed by the olive
branches being offered by the
broadcasters. If a union were to be
authorized, who would organize it,
how long would it take, and what
would happen to the composers’
and songwriters’ expectancies in
the interim? As for a residual, most
composers and songwriters see this
as exactly what they get through
their societies—representatives
whom they have chosen, not ones
chosen for them.

Most composers and songwrit-
ers ask why a system that has
served them satisfactorily for many
decades needs to be changed at
all. There is one group—the jingle

It would be very convenient
Jor songwriters and music
Dublishers to dismiss the
Lebman ‘promise’” as an idle

threat, but it would be

potentially suicidal to do so.

Of course, the songwriters, scor-
ers, and music publishers see the
issue differently. They characterize
the blanket license fee as an ac-
cess charge rather than a 24-hour-
a-day payment; they suggest that if
the stations were to pay on a per-
use basis, the charge might well ex-
ceed the current access charge.

Top-rated composers for hour-
long dramatic TV series are current-
ly paid about $3000-$3500 to com-
pose, arrange, conduct and record
a one-hour episode; clearly, the
main value of such work to the com-
poser rests in anticipated TV per-
formance royalties.

Since the vast majority of TV

series fait to run long enough to be
suitable for syndication, and since
even some of those that do run long
enough either aren't sold or do
poorly even if they are sold, the pro-
ducers clearly do not wish to under-
take to pay higher up-front compen-
sation to composers. A source-li-
censing solution would mean either
that the producer would have to
make up the composer’s antici-
pated loss from performing rights at

writers—who may be an exception
to this generalization; they have
historically experienced consider-
able difficulty in obtaining a share
of the societies' distributive “pie;’
and they have built up a consider-
able frustration over the issue,
which the societies would do well
to address.

The broadcasters claim that this
is not a broadcaster vs. composer/
songwriter issue, but a broadcaster
vs. producer issue. They say that
the producers control the music be-
cause it is commissioned “for hire”
for their film and TV productions,
and that the producers are simply
“double-dipping” by pocketing the
publisher’s 50-percent share of
public performance royalties; in ef-
fect, exacting a second fee over and
above the program license fee. On
the other side, there are two
answers:

(1) A lot of the music finding its
way into films and TV programs is
not specially commissioned; it con-
sists of so-called “standards” and
other outside music used for its
name and/or period recognition (a

recent example: the classic Leiber-
Stoller-Ben E. King tune “Stand by
Me”). In many cases, these songs
are owned by the writers them-
selves (or their descendants). Is Irv-
ing Berlin a ‘“double-dipper”?
Hardly.

(2) In the case of specially com-
missioned music, if the producer is
not willing to absorb the loss of the
performance royalties that current-
ly flow to the producer as publisher
(and it must be assumed that the
producer wilt not be willing to do
s0), the producer will inevitably at-
tempt to reduce the fees payable to
the composer.

To add fuel to the fire, NBCTV
has circulated a letter advising ad-
vertising agencies that NBCTV will
no longer accept commercials with-
out performing rights cleared in ad-
vance. Initially, NBC-TV announced
that the new policy would become
effective on September 1, 1986;
because of the intense negative
response from the Association of
American Advertising Agencies and
the Association of National Adver-
tisers, NBCTV has backed off on at-
tempting to enforce its new policy
until September, 1987. CBSTV has
written a letter advising AAAA
members that they had better be
prepared for a new order at the end
of CBS’ existing blanket licenses,
since CBS is committed to a differ-
ent form of doing business in this
area. NBC’s owned-and-operated
radio stations have sent out a letter
on commercials, as well.

AAAA and ANA had already
come out in opposition to H.R.
3521/S. 1980. Predictably, these let-
ters have hardened the opposition
of AAAA and ANA. Up until last
spring, the bill's proponents had
some success as characterizing the
opponents as a bunch of Hollywood
fatcats (the Motion Picture Associa-
tion of America was an early, vig-
orous, and effective opponent) and
writers from New York, Los Angeles,
and Nashville. Thanks to such ac-
tions as the CBS and NBC letters,
a truly national opposition has
developed. There appear to be
some defections in the ranks of
broadcasters as well.

We've only seen the first act in
what promises to be a long-running,
expensive, and agonizing battle. if
the broadcasters lose, chances are
that their music costs will go on
about as they have before (unless
NBC and CBS succeed in their
plans regardiess of whether or not
Congress acts in their favor). If the
composers and songwriters lose,
the result could well be disastrous.
The All-industry Committee repre-
senting the independent TV sta-
tions is, after all, part of the National
Association of Broadcasters, and if
they are successful, the movement
will inexorably spread to all forms
of broadcast activity. The compos-
ers, songwriters, and publishers will
have to be even more energetic and
persistent in the coming years.

Biederman is vice president of legal
& business affairs at Wamer Bros.
Music.
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Hollyonod Closeup

Kasha (seated), a recovered agoraphobic, wrote a number of hits while
“trapped” in his bedroom:.. Hirschhom simply had a piano brought in.

by Judith Sheldon

In 1973, Al Kasha and Joel
Hirschhorn accepted their first Best
Song Oscar for “The Moming Af-
ter” (from the film The Poserdon
Adventure). Therr second one.
“We May Never Love Like This
Again}’ from The Towering Infer-
no, came in 1975, Both are high
spots in the Kasha-Hirschhorn ca-
reer, obviously, but “The Moming
After” has special significance—
it relates to their overall philosophy
of life, and is now the title of their
bestselling book.

Reaching the Moming After is
the dramatic story of Kasha’s bat-
tle with child abuse and agorapho-
bia. Rather than discouraging him,
his battered childhcod left him with
an even stronger drive to succeed in
music and prove himself. Despite
the negative self-image that paren-
tal abuse caused, he became part
of the New York Brill Building
scene and—with partner Joel
Hirschhom—turned out hits over
the years for Jackie Wilson, Bob-
by Darin, Ronnie Dove, Elvis Pres-
ley, and Maureen McGovern. After
moving to Hollywood, Kasha and
Hirschhorn wrote a musical for
Disney Studios, Petes Dragon,
which earned them two more
Oscar nominations—for Best Score
and Song (“Candle on the Water™).

Success erased some of the
painful childhood memories, but
agoraphobia—a paralyzing fear of
leaving your home—proved a hard-
er enemy to fight.

“I was trapped indoors for two
years," Kasha explains. “Joel and
I had an office, and after a while
I gave it up. Eventually 1 couldn’t
leave my bedroom, and we had a
piano moved in. I'm grateful that
Joel was understanding and helped
me through?”

Joel remembers the period
when they were working on the
musical “Seven Brides for Seven
Brothers:” *“The rehearsals all took

place at Al's house.” Joel says. “We

lied and said the piano was better,
the atmosphere more conducive to
creative thinking. Nobody ques-
tioned it. even though the star, Jane
Powell, had this beautiful condo in
Laguna and wanted to have rehear-
sals there’”

The end result was worth it.
“Seven Brides” is now a smash hit
on London’s West End. But Reach-
ing the Morning After means more
on a personal level to the team,
because it deals with the building
of a music career.

“Movies and books don’t show
the realities of carving out a career
in songwriting,” Kasha says. “It’s
usually one song, then the charac-
ter is on top of the charts. After-
ward, drugs generally drag him
down. But we never see the pro-
cess of learning your craft in these
books and movies. We wanted
Reaching the Morning After to re-
flect the way a songwriter’s devel-
opment actually is”

The steps toward becoming a
writer are handled in an earlier
Kasha-Hirschhom work, If They
Ask You, You Can Write a Song, of
which Carole Bayer Sager said, “1
wish there had been a book like
this when I began writing songs’

“We were encouraged enough
by the reaction to that one to write
another book on music] Hirsch-
horn says. “So we interviewed 27
Broadway composers such as
Leonard Bernstein, Burt Bacha-
rach, and Marvin Hamlisch, and
wrote Notes on Broadway' Kasha
adds, “We're centering all our
books around musical themes®

Reaching the Moming After
uses the world of music to makes
it point. It's the story of Kasha's
nervous breakdown, but more than
that, it tells how the influence of
music and songwriting can help
make life worth living again after
years of despair. In Al Kasha’s
case, music has proved to be strong
medicine, indeed. W
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FOREIGN AFFAIRS

Berne Treaty Centennial;
U.S. Closer to Joining

by Murdoch McBride

MaDrID—The centennial cele-
bration for the Berne Convention,
generally acknowledged as the
most important international copy-
right treaty organization, was held
here in conjunction with the 35th
congress of the International Con-
federation of Societies of Authors
and Composers (CISAC). At the
dual convention, several copyright
groups expressed concern over the
threat they see from source licens-
ing legislation, and CISAC wound
up electing a U.S. copyright exec-
utive, ASCAP’s Gloria Messinger,
as president of CISAC’s executive
board. Messinger will continue in
her capacity as managing director
of ASCAP.

The election of Messinger to
such an influential position in
CISAC reflects increasing interest
in U.S. copyright reform among
members of the intemmational cre-
ative community, and recognition
of this country’s gradual movement

{ toward formal membership in the

Beme Union.

The United States is currently
not a signatory nation in the Berne
Union, which affords creative in-
dividuals the most sweeping copy-
right protection available in the
world. The U.S. does belong to
other international copyright orga-
nizations, Even though the U.S. has

' 1886 (MBERNE
&) C

Oj{\lve

The election of ASCAP’s Gloria Messinger to the presidency of CISAC’s
executive board is an acknowledgment of this country’s movement toward
Jformal membership in the Berne Union.

NTQV @

not ratified the current Berne Trea-
ty, this country remains both the
world’s biggest music market and
the world’s largest producer of new
music. With the largest concentra-
tion of music catalogs here in the
states, domestic copyright execu-
tives are given to proclaiming,
*“Anywhere you go, you hear
American music’’

The Bemme Union was formed
with a treaty signed in Berne,
Switzerland, in 1886; the treaty has
been revised five times since, the
most recent revision occurring dur-
ing the 1971 Paris meetings (all this
according to a brief prepared by
ASCAP).

Under the Berne Treaty, mem-
bership countries recognize very
liberal protection for the creators
of intellectual property. For in-
stance, an author’s work is pro-
tected for the duration of his or her
life, plus 50 years. This interna-
tional standard, under Beme, was
embraced by the United States on-
ly recently. In a general sense,
creators are equally protected in
member nations, “without the ne- |
cessity of complying with any for- |
malities]’ the only real requisite be-
ing that of “first publication.’

Authors, artists, composers, and
other creators of intellectual prop-
erties enjoy far-reaching protection ‘

__(continued on page 9)
|
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SIGNINGS &
ASSIGNMENTS

by Kenny Kerner

James Grady, recently appointed vice presi-
dent of sales for RCA Records-US., has an-
nounced the formation of his new national
sales team and the appointments of five re-
gional sales directors. They are: John Parisi,
Northeast; Ron Howie, Southeast; Steve Miller,
Southwest; Thomas D'Flynn, Midwest; and
Bonnie McCassey, West.

Deborah Radel has been promoted to the
position of publicity coordinator for Arista
Records. In her new capacity, Radel will be
handling road and college press for selected
artists and will be in charge of ticket coor-
dination for artist appearances in the New
York area.

Bob Marin, president of Suite Beat Music
Group/Sounds Good Music Company, has an-
nounced the appointment of Wendy Gold as
production manager for Suite Beat, and Steve
Brownlee as the account executive for Sounds
Good.

New Renaissance Records will henceforth
be distributed by Important Records. First
release under this new distribution deal will
be the debut of East Coast speed metal act
A War.

Michael Emmerson has been named presi-
dent of RCA Red Seal. Emmerson will oversee
the worldwide operations of RCAs Red Seal
label while based at the company's New York
offices.

John Bettis has been elected board chair-
man of the National Academy of Songwriters
(NAS). Pop lyricist/composer Bettis has writ-
ten hits for Madonna, the Pointer Sisters, Car-
penters, Joe Cocker, and Michael Jackson,
among others.

Mark Nawara and Jim Sperandio have an-
nounced that they have just concluded a deal
that will bring heavy metal act Diamond Rexx
to Island Records in New York. Land of the
Damned, the band’s debut album for the
label, is slated for a December release.

Merlin Bobb has been appointed director
for ALR for the black music division of Adantic
Records.Prior to joining Atlantic, Bobb was
the music consultant and air personality at
New York radio station WBLS.

Combat Records, a division of Relativity
Records, Inc., has announced the additions
of Don Kaye and Don Girovasi to the label’s
promotion department. Both can be reached
at (718) 995-9200.

Steve Diamond has just signed an exclu-
sive worldwide publishing agreement with
Jobete Music, ASCAP. As a songwriter, Dia-
mond has had his material recorded by 38
Special, Jack Wagner, Deborah Allen, the Oak
Ridge Boys, and Nicolette Larson.

Paul Horn has signed a multi-atbum deal
with Global Pacific Records & Distributors.
Traveler, Horn's first album under the terms
of the new agreement, will be released on the
Golden Flute/Global Pacific label.

Neil Young has signed on with Jensen
Communications for publicity and public rela-
tions representation.

The lynne Entertainment Drganization
has formed a subsidiary company, the Star-
fleet Agency, to handle talent booking and
promotion. The new agency will be headed
up by LEO. Vice President Frank Halatek. The
Starfleet talent roster includes Cannibal & the

the Mob, Caron Vikre, and Kris Witty. @

News

SCORING

by Jay Padroff

Los ANGELES—The packaging
and promotion of contemporary
music in film was the topic at a re-
cent monthly NARAS (L.A. chap-
ter) luncheon, as Steve Bedell, vice
| president of music at Paramount
Pictures. and Gary LeMel. the
brand-new president of music at
Warner Bros. Pictures, addressed
a crowd of 250 NARAS members
and their guests in the packed din-
ing hall of the L.A. Press Club.
The two studio executives spoke

about the trials of deal-making with
| the music industry and addressed
the rumored backlash against the
overstuffing of films with song
scores.

Bedell stressed the necessity of
music as an emotional thread in
films over its value as a promo-
tional vehicle. He discussed the
difficulties of satisfying the often-
conflicting needs of the film and
music communities. “{Our line of
work] gives a new definition to
masochism.” Bedell began. “There
are days when you cannot satisfy
anybody. There are the other days.
of course. where you're real proud
to be in the business.” With coop-
eration, he observed. there are
“phenomenal results;” and a Foor-
loose, Beverly Hills Cop, or Top
Gun may be achieved. Bedell de-
tailed how “record companies. . .
use music in film to either launch
.. .10 sustain...or to save a ca-
reer. . .. Our philosophy is always
that the film comes first’

WELCOME TO ASCAP

Bedell, LeMel Discuss
Music in Films

Whereas Bedell cautioned about
oversaturating the marketplace, Le-
Mel attested, ““The backlash is
more a media creation.” alluding
frequently to his past successes at
Columbia Pictures: The Big Chill,
Against All Odds, Ghostbusters, St.
Elmo’s Fire, White Nights, and
Karate Kid I & 1I. “With The Big
Chill. . .in the first two weeks,
people were actually going from
the theater to the record store in the
{same] mall and buying the record.
That's the ultimate high for us>" Is
there too much rock & roll in mo-
tion pictures? LeMel pondered.
“Believe it or not. if a person is 45
years old today. they have grown up
on rock & roll. . .the music of our
times."

Both Bedell and LeMel com- |

plained about record companies
releasing movie songs only six
weeks before the film's premiere—
which has become the norm. As
advertising has become subordi-
nate to a hit song being played in
heavy rotation on radio and televi-
sion around the country. a longer
“window™ is needed to get rec-
ords—even those by major artists
—to the top of the charts. Movie
marketing departments are leaning
on hit songs. and the marriage be-
tween motion pictures and song
scoring is apparently here to stay.
It may be difficult for its practi-
tioners to see eye-to-eye most of the
time, but the rewards justify the
urge to keep trying. B

Lester Cohen

At the recent ASCAP General Membership meeting in Beverly Hills,
| ASCAP President Morton Gould greeted new ASCAP member Regina,

who wrote and recorded the hit single “Baby Love,” and artist/writer Paco
Headhunters, Ninja & the Warriors of Rock, | Arango, who recently completed some tracks with producer Jelly Bean

| Benitez. Shown (from left) are Gould, Regina, and Arango.

|

Songwriter
Expo Meets
Nov. 1 & 2

by Ray Wolf
HotrrLywoop—The tenth annual
Songwriters Expo will convene on
November 1 and 2 at Pasadena
City College. The Expo will fea-
ture more than 40 seminars, work-
shops, and panel discussions cover-
ing all aspects of the art, craft. and
business of songwriting. More than
90 music-industry professionals
will donate their time to teach the
classes. Over a thousand writers

are expected to attend.

lyric and melody writing., demo
preparation. song marketing. per-
forming, negotiating. recording
contracts, publishing contracts, the
international music market. film
soundtracks. music for television,
and more, Songwriters Expo 86 is
produced by the BMI-sponsored
Los Angeles Songwriters Showcase
(LASS).

The fee for the two-day Expo is
$125 in advance or $150 at the door.
A single ticket for either day may
also be purchased for the fee of $75.
For further information regarding
booth space or Expo registration,
call (213) 939-EXPO or (213)
654-1666. B

ASCAP’s Scoring
Workshops

by DW. Boyd

HoLLywoop—The American
Society of Composers, Authors &

| Publishers (ASCAP) will sponsor

a five-week film-scoring workshop
beginning on October 28. The
course will focus on the spotting,
recording, and dubbing of music
for film, as well as electronic scor-
ing, packaging, and contract nego-
tiations. Leading this new work-
shop will be veteran film and tele-
vision composer Jerrold Immel,
| whose credits include the Dallas
and Knots Landing themes.
‘ Those wishing to participate
should contact Lyn Benjamin at the
ASCAP offices at (213) 466-7681.
ASCAP workshops are free of
charge and open to everyone, re-
gardless of performing-rights affil-
iations. Previous workshops have
oovered black contemporary music,
jazz, country, gospel, and pop
| music. B

Scheduled seminars will cover |

— —
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| BERNE TREATY

| under the Berne Treaty. The bene-
fits are so appealing, in fact, that
U.S. authors are often simultane-
ously published in the U.S. and
| Canada (a Berme signatory) in
| order to be eligible for Berne pro-
] tection. The scope of Berne pro-
tection reflected in this practice is
indicative of that treaty’s strength:
even though U.S. authors are not
members of Berne, they are still
protected by the treaty by virtue of
having their work first published in
a Berne country.

“Generally, Berne is an organi-
zation that recognizes blanket
licenses and voluntary agreements
between parties, rather than fixed
ones by some authority.’ explained
Messinger during a stop in Nash-
ville to attend the Country Music
Awards. “Such fixed agreements,
or compulsory licenses, are simp-
ly those which are written into the
law?’

A key example of such a law is
that of source licensing legislation.
| Like other fixed agreements, man-
datory source licensing legislation
would force creative individuals in-
to a premature “‘buy-out.’ whereby
composers would be forced to sell
their performance rights together
with their synchronization rights,
long before the public has access
to the work. The international
community considers this possibil-
ity extremely threatening, inas-
much as the United States is such
a large market for foreign writers.

“I think we could become part
of the Berne Union within a mat-
ter of two years," says Bob Thomp-
son, senior executive officer in the
office of the president at SESAC,
who cites the “extremely healthy
balance of payments” the United
States currently enjoys with regard
to its music products all over the
world. “There is a bill in the Sen-
ate now, by Mr. Mathias, to ratify
the Berne Treaty; the bill would
allow us to adhere to Berne. Al-
though we did belong to Berne for
one day in 1935, the United States
was very isolationist and [Berne]
was viewed as a European copy-
right treaty. That’s not true, and
[today], 76 countries have ratified
Berne because it is the right thing
to do for authors. Reagan has rec-
ommended it, and he is the third
President to do so, following Hoov-
er and Roosevelt” A White House
press release, signed by the presi-
dent in June of this year, states that
“Adherence to the Convention will
demonstrate our commitment to
improving international protection
| afforded intellectual property’” B

(continued from page 7)

|

Radio
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Still more nostalgia is bubbling
onto the airwaves. The Monkees’
1967 hit “Daydream Believer”
(Arista) has been remixed and is
already being embraced by radio.
Pete Townshend has a live remake
of “Barefootin’ " (Atlantic), while
George Thorogood has covered
“Reelin’ & Rockin! ” Jason & the
Scorchers have a pretty good ver-
sion of the Rolling Stones’ “19th
Nervous Breakdown” (EMI/Amer-
ica), and Lou Reed & Sam Moore
(of Sam & Dave fame) have
teamed for a film-generated version
of “Soul Man!’ Finally, the Police
have followed in Chicago's foot-
steps, with the remade *“Don’t
Stand So Close to Me '86." Jeez,

what's next?
* ok %k

Lots of talk lately about radio
and an apparent growing conser-
vatism in virtually all formats. The
fall typically brings on an abun-
dance of ballads, but this year’s
preponderance of oldies and re-
makes seems to be fueled by a gen-
eral reluctance to embrace anything
new and different. While records
like *“Welcome to the Boomtown”
by David & David (A&M), “The
Future's So Bright I Gotta Wear
Shades” by Timbuk 3 (I.LR.S./
MCA), and “C’est la Vie” by Rob-
bie Nevil (Manhattan) seem to be
making the cut, many other new or
unproven artists are being swal-
lowed by the cracks. Noteworthy
CHR records in this category in-
clude “‘Frozen Heart” by FM/UK
(Epic), “One Step” by K.T.P.
(Mercury/PolyGram), “Fall on
Me” by R.EM. (I.R.S./MCA),
and “Don’t Dream It's Over” by
Crowded House (Capitol). On the
other hand, it’s nice to see “Walk
Like an Egyptian” by the Bangles
(Columbia) resurrected. Several
weeks back it looked pretty dire,
but apparently consumer response
to what little airplay there was re-
ignited this worthy single.

But when it comes to new mu-
sic, contemporary hit radio is not
nearly as troubled in these times as
album radio. Here is a format that’s
in a total state of flux. While 0
percent of the trade-reporting AOR
stations play 70-percent ‘‘classics”
(oldies), the remaining stations play
everything from Paul Simon to
Cinderella. (If you want to sam-
ple a mainline *classic” rock sta-
tion, try L.A’s new KLSX at 97.1
FM.)

To top it off, album radio seems
to be more and more inclined to
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follow the lead of CHR, in some
cases holding back hot rotation of
records until substantial local CHR
action develops. This naturally
tends to threaten the already-fragile
identity of AOR. What once was
a highly independent and individ-
ual rock radio force has become
corporate and dependent. These
days, album radio doesn’t even pick
album tracks anymore. Record
companies pick the tracks and al-
bum stations get serviced with
twelve-inch singles. I think it’s time
to come up with a new name for
AOR. Any ideas?

* ok Kk

At this point, it seems like every
major label has jumped on the
“new age” music bandwagon, es-
tablishing classy compact disc-
oriented subsidiary labels that
promise to follow in Windham
Hill’s footsteps. The big question
on many people’s minds is, how is
“new age” music going to be mar-
keted so that major labels can ac-
tually make a profit? The genre was
originated by tiny homespun disc-
eries whose principals had little
overhead and steady day jobs.
Word of mouth—not radio—ex-
posed the product, which in the
beginning was primarily available
in alternative book stores.

While it's no problem to get
“new age” product into record
stores these days, the music still
doesn’t have a significant radio out-
let. Jazz and album radio offer
marginal exposure, while public
radio is unreliable at best. In L.A.,
KNX-FM has failed to capitalize
on the abundant “new age” pick-
ings, preferring to stick with tradi-
tional mellow AOR oldies. Is there
really a vast market for this ex-
tremely passive music? Are image-
oriented companies like Windham
Hill, rather than the music itself,
the dominant consumer attraction?
Can radio sell enough advertising
dollars with a “new age” format?
Or do we just need some truly cre-
ative individual to come along and
launch a brand-new format to ac-
commodate all this music?

* ok ok

Records to Watch: “Cry for
Love” by Iggy Pop (A&M), “Hap-
py Hour” by the Housemartins

T et~y |
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last issue's picture:
|George Crwell, 1943,

in London.

<  rd
en? next issue
by Kenny Ryback

Listed below are local bands currently being ‘
piayed on Southern Calitornia AOR/MOOERN MUSIC
radio stations. New add'tions to the playlist be-
ing broadcast on a regular rotaticn are marked
with an *. In additior, selected local taleat
featured on specialty sfiows are noted.

KNAC 105.5 FM KROQ 106.7 FM

“wh

Who?

WASP* Berlin*
Lion Oinge Boingo
Lizzy Borden Sparks
Ratt Belinda Carlisle
Vinnie Vincent

Invasion KGB 101 FM
RacergX Black N Blue*
David Lee Roth Rat
Hyd David & David

e
Pure Rock Local Show ozt Farmers

[ Rockne :
New Confederates ?ea,v'sdcoL‘fe ot
Fx Doxken
M TA.3 Homegrown Hour
Hot Wire Resie Flores
LA. Rocks
KMET 94.7 FM  Simpiistics
Berlin Dorien Gray
| Ratt Run From Cover
David Lee Roth
KLOS 95.5 FM l
91X 91.1 FM Ratt*
Lone Justice* David Lee Roth
| Fishbone Beat Farmers 1
Berlin Ouvid & David
Agent Orange Local Music Show
Mojo Nixon Attack
David & David Brood
Dingo Boingo Rebel Faction
Beat Farmers Wigs
Rave-Ups

| FINE TUNING: i

G000 MORNING! “Classic Rock’ KLSX brings ‘
on Billy Juggs for mornings. . .. New to “Power 106"

is Jay Thomas (local boy Tommy Jackson is
out). ... ExKNAC morning man Lobster returns \
to middays at KSJO/San Jose, while former Kiub
Met hostess Oenise Westwooc is upped to the even-
ing position at KNX-FM. |
AOR= ALL OLO RECORDS: San Diego welcomes!?) |
“Classic Rock'” KLZZ (106.5 FM & 600 AM). . .. |
At the same time, KZO%/Seattle ioins the rarks ‘
of all-oldies all the time. ... Anc Salt Lake City
will get another taste of the water as modern rock
leader KCGL puts an end tc tomorrow's music in
order to simulcast a -eligious format witk its ‘
sister AM

| TAKE THE 10 EAST: Looi for some changes in the '

(Elektra), “Is This Love?” by Sur- |

vivor (Scotti Brothers), “I've Been
Losing You™ by a-ha (WB), “The
Lady in Red” in Chris DeBurgh
(A&M), and “Let Them Talk” by
Stone Fury (MCA). m

Inland Empire as KCAL-FM is sold ($4-million) to
San Bernardino Broadcasting CHR vets Tim Sul-
livan and Jeff Salgo wdi be helming the current |
AOR’s direction. We can't wait to see which way |
the wind will blow. Thanks to Jim James and his
staff for rockin' Redlards for the past 17 years.
Inside talk is that automated AOR KOLARiverside

| will be going through some big changes in the ‘

near future.

ONLY A LAOD: Be sure 1o read Jim Ladd’s (ex-KLOS,
KMET, KNAC) Guest Commentary in the next issue |
of MC. [

. — .



Contributors to this section in-
clude Billy Cioffi, Janiss Garza,
Kevin Koffler and Barry Rudolph.

OHM SWEET OHM: Just a
reminder that the 8lst annual
Audio Engineering Society Conven-
tion (AES) will be held at the Los
Angeles Convention Center on
November 12-16. The AES is a
nonprofit organization and its
annual confab will be the only
one of its kind this year. In
addition to its usual gathering of
incredible displays, some of the
technical sessions will address
various recording topics such as
signal-processing, reproduction,
instrumentation, auditory illusions,
absolute pitch, and sound fre-
quencies. if sound is your bag,
don't miss the 1986 AES show.

THE KNACK IS BACK: Reliable
sources have revealed to Music
Connection that all four original
members of once-famous LA
band the Knack are in fact plan-
ning to try and do it all again.
Doug Feiger, Bruce Gary, Berton
Averre, and Prescott Niles had a
reunion rehearsal scheduted last
week to see if they could stifl
work together. Gary, Averre, and
Niles had been playing with ac-
tor/singer Steven Bauer, who's
been splitting his time between
music and movies. Apparently the
trio got tired of waiting. We'll
keep you posted.

HARLIN SHUFFLE: Local Southern
California band Harlin has been
added to the Northern California
portion of the Marshall Tucker
tour. Additionally, the band also
picked up a date with Sparks at
Cal State Long Beach. Nice goirf
guys—you must be doing some-
thing right!

DIDDLEY DIGIT: Marvin Etzioni is
not one to turn down a gig
hacking Bo Diddley—rot even if
said gig happens to be in
Porttand, Oregon. So Etzioni and
Duane Jarvis (guitarist in Mar-
vin's band) tossed their gear in
the car, motored en up the
coast, played the gig. and drove
back to L.A—but not before
posing for a picture with Bo.
That's de-Bo-tion for ya.

PALMER POWERS AHEAD: Robert
Paimer kas cut seven tracks for
his next LP with his altogether
brilliant touring band, and he
has four more tunes ready to go;
hell finish the whole thing up i
January. This time out, RP is
once again producing himself
(Bernard £dwards produced the
stifl-hot Riptide). Paimer also has
two new tunes on the soundtrack
of Martin Scorsese’s The Color &
Money, and he recently completed
production on the ciassy Comsat
Angels' first atbum for Istand. The
Comsat LP "tends to be a bit
introverted; Palmer tells us, “but
| feel that their strength is in
their tyrics anyway. ¥m looking
forward tc seeing how it does”
Remarking on the fact that MC
did a Palmer cover story way
back in January, before Riptide
kicked in, the artist said, “All of
a sudden it seems tike the flood:
gates have opened. You dredicted
it right”” lust doing our job,
Robert.

NO AXE TO GRIND: On Oztober
25th, legendary guitarist Roy
Buchanan headlines at the
Patomino with special guest Billy
Ciofti & the Monte Carlos with
the Riviera Horns. You're welcome,
Billy.

inge Wk
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PERFECTLY FRANK: Robert Hil-
burn, resident interviewer for
weekly TV show the Rock N
Rolt Evening News, ponders a
statement made by guest
speaker Frank Zappa (Dweezil's
dad) during a “roundtable
discussion of radio program-
ming” {but where's the table?).
In case you've been on another
planet for the last 15 years,
thaf's Hilburn over on the left.
Nice ties, guys.

VIDED ANNEX: Fue Stories,
David Byrne's debut as a film
director, is hoth auspicious and
provocative. In some respects,
the unabashed (and unexpected)
sentiment of Jrue Stories may
put off those expecting a more
intense catharsis. The film's
texture is as languid as a
soft-vanilla ice cream cone at a
Texas Foster Freeze. This film's
goat is the mner smile, not the
guffaw The screenplay, which
Byrne cowrote with Pulitzer
Prize winner Beth Heniey and
Stephen Tobolowsky, has a
seamiess, compact quality that
comes from objectivity. There is
no saif-induigence on the part
of Byrne as his nuclear Will
Rogers character talks to the
camera, providing glimpses into
the Fives of chasacters who
reside in the fictional every
where of Virgil, Texas. | think
the director chose the Texas
locale precisely because the
reutrality of the fiat landscape
serves to heighten the eccen-
fricity of the film's characters.
Byrne has combined an out-
standing ensemble cast with a
truly American point of view to
shape a delightfal and artful
luman cemedy. —BC
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WHAT'S GOIN' ON: Marvin Gaye's
personat studio, where wel-
knowns such as Stevie Wonder
and the Pointer Sisters recorded
hit albums, has been refur-
bished and opened to the
public as Marvin's Place by
Syndicorp in conjunction with
the Hollywood Chamber of
Commerce. A grand opening
party was held October 9th at
the studio. About 300 people at-
tended, including Luther ¥an-
dross, Rockwell, and Gunner &
Matthzw Nelson (Rick's twin
sons), along with many veteran
Motowners. Marvin Gaye's family
was aiso in attendance (that's
Marvin's brother and sister,
Frankie and Zeola, in the pic)
in order to accept a plaque
dedicating the studio to the
memovy of the late singer The
tastefully decorated stugio has
state-of-the-art equipment and
two engineers—Richard Barcel-
lona and Michael Monarch—
whose experience in the music
industry dates hack to the Six-
ties. With all this going for it.
Marvin's Place should be a
credn to the fegend of Marvin
Gaye. —I6

STOCKING-STUFFER IDEA: Just in
time for the holiday seascn
Capitol Records has annourced
the rlease of a twelve-album
series encompassing nearly-a
quarter of a century of music,
Entitled Rock of Ages, the boxed
set contains 144 different sengs
performed by some 87 recording
adtists; it covers the years
1950-1974 and draws heavily on
the bountiful UA, Liberty, and
Imperial catalogs. The series is
Capitol's most extensive repack:
aging program ever. Aithough the
twelve LPs aie being sold as a
package, theyll also be individu-
ally avaitable Rbck of Ages was
compiled and annotated by Alan
Warner.

TOO BAD YOUR BED DOESNT
HAVE ANY POSTS: “When subtlety
fails, you must resert to violence;
exclaimed JLM's Kist Ahktar
recently. Gefien Records must
have wanted to resgrt to violence
when they got the news that
Eiton John was leaving their
labet after his next record is
released. Eltan is reportedly jump-
ing ship and saiting over to MCA
or PolyGram for megabucks. . ..
Rod Stewart was chucked out of
a tondon Chinese restaurant after
quibbling over a biif Rather than
argue with the platiaum rocker,
managemernt decided to make
headlines and have him physical-
ly removed. ... Boy George is in
the process of recording his first
solo record, but the project has
been plagued with problems.
George’s voice is so damaged
from doing heroin that all his
vocals have to be rerecorded and
then drastially electronicaily
aitered. Marilyn is causing George
problems as well. Penniless, the
transvestite pop star is attempt-
ing to teli the “inside story” to a
Fleet Street paper for mega-
pounds. .. Stevie Ray Vaughan
was forced to cance! his Euro-
pean tour and check into a
Georgia hospital for substance
abuse. . .. Notorious is the title
of Duran Duran's forthcoming
album. Andy Tayior plays on the
record, and sc ends his involve:
ment with Duran. According to
editors of America’s leading teen
magazines, DZs heyday is over.
Nobody warts to read about
them anymere, and a-ha seems
to be the band to watch. . ..
finally, watch out for L A's hottest
new band, the Breakfast Birds.
The band has just signed with a
major label, and thew debut
album, looking for Battles by the
Side of the Road (available on
the Birds' own Behind the Neck
label) featurzs hot, throbbing
music, accompanied by pulsating,
passionate vocals the likes of
which 1 havent heard for a long,
long time {at least six

months). ... Untii we meet
again. . .. ~Hevin Koffler



—L.A. GUITAR SHOW HIGHLIGHTS

David Galio Sabrina Frees-Perrm Cavid Gallo Loni Specter

Jeft Frazin

Diving Duck Productions, in association with Music Connection, ‘aunched the Fourth
Annuat LA Guitar Show the weekend of Oct. 4th and Sth at the swank Hollywood
Roosevelt Hotel. The newly refurbished Roosevelt provided a Hotzl Califoinia
atmosphere, which blended perfectly with the Miami Vice hiteck duds that are
currently de rigeur for mck & rolf trade shows. Attendance was double that of last
year's event, as over 4000 ooh'd and aahd over the latest musical instruments,
amps, and accessories offered by 40 different manufacturers.

In addition to checking out that new guitar, amp, or synth {ar trying to scam a
set of free strings), guests were also provided with continuous Zoncert perfor-
mances in the hotef's Biossom Room. The Saturday lineup was Seymour Duncan &
B Friends, Gregg Wright & the Heat, Jeff Berlin & Co., culminating with a special

i) evening performance by SyathAxe virtuoso Allan Holdsworth. On Sunday, however, the
. emphasis was decidedly more on rock & roif, as KNAC radio personality Scorchin’
Scotty emceed a hammerdown show featuring London, Vixen, Michael Angela, and a
i cuiminating all-star jam. Spotted among the many mainly incognito luminaries in
attendance (disguising themselves and keeping a firm grip on their checkbooks)
were Steve Lukather (Toto), Blackie Lawless (WAS.P), James Buiton, Holdsworth
himself, Tony Brock {Rod Stewart), and Steve Ferris (Mr. Mister). Other celebs
avoided our probing eye altogether—but that's showbiz.

The Duck and MC would like to thank the follewing participants for helping to
pit this year's LA Guitar Show on a different level altogether: Steve Martin, Darryt
Specter, Barry Victor, Steve Weinberg, Rudy & Charlotte Specter, Robert Ferraro,
Dennis Blanchette of dB Sound, Steve Gromm of Sunn Lighting Jeff Berlin, Avatar
Color Guard, George Ghiz, Steve Ferris, Allan Holdsworth & SyntaAxe, Scerchin Scotty
& staff at KNAC Radio, the staff of the Hollywood Roosevelt {pa-ticularly Patricia
Luster, Robert tucerio, & J.C. Latania), John Kennedy, and the G.LT. stage crew: Thom
Lowery, Elaine Anderson, John Borsa, John Cary, Mark Morford, Steve Overholser, Ken
Pewthers, Dave Barrera, Joseph Hooker, Sebastian Marino, and Tom Longware. See
you next year! —Barry Rudolph
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Model 38 8-Track Recorder/Reproducer
and M308 8-Track Mixer

veryone suffers perfor-
mance anxiety from time
to time. But TASCAM has the cure.
Our Model 38 8-track recorder/
reproducer and M308 8-track mixer
give you dual-function flexibility for
true peace of mind. In the studio or
on the stage.
TASCAM's half-inch 38 outper-
forms any quarter-inch or cassette
recorder with technology that all

but eliminates crosstalk. Which
means that even if you're a synth
player doing sync-to-tape, you
can lay down a full seven tracks of
music and a sync track without
a guardband.

For clean, clear recording and
sound reinforcement, TASCAM'’s
M308 mixer gives you more head-
room, better transient response and
16 controllable inputs for recording,

PERFORMANCE ANXIETY.

24 for PA. So it's perfect for the small
group or solo musician.

Performance anxiety is serious.
But there's no need to suffer. Seek
professional help from TASCAM
today. And get the cure.

TASCAM

TEAC Professional Division

7733 Telegraph Rd. » Montebello, CA 90640
Telephone: (213) 726-0303



PAUL SIMON’S ODYSSEY
Sing Soffly & Carry O BiiT

T by Kenny Kerner : =
be past few years bave not been easy ones for Paul 3
Simon: The 1982 dream reunion tour with longtime
[riend and performing partner Art Garfunkel didn't
exactly go as planned; bis second marriage—to actress
Carrie Fisher—ended up on the rocks; and his 1983
Warner Bros. album, Hearts & Bones, pretty much fell
on deaf ears. Paul Simon clearly needed a change to
get bis creative juices flowing again.

During the summer of 1984, while most Americans
were watching Carl Lewis and Mary Lou Retton go for
the Gold, Paul Simon was becoming enthralled with
the music on a mysterious unmarked cassette that a
[riend bad sent to bim. Simon played the tape inces-
santly, purely for enjoyment. It was the perfect sum-
mertime music and it reminded bim of mid-Fifties
black rock 'n’ roll. The kind of music be listened to dur-
ing bis youth. The kind of music be loved.

But as time went on, Simon’s infatuation turned
to obsession as this music of unknoun origin began
to penetrate bis very being. Simon soon began to sing
melodies over the rbytbms, eventually making up lyrics
to the songs themselves. But be still had no idea what
be was listening to.

Determined more than ever to satisfy bis curiosity,
Simon discovered that the music bed fallen in love with
came from South Africa. The unidentified tape was
in actuality an album entitled Gumboots: Accordian
Jive Hits, Volume I, featuring the Boyoyo Boys.

Coming off the disappointing Hearts & Bones LF,
Simon found this unusual music to be just what the
doctor ordered in terms of rejuvenation. It provided
the shot in the arm Simon needed to get the old song-
writing gears turning.

With no preconceived notions at all, and not one
completed song, Paul Simon recruited South African
record producer Hilton Rosenthal and embarked on
a journey to a foreign land. The aim was simple: to
cut a few tracks and try to capture the feeling of the
tape that bad reinspired bim.

Accompanied by a translator, Simon began the re-
cording process that eventually resulted in bis current
album, Graceland, now being criticially acclaimed as
the Sergeant Pepper of the Eighties.

On Graceland, Simon immerses bimself in the
sounds, rbytbms, and players of true South African
music. But by enlisting the talents of Los Angeles’ Los
Lobos and Louisiana zydeco dance band Good Rockin’
Dopsie & the Twisters, be’s brought that musical thread
Jull circle.

From bis offices, located in Manbattan’s famous
Brill Building, Paul Simon graciously spoke with Music
Connection about bis African Odyssey. What follows

is the text of that conversation: » 2 . 2
Maria Robledos
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SIMON: Hello, Kenny.

MC: Paul, how are you?

SIMON: I'm good.

MC: You sound exhausted.

SIMON: I'm exhausted from the Mets. The
[National League Championship Series)
took a lot out of us here in New York.
MC: Where the bell did this Mike Scott guy
come from anyway?

SIMON: He pitched a no-hitter the last game
he started.

MC: Yeab, and be took the Cy Young
Award away from Valenzuela.

SIMON: Yeah, he did, didn’t he. And Valen-
zuela had a great year too.

MC: Well, now we bave enough copy for
the sports page; let’s talk about music. In
your interview with Rolling Stone, you
said, ‘Apart from the fact that I bave to
80 out and be a little bit of a salesman
Jor a while, I'm fine” Do you dislike talk-
ing with the press?

SIMON: Being a salesman is not my favorite
activity.

MC: Your last album, Hearts & Bones,
wasn't really a commercial success, yet
you followed it up with Graceland, an
album that takes even more chances
musically. Were you concerned about it
being well-received?

SIMON: My concern wasn’t so much for the
album to be successful; I wanted to make
sure that it at least got heard. I wanted it
to get a shot. You know, Hearts & Bones
wasn't very commercial either. And 1
didn’t do anything for it in any way. |
didn’t in any way come and explain what
was interesting or good about it. And it
just went away . . . it really just sort of
went away. | didn’t want that to happen
this time. You put too much work into it
for it to just go away. So, it’s not so much
a concern for its commercial potential—
which we didn’t think was particularly
great when we put it out—but it has more
to do with just being fair to it. Because
if you don’t go and do interviews and
make yourself available—in fact, if you're
not a salesman—the chances are that peo-
ple will ignore something that is different.
And it’ll just go away.

MC: Did you ever just sit doun and say,
“Wait a minute, I'm Paul Simon, I bave
a proven track record, I shouldn’t have
to do this?”

SIMON: Well, I did say that for a little
bit...but, uh... what does that mean?
It's kind of a stupid sentence, really.
They're not applying a separate set of rules
to me! These are the rules today. That'’s it.
This is what everybody does.

MC: Because Hearts & Bones wasn't that
successful, did Warner Bros. sort of ask
you to do press or was it your idea?
SIMON: No, not at all. That company is a
great company. It's the most musically
oriented company in the business today.
It's the only company in the record
business today where the heads of the
company come out of the music end of
the business and not out of the business
end. They're a very supportive company.
They never complained when I didn't
work on Hearts & Bones and they didn’t
ask me to come and work on this. This
time, | told them I'd do it. I don’t want
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to have the experience of writing songs
that I think are really good and then no-
body hears them. I don’t mind if they’re
not hits; I don’t mind if they're not in that
top 40 format. But I do think that if a song
is really good, it should be heard—even
if it’s a more limited audience than I used
to have when I was at the absolute peak
of my popularity with Simon & Garfunkel.
But I don't expect that again.

MC: I think you might be underestimating
your current popularity just a bit.
SIMON: Well, that would be nice. But it’s
really not about the hits. What I really
want to say is that I work very hard on
my stuff, and when it comes out. ..l
mean, there are probably a lot of people
who would have been interested in Hearts
& Bones if they would have been aware
that it was out, The only single they put
out was “Allergies,” and that wasn't a hit.
It wasn’t even the best song on the album.
So a lot of people aren’t even aware of the
record. I'm personally very proud of sev-
eral songs on that record.

MC: After listening to Graceland just one
time through, I was still able to feel and
hear the sincerity that went into the mak-
ing of it. You sounded very much at home
with a very different kind of music.
SIMON: I love South African music and mak-
ing this album was a real special experi-
ence. My personal interaction with the
players was wonderful. I'm just crazy
about Joseph Shabalala and Ladysmith
Black Mambazo and I love the guys in
Stimela—not just as musicians, but as peo-
ple. It was a very enjoyable experience. It
was liberating in a lot of ways because 1
was doing it out of a sense of real enjoy-
ment. | think that when you hear the rec-
ord you can tell that I was into it. I was
really into it.

MC: What I found interesting is that the
album draws your attention to the situad-
tion in Africa without ever making a po-
litical statement. You make the statement
by not making the statement.

SIMON: That's exactly right. That was the
main thing I had to explain. That was the
main question that people asked me. I
think you end up being more sympathetic
to the South African cause because 1 didn't
make a statement.

MC: Throughout your career you've always
dabbled in different kinds of rbythms—
“Me & Julio,” “Cecilia,” “'Loves Me Like a
Rock,’ “El Condor Pasa’—so this South
African-type album shouldn’t have been
totally unexpected from you.

SIMON: The thing that was different with
this was that it was beyond a dabble. It was
more of an immersion.

MC: Even with a translator, bow did you
communicate musically with those musi-
cians who didn’t speak English and who
weren’t at all familiar with your music?
SIMON: The groups that didn’t speak
English, and that I used a translator for,
they were groups whose records / was
familiar with. So, although they didn’t
know me, I knew them. So I could just go
to one of their records and say, “Let’s start
by playing the song that’s on Side One,
Band Three!” I knew something about
their music because I'd been listening to

their records. With the groups that knew
my music and knew me, we were able to
just sit down and improvise from scratch
until we found a groove or a thing that
worked. They were able to make changes
and follow my thinking. With the other
groups, I had to think about how I would
fit into their mold.

MC: There's an awful lot of co-uriting on
the Graceland album. For an artist who
has written numerous songs that have
gone on to become standards in Ameri-
can music, bow did you bandle writing
with other people for the first time?
SIMON: The co-writing credits are all dif-
ferent in their nature. Like the “Gum-
boots” track—that was an instrumental
track that I heard. And the song that I sang
over it is purely my song and my lyric. But
the musical idea for it would never have
occurred had I never heard the “Gum-
boots” track. So I consider it a collabora-
tion. On the other end of the spectrum,
“Homeless” is a total collaboration—we
each wrote half the lyrics and we each
wrote half the melody. So it pretty much
ran the spectrum from being influenced
and crediting the influence to a direct and
total collaboration.

MC: When you finally began the recording
Dprocess in South Africa, did you bhave to
change a lot of your original song ideas?
SIMON: I didn’t have too many ideas when
I went. I was much more open. When I
went I didn’t think that I was going to be
making an album. I thought I was going
to be cutting a couple of tracks. And 1
didn’t even know if they were gonna work

~out.

MC: So when you actually started to re-
cord, it was pretty much experimental.
You didn’t even know whether any of the
tracks were going to be used, right?
SIMON: That’s right. Once I saw that it was
working, I started to bring people out.
Once I began to get familiar with the dif-
ferent players and met people, I began to
bring people out.

MC: How long did the entire Graceland
Dproject take, from inception through the
final recording stages?

SIMON: I started listening to the music in the
summer of ‘84, I started recording in ear-
ly ’85, and I finished in the spring of '86.
MC: Have you listened to the album since
its completion?

SIMON: I listened to it about a week ago. |
hadn’t heard it in about a month or so.
MC: Now that some time bas passed and
you've been living with it for a while,
what are your reflections about the
album?

SIMON: “Diamonds on the Souls of Her
Shoes’—that’s my favorite. I think that
“Graceland” is one of the best songs I ever
wrote, I think “*Boy in the Bubble” is real-
ly good. “Homeless™ is in its own cate-
gory. Those four are my favorites. I like
“Crazy Love” too. It’s kinda overlooked,
but I really like that one. You know, we
just went in and remixed “Boy in the Bub-
ble” because they're gonna put it out as
a single in Europe. We remixed it and did
a better mix. You know, the more time you
have on these things . . . like when I hear
the record now I say, “I should have done
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this or I should have done that in the mix’’
One track 1 listened to and said, "Oh, now
I know how to do the arrangement for this
tune’’ The more time you have, the more
you can solve problems. Of course, at a
certain point you gotta say, "That'’s it—
we have to shut it down’”’

MC: Apart from the music, this is probably
your strongest album, lyrically speaking.
Did you alone write all of the lyrics?
SIMON: Nobody else wrote lyrics except Jo-
seph Shabalala, who wrote the Zulu,
MC: Under more normal conditions—
back in New York, for example—bow
would you go about writing a song?
SIMON: In a way, it’s the same process. Ex-
cept that instead of sitting by myself with
a guitar [if I were in New York] I could sit
down with a bunch of players and let
everybody jam. And create a rhythm track
and then write the song over it. This was
something that I had done in the past, but
it isn’t [my| primary way of writing. I did
it on Late in the Evening” and I even did
it on "Cecilia’’ I've done it maybe five or
ten times in my career. When I went with
this approach, it gives me the added lift
of having great rhythm tracks. And once
I say, *Yeah, this is a track that I like;" it's
already established that we now have a
good rhythm track. Now if I write a good
song, we know that the record is gonna
be good. If I do it the other way, if I first
sit down and write a good song, 1 still have
to go in and cut a good track. 1 think that
one of the problems with Hearts & Bones
was that 1 wrote better songs than the
record; in other words, the record itself

wasn't as good as the songs on it. And if
you don’t get them both together, it just
doesn't come off. You've gotia pull them
both off for it to be entertaining to peo-
ple on some kind of deep level. Other-
wise, it’s entertaining to people who are
only song-oriented and you eliminate the
people who are record-oriented. Grace-
land appeals to both, and 1 think that’s
why it's more popular than Hearts &
Bones. Aside from the fact that I'm out
here selling!

MC: The video that you did with Chevy

“THE PROBLEM
WITH HEARTS
& BONES wAS

THAT THE
RECGRD
ITSELF
WASNT AS
6000 AS
THE SONES

Chase for the "'You Can Call Me Al” single
proves positively that less s more. How
did that video come about?

SIMOMN: Lorne Michaels came up with the
idea and the video was directed by Gary
Weis.

MC: Chevy really did an incredible job of
mouthing to the song. It looked almaost
Derfect.

SIMON: Chevy really learned it. He's a very
musical guy, you know. He plays piano, he
has a recording studio in his home, and
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he’s very into music—very into it. We real-
ly had our characters down in the video.
It’s a funny thing—we're so different in
size, but there’s something about our
shapes and the way we move that almost
makes us look the same.

MC: Toward the very end of the video you
sort of break character and laugh for a
second. What happened?

SIMON: Oh, yeah—because instead of lip-
syncing there, Chevy actually blew the
horn right in my face. I guess he was just
trying to goof and get me loosc.

MC: Will you be doing any other videos for
the album?

SIMON: I have a video on "Homeless'™ that's
very, very effective, 1 think. It's a perfor-
mance video with Ladysmith Black Mam-
bazo with some South African footage in
it that's very moving. Then there’s a video
on "The Boy in the Bubble? But the next
single from the LP will be the title track.
MC: Have you ever spent a moment or two
and just marveled at some of your song-
writing accomplishments?

SIMON: No. I never think that way. I tend
to think I'm more the opposite. 1 tend to
be much more critical—I am much more
critical. It's very seldom that I'm giving
myself any compliments.

MC: Don't tell me that you re still in search
of that perfect song?

SIMON: I wouldn't say that I'm looking for
a great song or a perfect song; it's just that
in almost every picce | do—some more
than others—1 feel that I didn't quite get
it. But sometimes I feel that I came pretty
close and 1 should get off my case. ... B
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BRIAN ELLIOT 3§

Papa Writes |
a Mega-Hit

“Madonna changed
‘pet’ to “girl) 7 Elliot
says. “She didn't know
what ‘pet’ meant. That's
what I call my little
boy Brook”

by Jay Padroff

l always thought if | could rharry the
I urbane sophistication of a Cole Porter
with a real bombed-out funk groove
like James Brown, | would have been doing
the right thing,” says Brian Elliot, who penned
—with “additional lyrics by Madonna’—the
pop diva’'s Number One international mega-
hit and cause celebre, “Papa Don't Preach”
"I'm still after that ideal, he adds with con-
viction, having succeeded in resurrecting the
dark lady of song as a veritable Victorian.
"Strange things happen, Elliot muses. "A
few months before she decided to do my
song, | saw her on TV and said, ‘Yeah, that's
a real talented girl. | bet | could write some-
thing great for her. And it came to pass. You
get thrown into the strangest circumstances
in this life”

The patriarchal paean crept into Elliots
thoughts while he slept. “I had the title in
my head for years. It was running around in
there, and one night about 2:30 | woke up
and | had the whole idea of the song—the
story of the girl who's a little bit pregnant and
wants to keep the baby, much to the conster-
nation and dismay of all her friends and her
family. | had never heard that in a popular
song, and so | thought, ‘Well, we have a pret-
ty good shot at something a little unusual
here! Sometimes, things get lost along the
way—you have a good idea, and you don't
quite nail it, and it’s dissipated by the time
you finally get it together. But | had strong
feelings that if | could stay close to my con-
ception, the song was going to be a hit. | was
also aware that it would have certain contro-
versial overtones, and that would be
interesting.’

No activist, Elliot claims it was never his
intention to become a spokesman for the
New Right. Now, an “I'm Keeping My Baby”
concert is indeed in the works to raise money
for unwed mothers. “The Pro-Life League has
decided that ‘Papa Don't Preach’ is a rally-
ing cry for them. All around the country, their
offices have adopted my song. Strangely
enough, Tipper Gore, the founder of PMRC
[Parents Music Resource Center], who used
to condemn Madonna, has applauded the
song’s urgency and sensitivity. Of course, I'm
really glad this happened after the fact
because | was a little worried that had Tip-
per Gore given her public support of the
song earlier on, it might have killed it”

Madonna seems quite at home with the
moralizing, quasi-religious overtones of the
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Craig Mailloux

material. "On a lyrical level, the stern father
figure is not so much a literal father as a
remote [patriarch] where the buck stops. |
thought that it also made a real interesting
kind of a tension if the girl knew she wanted
to have her father’s blessing in this dilemma.

“I had a 16-bar verse, which | thought was
just the perfect amount. Real tight. Popular
songs to me work because of the compres-
sion involved. | mean, you have to heighten
the language—make it an elevated kind of
language. The sense of urgency comes
through a lot faster than in ather forms just
because of the compression involved. You
have to nail a whole character sometimes in
one or two lines”

After a brief career as a recording artist (he
had an album on Warner Bros.) Elliot built
a 24-track recording studio cailed Brian Elliot
Recording in North Hollywood. I built it
mostly to be able to do my own work, but
the realities of maintaining the place forced
me into the studio business more than | really
wanted to be—plus, the record business went
through lean years.

"All this time, | continued to write. | sharp-
ened my craft, saved the best songs, and con-
tinued to rework them. Some of the stuff that
| like t've cut four or five times. I've made
some foreign deals in the meantime. | have
contacts—people | would meet in the studio
business and around town—who say, ‘Do us
some dance records for France! ”

Elliot evolved from singer/songwriter, the
archetype of the Seventies, into songwriter/
producer, the Eighties ideal. ”I may still
emerge as a performing artist, but that's low
on my list of priorities right row. I'd rather
write and make tracks than be out on the
road. I'm sort of sedentary by habit—I like
coming down to that studio and turning on
all my synthesizers. The beauty of the syn-
thesizers and all the effects devices is how
rich and colorful they sound right away. You
have orchestral colors at your fingertips—it's
very easy to be enthralled by it all.

”| started cutting some stuff on a great
young singer named Cristina Dent. | took a
tape over to Warner Bros. and | played it for
Michael Ostin, who is the head of A&R and
an A&R man in the best sense. He liked the
first song, but he completely fell out over
'Papa Don't Preach! He piayed it back a
number of times, and | had a very strong feel-
ing that we had something happening at that
point. I've sat in meetings where the guys are
polite or they like stuff, but the electricity isn't

there. At that point, the room was charged.

"Michael called me a bit later and said,
‘Would you mind if | played the song for
Madonna?’ | said, ‘No, that’s all right! Then
he called me back and said, ‘She’s knocked
out with the song and would like to do it for
the album! ” Elliot had been chosen.

“Well, at that point, Cristina and | had
been working together for six months or so.
| felt that the song was strong enough to
make it and to do something for Cristina—
to get that career rolling. But | was persuaded
by a great many people that to have Madon-
na cut the song would be an astute move for
everybody. It would bring a lot of credibility
and visibility and economic autonomy for
me and everything | was doing—and move
my career ahead by four or five years in a
six-month span” So, Cristina Dent’s star was
put on hold as Madonna went to work on
the song.

"One day, | was thinking, 'l would love to
hear what Madonna has been doing with the
song. [The office of her manager] Freddie
DeMann called and said, ‘You can go over
and listen at the studio. She won't be there!
I'm listening to it for the first time, and | hear,
‘Well, did | wreck your song? And | turn
around and there she is, and that was the first
time 1 had seen her Levis with the famous
torn right knee.

“We had a spirited discussion at that point
about certain interpretations of lines, and it
was resolved to the mutual delight of all
concerned”

Madonna brought a different feel to Elliot’s
song. “Hers was more upfront, a little brighter
in approach. It was more in line with what
she had made her big career moves on. She
Madonna-ized it. | went for a darker color
and mood to illustrate the emotional crisis
and the crossroads situation that this girl was
in. Once you let somebody else perform
your songs, they’re gonna bring their own
personality and style to it, which is great in
the case of an artist as strong as Madonna,
who has the kind of instincts and savvy that
she obviously has. She makes things work
very well for her. It's obviously a very power-
ful rendition of the song, to go to Number
One around the world in virtually no time
at all.

"My lyric was originally, ‘Papa, | know
you're gonna be upset / ‘Cause | was always
your little pet’ Madonna changed ‘pet’ to ‘girl!
She said she didn't really know what ‘pet’
meant. | didn't get that because that’s what
| call my little fouryear-old boy, Brook—
my ‘pet.” Madonna took an “additional
lyrics” credit for writing: “You always taught
me right from wrong/ | need your help, Dad-
dy, please be strong /1 may be young at heart,
but I know what I'm saying”

“When I first wrote the song, my instinct
was to put a neo-baroque string quartet in-
tro on the front of it. | backed off of it because
| thought, let’s let the emotional text of the
lyric carry this song” However, in arranging
and producing the song, Stephen Bray had
virtually the same idea. I think they did a
great job with the production. Everyone loves
the string things that Steve did on the front
of it”

“Papa Don't Preach” was the first single
to follow the True Blue album’s release.

"Madonna insisted upon it being the first 30 » ‘
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WENDY WALDMAN e
In Search of -
the Payoff

“If you analyze the
lyrics and underlying
theme of ‘Heartbeat, it’s
actually a very

deep song”

by Wendy Waldman
as told to Lawrence Henry

endy Waldman has recorded seven

Walbums as a solo artist, and is cur-

rently working on an eighth. From

the beginning, in 1983, when Rolling Stone

hailed her first record as the “Singer/Song-

writer Debut of the Year,” Waldman has en-
joyed a reputation as a writer.

In the years since, her songs have been
recorded by Kenny Rogers, johnny Mathis,
Linda Ronstadt, Kim Carnes, Maria Muldaur,
and many others. Her current releases in-
clude “Heartbeat” (co-written with Eric Kaz)
from the Don Johnson smash album Heart-
beat (CBS), “That's How You Know When
Love’s Right” by Nicolette Larson and Steve
Wariner, and “Home Again in My Heart”
(with Josh Leo) by the Nitty Gritty Dirt Band.

Let me start by saying that | approach
songwriting, even though it's a commercial
medium with some pretty serious constraints
on it, as art. Thats the foundation of my
work. It always has been—that's been my
stamp. It may have caused me to lose ground
from time to time in some areas, but in the
long run, that's my strength. So to me, you
have to always balance the underlying integ-
rity of the work with the needs of the vehi-

cle you're deaiirg with. A perfect example
of that is “Heartbeat” If you really analyze
the lyrics and the underlying theme of the
song, it’s actually a very deep song. It's a song
about really looking for something more. It’s
very clear; the lyrics are all there.

That's always my goal as a writer: to satisfy
the needs of the radio, to pay off, because
people have become used to payoffs. But |
think all art—you look at a great painting,
there’s a place where you want it to satisfy.
And if that's what you mean by pavoff, Ill buy
that.

I think in all successful music there is
some type of payoff. The question is, what
level you're looking for the payoff. Are we
looking for a very superficial, sort of shallow,
"Hey, show ‘em a good time and leave 'em
laughing”? Or sometimes you get a song
where the payoff is on a more significant
level. And there are some very successful, big
records that succeed on both levels. When
you're dealing in a popular medium, any
angle that you want to take to focus your
payoff is valid. Now we're talking about payoff
from a production standpoint. And that, of
coruse, is a whole new issue that we're deal-
ing with in Hollywood. You can have a ba-

sically mediocre song and a mediocre singer,
and the payoff can all be in production. That's
okay. For a songwriter like me, | would have
to say my goal is to pay off on all levels.

| may go out on a limb saying this, but
I'm committed to this belief: In the long run,
the songs that you will remember are the
songs that are built from the ground up on
an idea, and a melody, and a lyric. Those
are the kind of songs that you could indeed
play on a guitar or a piano, even if the ver-
sion that exists is totally synthesizer. | con-
tend that in years to come, those songs are
going to be remembered. And there are a lot
of songs that have been on the Top Ten that
you cannot even remember. Because there
wasn't the kind of depth to them that gave
it life on its own.

When | started out | had a certain ap-
proach. Now, 20 years later, there's really no
rules. Lately, songs will come to me while
I'm driving in the car, and I'll go, “I'm gonna
have to write that, thats a great idea!” And
| may not get around to it for months. But
I'm carrying it around in my head all the
time. | know some great writers who never
actually sit down and write it till it's fully
formed in their heads.

| also do an extensive amount of collab-
orative work with other writers. So your
writing habits are affected by the people
you're working with. You've got some writers
who need to sit for ten hours without mow-
ing. You've got other writers whose attention
span is so short that you can go out for lunch
afterward.

The pluses [of collaboration] are obvious.
First of all, you hope two good minds are bet-
ter than one. A partner can head you oft
when you're about to plunge a very fine idea
into the hopeless, self-indulgence. We're in
a business where we're trying to communi-
cate to the public. So if there’s a couple of
writers, | think you have a better shot. Also,
if you work with another accomplished
writer, you are going to learn more about
writing, and that's what it's all about.

The third and least-mentioned, but the
one that's many, many times more prominent
in some people’s minds, is the political ad-
vantage. I've always found that kind of pe-
culiar. I'm sure few writers are going to tell
the truth to you, which is, “Yeah, everybody
writes around because they’re hoping that the
other guy is gonna get hot”

| have some real strict rules about collab-

orating that I've developed for myself. Be- 30 »
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JOHN DEXTER

A Hired Gun
Stakes Out
His Turf

“Martha Davis took my
ideas and made them
better”

by Bud Scoppa
l ; hat has happened in the past
year,’ says Tom Vickers, a pro-

fessional manager at Almao/Irv-
ing Music, "is that the rock/pop song as an
entity that's put into a group situation has
gone from a rarity to a necessity. Because in
the Seventies a lot of rock groups who had
an AOR base sold records and did fine by
getting airplay on hip AOR stations and then
touring. Now that AOR base doesn't mean
shit. And unless you have a top 40/CHR-type
song or situation that you can build into,
forget it

As the pop marketplace is put under ever-
greater scrutiny by the music biz, forward
thinkers like Tom Vickers look for ever-more-
specialized talents to fill specific needs. If,
for example, rock bands are seeking outside
songs to cut as pctential crossover singles,
guys like Vickers are gonna find people to
write those songs; if he doesn't do it, some-
body else will.

So it was that Vickers “flipped out” when
Alan Okun, the head of A&M’s artist develop-
ment department, played him a foursong
demo of “high level midtempo pop/rock
tunes” by a 27yearold Vancouver-based
writer named John Dexter. It was obvious to
Vickers that Dexter could write just the kinds
of songs that rock bands and producers so
desperately need these days. Within a few
weeks, in October of ‘85, Dexter was the new
kid on the Almo/lrving writing staff, and
Vickers was looking for situations to plug his
guy into.

For the most part, the wheels turn with
excruciating slowness in the music business.

18
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Lester Cohen

But when you've got something they need,
youd be surprised how fast they react. Faster
than you can say “AOR/CHR crossover;” Dex-
ter had songs placed with Helix and Tri-
umph, and better still, credibility-wise, he
began collaborating with Martha Davis on
songs for the upcoming Motels album, to be
produced by Richie Zito. At that point, he'd
already co-produced and co-written Lover-
boys' “Heaven in Your Eyes,’ now a hit single
from the multiplatinum Top Gun soundtrack
LP. More collaborative work with Loverboy
followed, including “Let the Good Times
Roll; a targeted single from the upcoming
soundtrack to Hearts of Fire. Dexter had
found his niche in the brand-new field of
rock troubleshooting. In recent months, he’s
been called in to collaborate with such nor-
mally self-generating acts as Tommy Shaw,
Jimmy Bames, and Fee Waybill. Dexter has
a bright future as a writer/producer, and
Vickers has himself a new star, not to men-
tion some newfound job security.

“One of the things we've staia:d doing,
Vickers explains, “is putting writers who are
suited to it into a working relationship with
a band, or the principal writer from a band,
1o generate material, because the well does
run dry at some point. If you're a good, hard-
working band, you may get through your sec-
ond, third, or fourth album; then, all of a sud-
den, it's hard coming up with that hit song,
or those catchy lyrics, or that hot melody. So
John can come in and bring something to
the project, and everyone benefits from it:
They get a hit song, he gets a good cover,
and everybody’s happy”

Ah, the simple beauty of this innovation.
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The band is still coming up with part of the
tune, so nobody’s gonna label the gambit a
sellout. At the same time, the outside exper-
tise brings a concentrated injection of much-
needed creative juice. And how does Dex-
ter deal with this hired-gun role?

“What | try to do is come in with a bunch
of ideas, whether they be chords or musical
parts or melodies, and let them pick what
they like and let them develop it he says.
"It seems to work really well. We did that
with Martha: | came and played her three or
four songs; she took the title from one of
them and the chorus riffs from another one
and the verse riffs from another one. And she
turned it into something that sounds like the
old Motels—sounds like real good Motels
songs. | learned a lot from that, too; she took
[my ideas] and, | think, made them better—
made them her own. As long as they can
make it better, | don't care what they do with
it. To get a cuton Top Gunor on a Loverboy
record is—'

“Beer money, Vickers offers.

"“Yeah, beer money for the week,’ laughs
Dexter, who looks more like a USC football
lineman than, for example, like David Foster.
“But if | don't think they’re makin’ it better,
Il tell 'em?”

Surprisingly, Dexter didn't begin writing
songs until two years ago. “l was too much
into girls and having fun and making some
money. | was working for a concert produc-
tion company about three years ago and
something just happened and | decided |
wanted to be a producer. That year | got
together with two bands and | got offers for
both, but they were both real flaky bands and
they turned the record deals down, and it
really pissed me off. So | decided, ‘Well, fuck
this—I'm gonna learn how to write a hit song,
and if | can do that, then I'll be able to call
the shots while I'm producing’ ”

“Not a dumb guy here; Vickers says,
sounding like a proud father. “He figures
things out real quick. It's not this ‘It all just
falls in your lap outa the blue’ stuff. You got-
ta make your own breaks!’

“Definitely,’ says John Dexter, a young
man who's going places under his own pow-
er. He still wants to be a record producer
more than anything, and that credit line on
“Heaven in Your Eyes”“Co-produced & co-
written by John Dexter—is formal evidence
that he’s already halfway there. Not a bad
year's work for a guy whose business card
should read, “Have smarts, will travel” B
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SURVIVOR

Jim Peterik
Tunes His Vehicle

“Everybody uses
formula writing’ claims
Peterik (2nd from left).

by Guy Aoki

hroughout his long 20-+year career in
I the music business, Jim Peterik has

definitely been a survivor. It all started
in 1965 when he formed a group with some
of his high school classmates; they called
themselves the Ides of March. Peterik was
only 15 at the time. Four years later, in 1970,
he wrote and sang the lead vocal on “Vehi-
cle’ one of the most dynamic, irresistibly
catchy records of that year. But this #2 single
proved to be a fluke; no subsequent releases
even came close to the top 40.

Peterik left the group in 1973 to go solo,
with only ane album to show for it—a flop.
Five years later he formed the band Survivor
with collaborator Frankie Sullivan and lead
singer Dave Bickler. After a shaky start the
five-man band exploded with “Eye of the
Tiger," a song Peterik and Sullivan wrote for
the Rocky /Il movie. Spending six weeks at
#1 in the summer of ‘82, it sold 2 5-million
units and ended up one of the biggest hits
of the year. Accordingly, the album of the
same name spent four weeks at #2 on the
album chart. Survivor had finally broken
through, and Peterik had made a big come-
back in his journeyman career.

But success proved fleeting once again, as
their next album, ‘83's Caught in the Game,
failed to produce any hit singles and only
reached #82. It looked as if the group was
doomed to be known as “that Rocky group;’
as many thought they had been put together
just for the movie. But all that changed with

Jim Marshall

Vital Signs in 1984. Just prior ta the sessions
for that LP, lead singer Dave Bickler, who'd
lost his voice from overuse and “bad habits;’
was replaced by new singer Jimi Jamison.
Vital Signs generated three consecutive top
15 singles: “I Can't Hold Back,” “High on
You,” ard “The Search Is Over” Early this year,
Survivor revived the “Rocky” tag by supply-
ing “Burning Heart” for Rocky IV; it went to
#2.

At this point, Peterik and Sullivan seem
to have hit upon a winning commercial for-
mula that promises ta supply them with a
steady stream of hit singles over the next few
years, which their newest album, When Sec-
onds Count, will probably prove. In the pro-
cess, inevitably, critics have dismissed their
music as homogenized and formulaic, like
that of fellow pop/-ock groups Joumey and
Foreigner. But Jim Peterik says he doesn't at-
tempt to give his audience exactly what they
want.

“| write for me, really,” he explains. “1 try
to please myself tirst. 1 feel I'm fairly repre-
sentative of a record buyer, and | like the
songs that are in the Top Ten. So, | figure if
I'm pleased, that hopefully, thatll translate to
other people liking it”

Does he consciously try to write singles?

“Never, no. We just keep trying to write
the best [songs] we can. Because now it
seems like anything can be a hit. ‘Eye of the
Tiger! believe it or nat, we didn't know! We
thought itd be a big song in some way be-
cause it's associated with the movie. But we

wrote another song for Rocky //l, a ballad
called ‘Ever Since the World Began, which
ended up on the album, but not in the
movie. That was the one that we spent all
the time on. This is gonna make our career,
this is gonna be huge! And we sent the two
songs to Sylvester Stallone. And he liked the
ballad, but he heard immediately the poten-
tial of ‘Eye of the Tiger, where we were so
close to it, we didn't see it. It came too easy
for us.

“You know, certain songs, if it comes too
easy, you don't have as much respect for,
because you didn‘t sweat and labor, Peterik
continues. “We wrote ‘Eye of the Tiger in
about 45 minutes and then we fine-tuned it
over the course of about five days. It kind of
wrote itself, whereas with ‘Ever Since the
World Began, we were crafting every word.
And it's often that way; with the last album,
‘High on You’ was something that just started
as a jam that Frankie started in rehearsal. It
was one of those songs that just rolled off our
back. | didn't have enough respect for it be-
cause it was toosimple. And it took the suc-
cess of the record to convince me that it was
a good song! | mean, | knew it was good,
but | thought it was pretty lightweight—and
it is kinda lightweight. But the people related
to it. And it had a joy to it that transcended
calling it light or heavy, or whatever. People
smiled when they heard it”

How would he respond to the criticism
that Survivor sounds pretty similar to bands
like Journey, Foreigner, and other pop/rock
crossover bands?

“Obviously, we're kind of mining the same
territory, in a way, Peterik admits. “And to
the naked ear, there are similarities. But there
is a Survivor sound, and it’s distinctive. And
it comes from a lot of things—from the way
Jimi sings, from the way we write, and the
way the rhythm section approaches the ma-
terial. The material is very melodic, gener-
ally, and the lyric has some depth to it. And
when Marc [Droubay}—who plays like John
Bonham—attacks a ballad, it adds a certain
rock credibility; it makes a ballad into a rock
ballad. But | think to a lot of people who
don't listen to the lyrics, they sound very
similar. | also, more or less, consider it a com-
pliment, ‘cause those are bands that | admire,
greatly”

And what of the criticism that Survivor
writes “formula” hits?

“Everybody uses formula writing, as far as

I'm concemed. There are very few songs that 30 »
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DEVICE

Holly Knight
Uncovers Herself

“I was seeing other
people getting record
deals on my tunes/”
says Knight.

by Ben Brooks

n the cover of MC's 1985 Songwriter

Special was Holly Knight, writer of

many hits, including “Better Be
Good to Me” (recorded by Tina Tumer), “Love
Is a Battlefield” (Pat Benatar), “Obsession”
(Animotion), “The Wartior” (Patty Smyth &
Scandal), and “Never” (Heart). At that point
Knight had begun recording 2283, the debut
album of her new band Device. What was
it that had caused our ambitious cover girl
to take the plunge?

"l was writing for five years and seeing a
lot of my friends getting record deals and
other people getting record deals based on
my tunes,” says the self-assured Holly Knight.
“| was starting to think, ‘Wait a minute, this
is not fulfilling me as much as | thought” So
it was that Knight set out to put Device
together, with co-writer/producer/mentor
Michael Chapman acting as consultant and
personal A&R man. Chapman had already
secured a deal with Chrysalis, Next step: find
a guitarist and a singer. (Everything else
would be handled by Knight, her keyboards,
and her hi-tech machines.})

“She decided to do the club scene to find
somebody and she saw a good-looking
photo of what turned out to be Exposure, a
band that | had just joined, says Gene Black,
Device guitarist and session player on recent
dates for Rod Stewart, Tina Turner, John Ent-
whistle, and Berlin. “We were playing at
Sasch’s that night and after the set she came
up to me. | thought she had something that
definitely interested me and we ended up
working together. Funny thing was, the photo
she liked of Exposure was taken before |
joined the band!”

“I saw this guy and I just thought he was
a star the minute | saw him going onstage”

Matthew Ralston

gushes Knight. “At first | thought maybe I'm
just trying to make it happen too quickly, but
within two weeks wed demoed a lot of songs
on the album”

The demos were cut with Chapman han-
dling lead vocals. In so doing, he set a vocal
standard that proved difficult to better. “Mike
Chapman is an unbelievable singer, says
Knight. “No one else could sing as good as
him. We had demos where we had him sing-
ing the lead vocals and then we had instru-
mental versions of the same tune. So | would
travel all over the world and I'd audition peo-
ple. If | thought they were good enough I'd
have them sing some vocals on the instru-
mental tracks. Then I'd compare them to
Michael’s vocals”

It took almost two years before Black and
Knight came upon a wvocalist who could
compete with Chapman. In fact Paul Enge-
mann was under their noses all the time—
on some cassettes in the office of Chrysalis
West Coast A&R head Ron Fair. “It's funny’
explains Black, “because the whole time we
were looking, he [Fair] had known about Paul
and it never really dawned on him that this
might fit”

“I was kind of looking for a deal and Ron
over at Chrysalis was my friend for many
years,” explains Engemann. “| played him a
tape of one thing that | had written and a few
things | had done with some other producers
and he just went, ‘Uh! This is perfect—| got-
ta get this tape to Holly! ”

That was in August of '85. Recording
began in September and Paul Engemann
suddenly found himself under the meticu-
lous Chapman microscope, occasionally
printing a vocal but doing a /ot of singing.
“It was very difficult, because | was working

with a new situation, Engemann admits.
“Learning how to work with Michael and
what he was looking for took awhile. For ex-
ample, I'd ask Michael what a certain lyric
meant or how he wanted me to put it across
and he would say, ‘Paul, why are you trying
to make this mean something? It doesn't
mean anything! it took until Christmas to do
the first half of the album, then | got the rest
in just a few weeks”’

Meanwhile Holly, Gene, and Mike had
written a few more tunes and weeded out
other songs like “I Engineer’—co-written with
Bemie Taupin—songs that did not exactly fit
the Device sound. (I Engineer” ended up be-
ing the first single from Animotion’s second
album, Strange Behavior)

“We just had confidence that—while we
were in the middle of the record—we could
write the second half;’ says Knight. “l would
turn to Michael and say, ‘We gotta write the
rest of the album’ And hed say, ‘We're fine,
we'll do good! We were creating Device, its
sound and image”

What distinguishes Device from Holly
Knight's other song vehicles? “When | write
a song for someone else, it's more song’ she
says. “I'm concentrating more on the vocal
or whatever. There won't be a virtuoso lead
part going through, because | don't want to
put that stamp in [the artist’s] way. With this
band | just think its artistically stretched out
a lot more. And | wanted a masculine, sort
of tough vibe to the band. As a songwriter,
| was getting typecast as a woman who writes
for women in rock. Lyrically speaking,
Device is certainly a darker kind of side. it’s
not as wholesome.

“Device is my priority, it's my child) con-
tinues Knight. “it doesn't stop my career as
a writer because | have ten tunes on this
record where | might have one tune on
someone else’s record. | won't stop writing
for other people, but it will have to work
around my schedule with Device. | mean,
Gene will continue to do other things, but
we all have an understanding that this is our
priority and we will do anything to make this
band work. As long as it's not criminal”

And what does Holly Knight see for the
future? "My goal five years from now is to
be able to look back and say that Device is
the biggest band in the world, certainly in
America. We want world domination?” Con-
sidering the soso reception given 22B3
world domination may have to wait till next
year. B
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DOLBY & WILLIS

Forging the
Contempo Collaboration

“Allee writes up to 200
songs a year;” Dolby
says. “I've written 30
in my career”

by Jay Padroff

his is not a success story—Howard the
I Duck was a career mistake for nearly

everyone involved. The morning
following the benefit premiere screening for
the UCLA Film Archives, Thomas Dolby and
Allee Willis, both wearing sunglasses (hers
mirrored), discussed co-writing the film's
songs (which Dolby produced). As the inter-
view progressed over brunch in the patio of
the Beverly Hills Cafe, the cassette recorder
ran low on power, resulting (during playback)
in Dolby’s clipped Cairo/British speech pat-
terns and Willis' affected Detroit brogue ren-
dering the most exquisite duck sounds ever
elicited from the human instrument. (Sorry,
Steve Reich. Sorry, Donald. Sorry, Howard.)
The teaming of Dolby and Willis seems
quirky and brilliant, to say the least. Dolby,
the “serious” international artist and com-
puter wizard known primarily for his two
albums, The Golden Age of Wireless and The
Flat Earth (and two singles with videos, “She
Blinded Me With Science” and “Hyperac-
tive”) meets Willis, the witty and eccentric
solo artist whose early-Seventies debut album
Childstar (on Epic) dropped from view. But
she was reborn in the late Seventies as “the
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Rock Doc] cowriting a string of mostly black
pop hits and album filler with everyone from
Aretha Franklin to Peeswee Herman; her suc-
cesses include “Boogie Wonderland; “Sep-
tember! “Lead Me On, “Neutron Dance;
and “Stir it Up".

The purpose of the DolbyWillis musical
marriage: to provide hit songs for the all-girl
punk-rock band led by non-singer Lea
Thompson in what was intended to be a BIG
movie, with appeal to match The Sound of
Music and Star Wars put together.

“IGeorge] Lucas [the executive producer]
asked me to come up with some songs for
the band in the movie;' says Dolby, “and they
weren't playing my kind of music, particular-
ly, whatever that is. So | just needed an in-
jection of something from the outside to
shake me up a bit. | listened around to a lot
of things that were going on and looked for
names that good records had in common.
Some of the best recent songs I'd heard were
written by Allee, so we got in touch and |
asked her to work on this”

“Usually;” says Willis, “when | get calls to
write for films and they have someone in
mind to write with, it's someone who's a lot

stiffer than | am, and in the last couple of
years |'ve rarely gotten excited about a new
collaboration because a lot of times it’s gon-
na feel like I'm babysitting. | do have this
reputation of being ‘the Rock Doc’ who can
work with anyone, and as a songwriter you
don't usually reach this type of artist. | am
by no means putting down the Pointer Sisters,
but that's who you reach. This is a whole
other basket of whatever. So | thought it was
gonna be fabulous—a big movie and Thomas
Dolby’

At that stage, Dolby was engrossed in an
eight-month commitment to write the songs,
produce the album, and underscore the film.
“Allee has a very different way of working
from me, Dolby explains. “She writes up to
200 songs a year; I've written 30 in my career.
If ¥m sitting down at the piano trying to write,
| lose it and | go off and watch TV or do the
ironing. Allee tends to lock herself in the
music room ten in the moming and not
come out until 6 p.m., a very focused way
of working and a new way of working for me.
So it was interesting to fire things back and
forth.

‘“\We were creating a musical identity of
the band from scratch. When we first see the
band in the film, they're a hard-working club
band. They've got an identity of their own.
Over the course of the movie, that musical
identity takes on new proportions with the
injection of Howard's extraterrestrial pop sen-
sibility” Dolby and the filmmakers (writer/
director Willand Huyck, writer/producer
Gloria Katz, and Lucas) discussed Howard’s
influence on the band’s music—the lead
singer has fallen in love with him—so that
by the end of the film, the songs are more
suitable to “an otherwordly duck universe,
in which the inhabitants are dancing with
webbed feet”

“| was basically there to add whatever |
could!” Willis points out, “but it wasn't like
we were gonna start with my groove”

“The first two songs in the movie, ‘Hunger
City’ and ‘Don’t Tum Away, we wrote com-
pletely from scratch;’ Dolby says.

“You had the melody for the ‘Hunger City’
verse! says Willis. “I sang ‘Hunger City" as
a mock lyric when 1 was doing the chorus!

“| played a guitar riff and a melody over
the top;’ recalls Dolby.

“[The ballad] ‘Don’t Turn Away' was the
one that had the best meshing because it
happened together;” Willis says. “I remember

you were playing chords on the Prophet 10, 34 »
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' n Hollywood, it’s easy to forget that pop
music isn't the only game in town for songwrit-
ers and composers. Somebody has to write the
music and lyrics for the commercials that are
so much a pant of our lives. We asked Lawrence
Henry, a journalist/musician and sometime ad-
vertising copywriter, to go out cn the town in
search of the jingle biz. He returned with this
report.

» The Pitch

I started with DFS/Dorland in Torrance
(formerly Dancer/Fitzgerald/Sample. 1 talked
to producer Ed Chapman, who moved last year
from New York to Los Angeles.

Chapman produced *““Catch the Spirit of a
True Pioneer;” which originated in DFS/Der-
land’s new business pitch to Pioneer Stereo.
(You can see a somewhat starry-cyed view of
the pitch process in the movie Nothing in Com-
mon.) In DFS/Dorland’s pitch to Pioneer, the
agency commissioned a jingle demo from New
York composers John Francis and David Chris-
topher. DFS/Dorland got the Pioneer account,
and that jingle demo was among the creative
elements that survived to become part of the
Pioneer campaign.

You wonder: What's the reaction when the
agency hears the music for the first time? Does
it click right away?

WHAT THE
BIG BOYS
WRITE
Inside the

« Jingle Biz

“Right now,” says synthesist Jill

\| Fraser, “the bulk of my income
comes from jingles” But her
performance-art act keeps her
creative juices flowing.

by Lawrence Henry

Suzan Carson

“For me, it did;’ Chapman said. “'For the
market we were aiming at, it was the direction
we wanted. Fortunately, we had some time to
develop it. And we spent a lot of time trying
to develop it in demo version beyond the client
presentation. We went to New York again, and
tried to find ways to arrange it to keep it con-
temporary. We redeveloped it again last year
and gave it a more electronic [sound]. It'll be
released soon in a third form”

> The Composer

In his own way, Ed Chapman represents the
electronic trend in advertising music. “l was
an electronic music composer at one time:" So
does Jill Fraser of Broad Score, who, at the age
of 33, is “coming up on four years in the
business’’

When I talked to her, Fraser had just fin-
ished recording a new Porsche commercial by
Chiat/Day, Los Angeles. She works a lot for
Chiat/Day, an agency that in the last three years
has swept the creative advertising awards. You
can hear Fraser's music on Chiat/Day spots for
Nike sweat clothes, Apple Computers, and
Yamaha motorcycles (“one of my favorites™).
For Ogilvie & Mather, Los Angeles, Fraser
scores jingles for General Foods products, in-
cluding Cocoa Puffs, Fruity Pebbles. and Alpha
Bits. For Ogilvie & Mather, Houston, Fraser's

synthesizers provide the background for Shell
Oil’s new SU2000 campaign. And she has writ-
ten music (“big, macho jungle drums™) for
Holiday Health Spas (J. Walter Thompson, Los
Angeles) featuring New York Jets gorilla Mark
Gastineau.

“I went to school back East at East Carolina
University, and came out here to take a master’s
degree at Cal Arts with Morton Subotnick’
Fraser said. 'l was trained in composition, so
I do a lot of writing. I do mostly synthesizers
with the addition of something else. The
Porsche stuff was all synthesized. Then I do
rock & roll stuff, too, which is a lot of fun”

After getting her Master’s at Cal Arts,
Fraser did studio work with Jack Nitzsche.

“The real education started there;” Fraser
said. “I played synthesizers on Hard Core and
Cruising. And then I co-scored a film with him
called Personal Best. Probably right now the
bulk of my income comes from jingles. But I
make it a point not to just concentrate on com-
mercials. I think you become real limited. So
much of doing commercials is to do things that
are in the style of something else. If you do,
you never really develop a style of your own.
So I do a performance-art act with a poet
called Ivan Roth?” (The Roth/Fraser duo was
reviewed—favorably—in the Oct. 13 MC.)

» The Sessions

Advertising is notorious for moving fast.
How long does it take to record a typical jingle?
According to Jill Fraser, “Six hours is pretty
typical. Like the Porsche spot I just did, I spent
six hours in the studio”

Ed Chapman: “The live music sessions that
I've worked on in California are longer than
any I've worked on in New York. There’s much
more of the ‘record’ attitude of going for the
right sounds, going for the right performance
levels. In New York, the musicians are so tied
in to knocking it off in an hour [A.F.M. jingle
scale is based on one hour, rather than three
hours, like records and movies] that you lay
down your rhythm track in an hour, you let your
soloists sweeten for a half-hour or 45 minutes.
Your singers are in for another half-hour or so.
In about three and a half hours you’ve got your
tracks down. So in four to six hours you could
easily be done with a full-blown national jingle.
Now, I'm speaking of something of a complex
nature; that's what I mean by full-blown. This
is also a new piece of music. Something that’s
being rescored or rearranged would certainly
take less time””
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Time is one of the reasons synthesizers have
come to dominate the jingle scene so
thoroughly.

Chapman again: “To get 30 players back in-
to the studio to redo a line, or to harmonize
against something that’s already there, can take
several days. You can just have somebody with
a MIDI synthesizer system or a Fairlight change
the program’’

» The Pressures

T.J. Knowles, who works with his three
brothers as the Knowles Group, struck me as
a typical L.A. jingle composer. The Knowles
Group has done “The Good Life” campaign
for the California Lottery, and national cam-
paigns for Ford, Dodge, Nissan, and Honda.
Knowles recut Donna Summer’s “She Works
Hard for the Money™ as *You Work Hard With
Your Body” for Del Monte.

“We found out that, in songwriting, nobody
pays you right away. Knowles said. “So we
got into the commercial end of the business.
Since our collective attention span is about 6}
seconds, we're cool for TV and radio”

But the Knowles brothers have kept up their
involvement in the record business. ““We have
a publishing company as well;’ Knowles said.
“The jingle business has given us pretty good
entree into the record business, in terms of be-
ing able to get hold of people to pitch tunes to”'

Knowles has had no direct experience work-
ing at an advertising agency, and like Jill Fraser,
doesn't worry about it. But he described the
pressures of advertising with unerring accuracy:

*“You just kind of put your head down and
go. Everything is a last-minute situation.

THE MYTH...

“It costs a lot to make a hit record!”’

There's a lot of pressure, and you have to pro-
duce something excellent in a short period of
time. I think when you have to produce, you
either do or you don’t. And when you do, then
you stay in business. One of the measures of
success for the jingle business is whether or
not you're still in business—and also if the peo-
ple that you work with come back to you. That’s
the ultimate test”

> Breaking In

“I get calls probably once every two weeks,
asking, ‘How do I get into the jingle business?’
And I tell them, ‘Write some great music. Take
it around. And hope someone calls you® That’s
basically what it is. It's like selling pencils,
when you get down to the business end of it.
It’s a function of personality, it's a function of
dependability. But every agency is different.
There’s no way to say, ‘This is how you do it
There's no way’

In fact, that's just what most musicians
do—send demos around. So on the agency side,
that must mean producers are inundated with
demos, right? And that they behave much like
record producers: They put ’em on a shelf and
forget ‘em, right? Both right and wrong.

David Prince is head radio producer at
Chiat/Day, Los Angeles. “I had two tapes that
came in the mail today, he said. “I probably
get three to four music reels a week. I listen
to everything that comes in, and I make notes.
I'd say 90 percent of the music that comes in
is jingle-oriented, and Chiat/Day just isn’t a
jingle-oriented agency. We use a lot of scored
music—light, lyrical background music. You
will find very few of our commercials that have

P
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an identifiable commercial jingle. Pizza Hut
would be as close as it comes. But that's a car-
ryover from their previous agency. We didn’t
have anything to do with it, but we still incor-
porate it in several radio ads.’

Asked about the demos he receives at DFS/
Dorland, Ed Chapman laughed. “Oh, yeah. I
have a large stack of stuff sitting in my office,
from people all over the country. When I have
downtime or slow time, I listen, or if I'm in
search of, I certainly listen to things’

T.J. Knowles characterized the music cxper-
tise of ad agency people as ‘“‘everything from
soup to nuts’’ According to David Prince,
Chiat/Day producers’ “backgrounds are gen-
erally in film and commercial production.
Some people have worked up through the
broadcast department here, where they’'ve
undergone several other broadcast-oriented
jobs, like talent payment or trafficking. And
then our executive producers come from a more
film production background. So none of us are
actually musicians. I used to sing. Basically,
we know what we like when we hear it”’

As he described listening to demos, Ed
Chapman used the phrase “in search of” What
are ad agencies looking for nowadays in music?

“As an industry;’ Chapman said, “I think
all of us are probably looking for certain kinds
of unique sound, a way to break through the
clutter. Hence, I think the tendency to go to
more rock & roll runes, assuming we’re mar-
keting to a younger audience. If we're going
to an older audience, trying to find that perfect
MOR sound could be a little more difficult.
Something that is contemporary and appealing
and will break through clutter is probably a key
thought?’
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Joe
Lubinsky’s
Levis
composition
didn’t
sound

like a

Jingle.
“Yet

it was
really
hard-sell”
he

admits.

l

> The 501 Blues

Jackpot! An ad agency producer, new to her
job and reluctant to be quoted, referred me to
Josef Lubinsky of HLC (stands for Hicklir-
Lubinsky Company; Ron Hicklin, Lubinsky’s
partner, is one of the country’s leading vocal
contractors and producers). And Joe Lubinsky
turned out to be the composer of both “SO1
Blues” and “What the Big Boys Eat”’

“I did the original 501 campaign that aired
in '84, on the Olympics;’ Lubinsky said. “It
was subsequently completed with differen:
groups. As time went on, they went to reai
blues groups to play the stuff. But the original
‘501 Biues' were mine. It was a lot of fun.

“The reason I like to make a distinction be-
tween the original and the stuff that's out now,
is, A, first of all, that’s the facts}” Lubinsky con-
tinued. “And B, the original campaign was
breaking new ground. Nobody had ever done
anything like that before. The visuals were
voyeuristic; you felt like you were looking at
somebody rather than watching a commercial
performance. The other thing is that the music
was designed to be emotional. to capture a part
of you, to really talk to you”

How it started: “Mike Koelker [Foote/Cone/
Belding creative director] had written some
lyrics for the original piece, which was called
‘Got Me a Case of the 501 Blues! And he sent
them to my house. He sent me a little prospec-
tus, said he’'d never done music for Levis before,
and he was a little nervous about it. He wasn’t
a music guy, but he had written some lyrics.
I could take some of 'em, lose some of 'em,
whatever 1 wanted.

“I wrote it in C. It has all of three chords,
C7, F7, and G. I dashed something off on the
piano, called him baek, and he thought it was

just wonderful. So I wrote about seven more
pieces of music for him. Lyrically, I took a lot
of his ideas, and some of my ideas, and put
them together. Musically, it was just something
that felt good. They were blues, but they were
supposed to be fun blues, more perky blues.

“The great thing about these commercials]’
Lubinsky continued, “is that they have an awful
lot of product in them. Particularly the early
ones talk a lot about the product benefits: ‘501
blues do the things that you do / 501 blues fit
the personal way / 501 blues wear 'em every
day.... A lot of important things about the
product, and a lot of ‘SOl blues! It didn’t make
you feel like you were listening to a typical
jingle. Yet it was very hard-sell. And it's my
understanding that the 501 jeans sold like crazy
after this particular campaign.

“One of the things that really separates HLC
and me from the rest of the music companies
is that I've never wanted to do anything bur
write jingles. Most of the people in this in-
dustry, unfortunately, are using it as a road to
someplace else. I'm not interested in going
someplace else. This is where 1 want to be.
That's not to say that we don't do our share of
movies. But my real love is advertising. That’s
what [ studied in college. I ran the advertising
department in high school. I wrote music on
the side. And when I found out that you could
do both, I was in absolute love’

> The Emotional Meld

“There’s a philosophy that I have: If you can
find an emotional meld between your product
and your music, then you've got yourself a win-
ner. The reason the ‘501 Blues’ worked so well
is because the product was blue. Everybody had
called them ‘blue jeans’ for so long. There was
a good emotional meld, but there was some-
thing else: There was loneliness, there was
pride, there was happiness, there was joy. Those
kinds of emotions stay with people forever. For
example, in this conversation, you brought up
that you’re wearing 50Is right now. You take
pride in the way you dress. So a spot that has
pride in it has a good emotional meld.

“I'll give you another example. In the early
Seventies, [ wrote an ad for Toyota of Orange.
Back then, when you were buying Toyotas, they
were basically econo-boxes. When you think
about buying cars in the early Seventies, you
were scrambling to get rid of your big gas guz-
zler, trying to get something that was cheap to
ride around in because [the price of] gas had
skyrocketed. You went out and haggled with

some salesman over some car you didn't real-
ly want to drive. It was smaller than what you
thought you should have had. You had to pay
payments. You had to insure the damn thing.
Buying a car was not what you'd consider your
favorite experience.

“So if you were to make great commercials
about buying a car—I'm not talking about cor-
porate, now; I'm talking about local dealer-
ship—it stands to reason that if you hate it, if
your song is built on hate, you're going to have
a very successful song. So when I wrote “You
won't get a lemon from Toyota of Orange; it
was designed for you to hate it from the mo-
ment you heard it. The voice was lousy. And
there’s that emotional meld. You can use love
for perfume. You can use sex for clothing—for
anything. But that’s the main difference between
buying a piece of music from me, at HLC, and
getting one of my competitors. My competitor’s
going to write you a great piece of music, but
it may not have an emotional meld. He may
not look to the advertising implications of what
he’s writing.

*“Look at the original campaign I wrote for
Wheaties: These sexy guys in baseball outfits
diving and jumping and drinking milk and hav-
ing the milk slobber over the guy’s lip—you talk
to any woman who saw those commercials,
they thought it was the sexiest thing they’d ever
seen.

“To me, if you get the emotional meld in
your music, you've got a winner. It's hard to
do that. I've written a lot of pieces of music
that have managed to do that in one way or
another. But it takes a real special client to
notice when you’ve done something that’s right.
Also, you're stuck with what the client’s given
you as lyrics, unless you can change it com-
pletely—which I'm finding out is the only way
to get out what you really need to get out”

Lubinsky stresses that “A great communi-
cator can always communicate’’ So it doesn't
make much difference if the people at adver-
tising agencies know the technical side of music
or not, “as long as they know how to get what
they want’’

And regardless what we think of advertis-
ing as a whole, or of its role in our society,
advertising has broken new ground, consistent-
ly, in communication. It still does.

But one thing doesn’t change: the effect a
good jingle has on the listener. A lot like the
effect of a great popular song, with which
jingles are coming to have more and more in
common. Good or bad—for music? For adver-
tising? That’s another story. B
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SOURCE LICENSING EXPLAINED

The Issue & Its Implications

by Murdoch McBride

For years, copyright (or licensing) organiza-
tions have staunchly defended the songwriter’s
most valuable right: ongoing payment for the
continued use of a song. Although these licens-
ing societies—ASCAP, BMI, and SESAC—
are normally competitive, they’ve shown wide-
spread cooperation in the face of hostile legisla-
tion aimed at revolutionizing the present system
of ongoing payments.

At issue are two identical bills, backed by
the influential television broadcasters’ lobby.
They are currently scheduled for the agenda of
the next Congressional session, and are titled
S. 1980 (Senate) and H.R. 3521 (House) or,
as they are more commonly known, the *“source
licensing legislation™ (see Guest Commentary
for elucidation).

Although these two bills have been stirring
up controversy for several months, many song-
writers remain unaware of the exact nature of
the legislation, causing elected officials at AS-
CAP, BMI, and SESAC to become concerned
about motivating their respective memberships
in opposition to S. 1980 and H.R. 3521

Even a fundamental description of these bills
requires some background on the domestic
copyright system. Since the revised U.S.
Copyright Law went into effect in 1977, the
originators of “intellectual properties” (artists,
authors, songwriters, etc.) have enjoyed greater
protection of their work. Among the most im-
portant benefits to songwriters is the concept
of multiple rights, whereby creative individuals
have the privilege of licensing such multiple
rights, one at a time (see page 28 for more on
this subject).

In short, every song written by a songwriter
endows that writer with a “bundle of rights.’
such as the right to synchronization of that song
to film or videotape, the right to publish the
song, and, naturally, the right to perform the
song.

Under the law, songwriters may choose to
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sell or not to sell rights from their bundle, based
on the legal acknowledgment that creators of
intellectual properties may determine a market
value for such works before they start selling
all or part of their bundle.

As explained by BMI in an extensive brief,
“The right to license each of the rights separate-
ly is one of the most important benefits given
to songwriters, since it allows them to obtain
continuing royalty payments as their works con-
tinue to be performed, instead of forcing them
to accept a lump-sum payment before their
work has a chance to gain popularity before the
public?” This is the main problem with source
licensing legislation, according to its critics,
who point out that songwriters would be legaily
required to sell both synchronization and per-
formance rights to television producers—before
the public ever hears a note of their music.

Although songwriters work in a number of
ways—as television composers, free agents, and
as staff writers—the few working composers
and authors who ever see their material played
on television or radio view the matter of source
licensing legislations as a real threat, involv-
ing very serious implications.

With regard to the potential impact of S.
1980 and H.R. 3521, several professional
groups will be directly affected should the bills
pass. These groups include the songwriters
(who create), the producers (who package), the
broadcasters (who use), and the licensing so-
cieties (who collect).

Under the current system, which the copy-
right societies argue has withstood judicial
scrutiny for decades, there are four ways in
which a songwriter may license his perfor-
mance rights to a particular broadcaster. These
four options are available to any songwriter,
regardless of affiliation with ASCAP, BMI, or
SESAC, because membership in these societies
is not considered exclusive.

The first option would be for a songwriter
to negotiate directly with, say, CBS (broad-
caster), under what is called “direct licensing’’
Then again, the same songwriter is free to ne-

gotiate with, for example, MTM (producer) in
what is traditionally known as “source licens-
ing” We should be careful to note that the
broadcasters have borrowed that name, thereby
giving it a whole new meaning. The third op-
tion is called “per-program” licensing, where
broadcasters buy the rights to songs on a pro-
gram basis and pay a percentage of that pro-
gram’s profits to ASCAP, BMI, or SESAC.

Finally, there is the accepted way of doing
business: “blanket licensing.” Here ASCAP,
BMI, and SESAC negotiate for a flat percen-
tage of the broadcaster’s net (somewhere just
below one percent of a $12-billion industry),
which buys full access to each society’s catalog.
Blanket licensing is generally considered to be
the fairest, the simplest, and easiest of the four
licensing options to administrate, and has there-
fore been chosen over the other three for years.

Broadcasters, who pay the copyright socie-
ties no matter which system they use, have their
complaints, in any event. They claim per-pro-
gram licensing is too costly, that blanket licens-
ing makes them pay for songs they don’t use,
that source licensing (as it exists) means they
must negotiate separately for performance and
synchronization rights, and that direct licens-
ing is considered far too much work for every-
one involved.

Moving back to the present source licens-
ing legislation issue, we can see why the broad-
casters, who lost a precedent effort to do away
with blanket licensing in the courts, have re-
turned to do battle, this time with legislation.
Essentially, the broadcasters (owners of local
television station) want to stop footing the bill
for access to song catalogs. If the broadcasters
win, experts agree, not only will songwriters be
at a clear disadvantage, but the producers will
be mired in administrative chaos. “It will be
a nightmare;’ claims ASCAP President Mor-
ton Gould. “I think it’s important to alert not
only the musical community, but the entire cre-
ative community on any area that has to do with
rights, with intellectual property rights, or any
rights that are the product of the human mind.
In [the case of source licensing legislation], it
is specific to local TV broadcasters, but it
would be the beginning of a disastrous pattern.
It comes down to a buy-out. A one-time pay-
ment rather than the accepted system, where
you are paid as your work is played”

This buy-out, which Gould considers to be
the most dangerous aspect of source licensing,
is mentioned in ASCAP’s “Don’t Stop the
Music” brochure. The brochure states that
“The effect of these bills would be to violate
the creator’s most valuable right. . . by forcing
on composers a buy-out. . . before its value in
the marketplace can be determined””

Ken Sunshine, manager of ASCAP public
relations, agrees there is reason for concern not
only among songwriters but with the general
music audience as well.

“I see two possible results of source licens-
ing}’ Sunshine warns. “The first is that the im-
petus to create will be lessened. There’s going
to be less good music. Secondly, I think there
will be an increasing tendency of the produc-
ers—now remember, if source licensing passes,
the producers of local television stations will
have to pay for the public performance of a
song—to not want to pay much. If these bills
pass, we're convinced the incentive will be for
them to pay as little as they can’’

At first glance, source licensing legislation
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may appear to be just another rate-negotiation
story, blown out of all perspective; yet nothing
could be further from the truth. The deeper one
gets into researching the issue, the more as-
tonishing it is that such one-sided, special-
interest legislation could get as far as it has in
a democratic society.

“We've been walking the halls of Congress
with many of our writers]” explains BMI presi-
dent Francis Preston during a stop in Nashville,

‘and in talking with Congressmen, we've found
that many of them did not really understand
what the legislation was about. A great deal
of pressure [from broadcasters] was put on
them in their territories and 1 don't think they
realized how serious it was. In fact, I don't think
the broadcasters realize the chaos they are set-
ting themselves up for. No matter how many
producers bring in shows, broadcasters are still
going to have to contact a great many individual
songwriters for licensing. And the producers
are going to have to negotiate with attorneys
[and songwriters] for fees, and then bring in
accountants [to pay the songwriters], and it's
going to be nothing but chaos. No production
company is set up with attorneys and so forth,
who can accurately determine—the first time
a piece of music is out—what its real value is’’

Although they are intransigent with regard
to protecting their memberships, the copyright
societies do seem to understand the economic
pressure that ongoing payments present to
broadcasters, and they seem willing to continue
battling the issue, providing the fight stays
“fair?

“There’s nothing unusual and certainly noth-
ing criminal about the user of a product trying
to get it for as little as possible;” Morton Gould

explains from his West Coast office, “but it’s
usually done in a free marketplace, with ne-
gotiations, and that’s how we've done it for
years. Sometimes you get a little more, some-
times you get a little less, and you see a lot of
compromise. What they’re trying now is to chip
away at the foundation on which the whole pro-
tective, creative-right concept is based. 1 feel
we have to face this attempt to do through Con-
gress what the local broadcasters could not do,
all the way up to the Supreme Court?’

The source licensing legislation is not only
an alarming domestic issue, but a serious in-
ternational matter that has captured the atten-
tion of foreign copyright societies as well. Bob
Thompson, senior executive in the office of the
president at SESAC, has initiated a great deal
of effort aimed at directing the United States
towards its best possible role in the future of
international copyright protection.

“The area that I first exposed in the [U.S.]
Congress,” Thompson explained, on his return
from the 35th congress of the International
Confederation of Societies of Authors and
Composers in Madrid, *‘was the international
aspect of the source licensing legislation. The
United States is part of what is effectively an
international association, with the structure of
these relationships depending on reciprocity.
That's the foundation. In Madrid, it was obvi-
ous that there was as great a concern over this
issue with the people of France and England
as there was with us. With the advent of satel-
lites, television has become a worldwide com-
munications instrument, with simultaneous
capabilities. In a situation like that, there are
no longer barriers otherwise known as ‘inter-
national boundaries! In that kind of setting,

something like this source licensing legislation
affects the entire world, not just us. It's actual-
ly part of a global attempt by users of intellec-
tual property to destroy the author’s represen-
tation. That means it's a fundamental attack on
the societies [ASCAP, BMI, SESAC] them-
selves. No individual author has any possible
hope of effectively negotiating with a television
station, let alone a whole network”’

It is clear, from speaking with the three top
executives at ASCAP, BMI, and SESAC, that
while they may rival each other in the market-
place, they are united in their stand against
source licensing legislation.

When asked what musicians and composers
could do to assist in supporting the effort against
source licensing, Morton Gould indicated that
despite the odds being in favor of the powerful
broadcast lobby, the musical and artistic com-
munities could win the fight by sheer numbers,
if they act decisively.

“They can write letters;’ Gould explains.
“Congressmen are very sensitive to local pres-
sures because it represents their votes. There
are constituents from their districts, states, and
cities who are composers and writers, and they
can all help balance against the votes of the
broadcasters. It's an immense task, because the
broadcasters have access to the airwaves. You
could say that for every piece of broadcast mus-
cle you need a thousand pieces of songwriter
mail.

“From the point of view of the individual
writer;” Gould continued, “‘we will never allow
them to be in a position where they would not
have a protective blanket around them, in what-
ever guise, to protect them in a free market,
which 1 assume will always exist.” B
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C()PYRIGHTS CLARIFIED
Sorting Out Your Bundle of Rights

by Steven R. Lowy, Esq.

0 nce you finish writing a song, the copyright
in that song is immediately created and belongs
to you as creator. What exactly is that copyright
and what do you do with it? Commercial in-
terest in a song raises many legal and business
questions regarding the copyright itself. It’s im-
portant for songwriters to understand what
rights are embodied in their creations.

Music publishers are often the first business
interest a writer encounters in attempting to
market his or her talents. The range of music-
publishing deals for a writer varies from a
single-song administration agreement for a
10-20-percent fee, to an exclusive 100 percent
of the copyright to the publisher and payment
to the writer of substantial advances against 50
percent of the income generated by the writer’s
compositions. Naturally, the type of agreement
is dictated by the needs and commercial appeal
of the writer involved.

You can best utilize a music publisher—and
you’ll probably be more inclined to contract for
a publisher’s services—if you’re fully informed
about the nature and extent of the rights em-
bodied in a song. After researching music-pub-
lishing contracts, some writers are tempted to
administer their own songs. This is often ill-
advised; as a member of the bomb squad said
to the nuclear physicist, “A little knowledge is
a dangerous thing?” A publisher has (or should
have) the knowledge, resources, staff, and in-
ternational and domestic business contacts and
relationships to most effectively exploit a com-
position and maximize the collections from
same. Besides, is your time better spent writing
new songs and cultivating creative relationships
(i.e., hanging out) with artists and producers
looking for material (admittedly, the latter is
also part of a publisher’s job), or issuing
licenses, collecting overseas money, and mail-
ing demos to A&R people? With that in mind,
the following “little bit of knowledge” might
prove helpful in making certain career
decisions.

Steven R. Lowy is an entertainment attorney
based in Beverly Hills.
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What Is a Musical Copyright?

The rights embodied in a musical copyright
determine the manner and sources of income
which may be generated by the song. Thus, it
is best to regard a musical copyright as a *bun-
dle” of several rights; the most basic of which
are: (1) mechanical, (2) synchronization, (3)
performance, and (4) print.

Mechanical Rights

The mechanical rights consist of the right
to sell so-called “‘mechanical reproductions” of
the song (e.g., records, tapes, and CDs). Also
inherent in the mechanical rights is the right
to control the first distribution or release of
mechanical reproductions of the song (“‘the
right of first release™). The owner of the song
conveys these rights by granting a prospective
user (usually a record company) a *“Mechanical
License” providing for accountings and pay-
ment to the owner of the song for each repro-
duction of the song (record, tape, etc.) sold by
the user.

If a song has previously been released, then
any user may release a new recording of the
song without the owner’s consent, so long as
the user pays the song’s owner the Statutory
Compulsory Mechanical Royalty Rate (often
referred to as the “Statutory Rate™). The Stat-
utory Rate is currently (as of January 1, 1986)
five cents per song per record (or other audio-
only device) sold, or .95 cents per minute of
music per record (or other audio-only device),
whichever is greater. Most record companies
require that their artists agree to grant to the
company mechanical licenses for those com-
positions that the artist controls at a rate no
more than 75 percent of the Statutory Rate.

In the U.S., many publishers use a company
called the Harry Fox Agency to administer
(issue licenses and collect money) their me-
chanical rights.

Synchronization Rights

Synchronization rights refer to the right to
synchronize a musical composition with a spe-
cific visual image or series of visual images
(e.g., film and video). The user in this instance
is usually a film or TV producer. The owner

of the composition grants the user a synchro-
nization license to use the composition in syn-
chronization with a particular visual image or
series of visual images for a negotiated one-
time fee. The fees are based on the popularity
of (i.e., demand for) the composition and the
type of use involved. Accordingly, fees can
range from zero to five figures for use in a
feature film and up to six figures for use in a
commercial. There is no such thing as a “stat-
utory compulsory synchronization license”;
therefore, if the owner of a composition does
not want the song used in a particular film or
other visual presentation, he or she can sim-
ply say no.

For the novice in music licensing matters,
some confusion arises when a film producer
prepares a license and includes a provision
allowing the producer to use the composition
in all media (including sales of videocassettes,
etc.) without further compensation. If a so-
called *‘video buy-out” provision is included,
the synchronization fee should be high enough
to reflect a substantial royalty for a best-case
scenario of the film’s video sales. Otherwise,
the video sales should receive separate treat-
ment involving advances against royalties pay-
able at certain sales plateaus. Further, “all
media” should be defined so as not to impair
the song owner’s right to receive royalties nor-
mally collected for non-dramatic public perfor-
mances (such as radio and TV).

When confronting these issues (among
many others) in the music publishing arena, a
writer—unless he or she is an experienced
music attorney or publisher—should seek pro-
fessional guidance.

Performing Rights

Performing rights are the right to perform
a musical composition publicly for profit.
There are two types of performing rights: dra-
matic and non-dramatic.

Dramatic performing rights are often found
in musical comedies or plays in which the per-
formance of the composition aids in telling a
story. Dramatic performing rights are licensed
individually for a negotiated fee.

The users of non-dramatic performances in-
clude radio and TV stations and networks, sta-
diums, arenas, clubs, restaurants, bars, and
airplanes. Naturally, if a song’s owner licensed
his song to all these users directly, he or she
would have time for little else and probably
never be able to adequately collect for all the
song’s performances or prevent its unauthorized
use. Accordingly, publishers and writers license
the non-dramatic performing rights in their
songs to various performing rights societies
(ASCAP, BMI, and SESAC), which in turn li-
cense their entire catalogs to the users. Most
performing rights societies log the perfor-
mances of the compositions in their catalog by
monitoring airplay or other performances of all
users with respect to type and frequency of
music played. Blanket licenses, for a flat year-
ly rate, based on the user’s annual revenues and
other factors, are issued by them to the users
entitling the users to perform any of the com-
positions in the societies’ catalogs. Royalties are
paid in equal shares to the writer and publisher.

Since the U.S. performing rights societies
have thousands of songs in their catalogs and
are licensing agents for thousands of writers and
publishing companies, before you form a pub-
lishing company and choose a name for the
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company, you should attempt to “clear” the
proposed name of the company with BMI or
ASCAP. They usually require you to submit
three possible names in case two are already
in use or confusingly similar to a name already
in use. Once BMI or ASCAP has cleared a
name for a company, you shouldn’t waste any
time in filing an application for publisher af-
filiation. In order to affiliate a publishing com-
pany, ASCAP and BMI require that a song has
been or is scheduled for release, thus enabling
it to be performed publicly.

Naturally, there are many issues involving
affiliation with a performing rights society and
clearing (i.e., reporting) the release of songs,
too numerous to discuss in this article. How-
ever, the societies publish pamphlets and bro-
chures which are informative and have coop-
erative staffs to answer questions one may have.

Print and Other Rights

Print rights primarily consist of the right to
print and sell sheet music of a composition.
There are many different configurations of sheet
music, ranging from single-sheet pianoforte ar-
rangements to songbook compilations, multi-
part band or orchestra arrangements, and so-
called “personality folios” (generally books of
songs by one writer). Sheet music agreements
are usually made with one of the four or five
major sheet music printing companies and pro-
vide a payment of a percentage royalty based
on the number of copies sold. (It should be
noted that a new arrangement of a composi-
tion may give rise to a copyright in that arrange-
ment itself, as separate and distinct from the
copyright in the composition.)

The owner of a copyright has certain rights

o,_ﬁntonlo L

Newlof

in regard to the right to alter or prevent the
alteration of a composition. These rights are
sometimes referred to as the “moral rights”’ The
strength of these rights can vary from territory
to territory. In the U.S. they tend to be limited
to the prevention of wholesale truncation or
distortion of a copyrighted work so as to im-
pair the integrity of the original work.

Examples of other rights which require the
registration and issuance of licenses (although
partially related to the rights previously dis-
cussed) are: the right to use a song in a com-
mercial, printing lyrics or sheet music on prod-
ucts such as T-shirts and posters, and the right
to create so-called derivative works such as a
film or play based on a composition.

Sound Recordings

Many people involved in the copyright reg-
istration, exploitation, and licensing of musical
works confuse the copyright on a musical com-
position with the recording of that composition.
In the U.S., there is a distinct copyright in a
sound recording of a composition. This copy-
right consists of the actual performances and
sounds embodied on a master tape or other
device used for recording. In the music indus-
try, the copyright in the sound recording is
usually owned by a record company, whereas
the copyright in a composition is usually owned
by a publishing company.

Returning to our discussion of mechanical
and synchronization rights, if a film producer
wanted 1o use a particular recording, then he
would have to obtain a synchronization license
from the publisher of the composition and a
so-called “Master Use License” from the
record company that distributes the records em-

bodying the sound recording. Further, the
record company distributing the recording
would be entitled to a compulsory mechanical
license so long as it paid the song’s owner the
statutory royalty rate for the number of records
sold by said label.
How to Register a Copyright
The appropriate form for registration of a
musical composition is called the “Form PA?’
If you wish to register a copyright in a sound
recording only, or a sound recording and a
composition together, a “Form SR” is appro-
priate. Copyright forms and circulars are avail-
able at no charge. To obtain copyright regista-
tion forms and the circulars, write to Registrar
of Copyrights, Library of Congress, Washing-
ton DC. 20559, or call (202) 287-8700. The
copyright office publishes two circulars that you
may find very helpful and informative: circular
R50, “Copyright Registration for Music Com-
positions™; and circular R1, “‘Copyright Basics’
The fee for filing a copyright registration
form is $10 per form. Penniless writers some-
times register more than one song on one form
as a “combined work" This is better than not
registering at all but not as effective as register-
ing each composition separately: this approach
is analogous to buying the cheapest motorcy-
cle helmet.

A Word to the Wise

Although it is very important for a writer
to understand the legal rights and commercial
possibilities relating to musical copyrights and
publishing, these are not areas in which it is
advisable to proceed without the benefit of
competent counsel and/or professional music
publishers. H
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< 16 BRIAN ELLIOT
single. People were a little worried because
they released ‘Live to Tell’ earlier—to coin-

cide with the movie [At Close Rangel—and '

then they put it on the album, and ‘Live to
Tell” was also kind of heavy” But Madonna's
strategy paid off.

“When we first saw the video, my dear
wife Suzanne was moved to tears by it She
just thought it was a very sensitive, evocative
piece of work. | looked at it, and | thought,
‘Gee, the girl looks great, she moves great,
she’s singing my song, it's gonna be on MTV,
and it's gonna be a worldwide hit. | love it!”

“I have an ongoing relationship with Fred-
die DeMann, and | would be delighted to
work with Madonna at any time in the future.
She did a great deal for my song” Elliot
refuses to discuss rumors that “Papa Don't
Preach” is being spun-off into movie and
television projects with himself as script-
writer. “I had the good fortune—through a
connection made by my lawyer, Bob Gor-
don—of signing with a great agency, Creative
Artists [CAA], and having a wonderful agent,
Brian Loucks, who has got to be the best guy
in town at interfacing music with films. He's
exploring getting me more involved in pro-
ducing records and placing my songs in
films. He's also interfacing me with their
other departments—helping to package any
script that | may come up with. | have definite
ambitions in screenwriting and coordinating
songs for films!

For the moment, Elliot is full of curiosity
to see what further political pathways “Papa
Don't Preach” will travel as he completes
work on Cristina Dent's debut album for
Warner Bros. I

l

l

<17 WENDY WALDMAN

cause I've come into this as a recording artist,
I was able to hold to some of those now-
looked-upon-as-archaic values about work.
There’s a real bottom line for me: integrity

and enjoyment. | work with people | really |

would like to spend time with.

The minuses [of collaboration] are very
significant. You can wind up backing down
on what you know is really true, message-
wise or musically. You can wind up water-
ing it down because you don't want to offend,
or because the two of you have convinced
yourselves that no one’s gonna cut this thing
because it's too outrageous the way it is. Or
because you're writing it to get it cut. And
s0 you wind up giving ground on your own
artistic integrity. And | think that is a very
serious problem. | think it's what makes for
mediocre songs.

| know writers who have written in col-
laboration songs they’re not proud of. Be-
cause they wrote perhaps with someone

who was less of a writer than they, or some- |

one who was more politically connected, but
was not someone they respected. So they let
a bad idea become the foundation of the
song, and theyre embarrassed. | tell my
friends, “Look, any time a tape goes out with
your name on it, your name’s on it” That stuff
comes back to haunt you. You've gotta take
very song you send out there as seriously as
you possibly can.

As an artist, you have to pick your place
and draw your line. Its been very difficult for
me over the years to find exactly where that
line was going to be drawn. But even if you're
a little bit lonelier, you make the statement
you believe in. B

<19 SURVIVOR'S JIM PETERIK

| hear on the radio, no matter what kind of
music they are—new wave synthesizer music,
pop rock—that | can't pin a precedent on. |
can tell a structure that's been used before
a mile away. And | can tell you that there are
very few totally original structures. And any
writer who says that he’s not using a formula
is fooling himself! You try to be original; you
definitely try to put new slants on everything.
But there are things that are gonna repeat,
and there are things that are gonna be used
again in different ways. And there’s nothing
wrong with that. | think it's the way every
writer makes those formulas unique to him
that's the key”

Aside from “determination” songs, Peterik
writes mostly about love. “I'm a hopeless
romantic, he admits. “Hopeless! | cry at
movies, and it just sweeps me away. It’s just
something you never lose.

“I haven't changed that much as far as
what makes me write a song,’ Peterik con-
tinues. “l try to keep a naivete in that sec-
tion of my life, and separate myself from the
business end of things, because if you get too
involved in that, it stifles creativity. I've seen
a lot of things that haven't been handled cor-
rectly throughout my career. But | refuse to
become cynical about the business, even
though there are manipulative [aspects of it],
and sometimes, you do feel like a product
on the marketplace. As a writer, | try to isolate
myself from that part of it, and | guess that's
partly why | live in Chicago. But | guess what
I'm really trying to say is that | still enjoy the
whole process. My dreams haven't died. |
haven't lost that childlike sense of awe of play-
ing rock & roll” W
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< 21 DOLBY & WILLIS

and | started humming something and then
later on you adjusted bits of it, and then you
would change a chord, and | would take the
melody up there, and the lyric was definite-
ly hand-in-hand. Having just gone through
being trounced on by some individual, the
topic of that song was right for me. | know
| was feeling empathy”

Dolby counters, “A lot of the emotional
content of that song came from me”

“I happened to be going through it at the
moment, but you were definitely speaking
as if you had been there as well!’ says Willis,
sorting things out.

“I've definitely been there; Dolby explains
further, “but also, | was almost creating dia-
logue for the characters in that scene. The
lyrical style of that song is very conversation-
al—everyday things two lovers might say in
conversation, rather than abstract poetic
metaphysics: ‘I don't know why you're not
talking to me. | don't know what went
wrong! ”

" Two people that had so much together
really ought to get along, ” Willis continues,
explaining. "It was basically about how they
trusted one another and then all of a sud-
den, it's saying, ‘Don't tum away. You can call
me names; you can do anything. But don't
turn away. ”

Dolby chuckles. “If you get a line like ‘i
don't know what went wrong Allee will im-
mediately click in through her index file and
go, ‘Going for a song ‘Going all along ‘Uh,
dong and I'm going, ‘Naa’"”

“Turds on the lawn] Willis offers dryly.

Dolby grins. “Which is a familiar feature
of Allee’s household”” Willis feigns outrage.

The collaboration lasted only five days—
two days at Willis’ house in the Valley and
three days in San Francisco. Dolby himself
lives in London and has a studio there.

“When someone says, You have a month
to write something, it doesn't do me any
more good because it only hits when I'm in-
spired. When | have time to think about it,
| only tend to make it worse;” Willis says. "I
was conscious of the fact that he hadn't
worked like that before, and so | felt like it
was a fairly experimental stage, which is
something | always like being in. Now that
| divide my time up between music and art,
1 don't even think about music unless I'm very
excited. And once I'm in an excited state, |
just go for it!” Willis creates large motorized
sculptures using computer chips. She recent-
ly designed the space car for the movie re-
make of Journey to the Center of the Earth.

In those five working days, “the imagina-
tive core of the songs,’ as Dolby calls it, was
defined. "I was working with singers,’ he says,
"who had no inconsiderable talent but very
limited experience—Lea Thompson especi-
ally—and it meant that | had to make sure
the songs were within their range and their
limitations. Very often, it's when different
vocalists get their lips around lines of lyrics—
or don't, as the case may be—that you know
which lines are really working and which
aren't. So there’s a lot of improvisation, of
changing lines and changing lyrics here and
there”

Dolby says he had “pretty firm ideas of the
structure and the flavor” of the other two
songs he and Willis cowrote (“It Don't Come
Cheap” and “Howard the Duck”). "Aliee

came in with me to finish them up, which
is something | probably couldn’t have done
on my own’

"He had a real good portion of those writ-
ten already, Willis affirms, “so that's a case
of how | come into situations a lot, where
someone has a start and then for whatever
reason wants to bring in new blood to finish
it.

“It's so funny to me with music in films
anyway, having done a lot of film stuff” says
Willis. “Like my involvement with Beverly
Hills Cop was a month before the film came
out. Its such an afterthought. ‘Neutron
Dance’ wasn't supposed to be used. | mean,
they were still looking to replace that temp
track up until hterally three weeks before the
premiere. Music is a mystery to them, and
I don't think they necessarily commit and
make the right choices so much as they do
on costumes and sets and designing the
monsters. | think they get scared and cheese
out right at the end—a lot!”

Willis and Dolby are unhappy about
Howard's filmmakers’ decision to abandon
Dolby’s score (which he was never allowed
to complete). “The movie had a shot at be-
ing avant-garde in a way, and that's what his
score would have lent) says Willis.

Nevertheless, Dolby and Willis praise
Lucas, Huyck, and Katz for having song-
writers involved right from the beginning.
Says Willis, “That someone thought about the
music way early on in this film was incredibly
hip—as was involving Thomas Dolby. They
cheesed out at the end, but they thought
about it early, and that's a step ahead of
where most of them are” B
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HOI.OPHONICS:
Auditory Pathway
to the Brain?

by Barry Rudolph

There's been an industry buzz in recent
months about a new sound recording technique
called Holophonics™. Unfortunately, | was
unable to obtain tne Zuccarelli Holophonic
Sound Processor for a Field Test (more on this
later), but | do want to report on this new method
by way of a listening test and a discussion with
Holophonics inventor Hugo Zuccarelli.

Holophonics is a revolutionary patented pro-
cess that replaces microphones in audio record-
ing or broadcasting. Hugo Zuccarelli wondered:
How can a person with only one ear localize a
noise in a three-dimensional world? Zuccarelli
used mathematics, a model of a human skull,
and holography principles, and he came up with
a formula on how the brain perceives sound, not
just how the ear receives it.

Holophonics incorporates both dynamic and
spatial encoding to position the listener in the
center of an “audio hologram:’ So you hear all
the usual stereo audio information (left-right
orientation, loudness, etc.), but now you also
hear where exactly the sound is coming from.
Any variety of three-dimensional points can be
easily visualized around your head and
shoulders.

My hands-on (o1 should | say “ears on"?) field
test was a Zuccarelli-produced Holophonics
demo cassette called Aldebaran. This demo sort
of reminds me of those corny early-stereo dem-
onstration records with the left-to-right bounc-
ing ping-pong balls or the screaming right-to-
left freight trains traveling across the spectrum.
Of course, this tape makes for a much more re-
fined and subtle listening experience.

Side One is a collection of everyday sounds,
the kind that tend to be buried in our subcon-
scious aural memory files. The sound of scissors
snipping behind my head or in front of my fore-
head put me at my haircutters three weeks too
soon! Matches being struck, water running and
dripping, and the sound of removing a jacket
were all very real in the headphones of my Walk-
man. The point here, gang, is that Holophonic
recordings can cause intense visualizations in
the captive listener. In fact, the liner notes in-
clude a warning: “Do not listen while driving!”
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0 o FOREIGN DISTRIBUTIONIPUBLISHING
RECORDING OPPORTUNITIES

JAPAN, UK, GERMANY AND MORE
BRITANY INTERNATIONAL
IS CURRENTLY ACCEPTING MASTER-QUALITY
PRODUCTIONS (RECORDS/TAPES) OF VARIOUS STYLES
TO PRESENT AT MIDEM '87.
BRITANY INTERNATIONAL
ACQUIRED DISTRIBUTION FOR FIVE ARTISTS
THROUGHOUT THE UK, GERMANY, AND JAFAN AT
MIDEM '86. PLEASE CALL US FOR FURTHER

INFORMATION AT
(818) 762-0707
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own picture faken.

Side Two contains various ethnic and orches-
tral music selections utilizing the Holophonic
recording process. Musical tastes aside, | was
not overwnelmed by the sound of this side. in
fact, | found the sound image to be a distrac-
tion to the enjoyment of the music. | also feel
that some sioppy mastering in the cassette’s
preparation in the form of pops. clicks, and clip-
ped fadeouts distracted very much from some
of my visualizations (an engineer’s nitpick).

if you would like to hear some Holophonic
sound, KLOS-FM has a show called Head'ser at
midnight on selected Wednesdays. Pink Floyd's
album Final Cut employs Holophonic sound ef-
fects, and the group Psychic TV has a 24-track
digital, completely Holophonic album. All the in-
struments and voices were recorded without
microphones, using only the Holophonic sound
processor.

Some Tech Stuff

As an engineer, | naturally wantad to get in-
side of the Holophonic recording equipment and
find out how it works, but this turned out to be
impossible. Zuccarelli says: “i'd prefer to destroy
Holophonics rather than have it fall irto the
wrong hands” (I have nice hands). In fact there
have never even been any photograpts taken
of the device itself, which Zuccarelli aifection-
ately calls “Ringo”’

This much | am told: The Holophonics
“head” is not a binaural stereo recording
microphone system. it is a robot-like upper body
with a head sensor. Zuccarelli claims to have
discovered a “reference beam” generated by
each of our human ears that goes out and
bounces, strikes, and refracts off objects ir our
surroundings. This beam creates a super<com-
plex interference patterr that is utilized by the
Holophonic device to encode the spatial infor-
mation along with the naturaf audio information.

Holophonic sound can be recorded usirg
any standard stereo, two-chanrel digita, analog,

'he secretive Zuccarelli won't even allow photos o

WW*WW

“Ringo." but he doesn't mind having his

or cassette recorder. The sound can be repro-
duced with any speaker or headphone setup,
but for me the neadphcnes are the best and
most dramatic. It is reccmmended that concen-
tric or coaxial phase-coherent, single-speaker
systems are preferred over two- or three-way
speaker systems. Ever in mono, such as on a
single-speakered TV, an enhanced clarity and
sense of sound traveling from the screen to the
room is claimed.

The Holophonic-sound idea is also thought
to have medicinal values. Reports of hearing-
impaired people being able to hear again after
intense sessions with the Holophonic recordings
have been documented. Research and develop-
ment into therapy tapes for both hearing-im-
pairea and sightless individuals have been pro-
posea. Time will tell whether Holophonics has
merit or will fade away, as quad sound did.

The Holophonic sound-processing equip-
ment is not for sale or frent. Zuccarelli will only
consider a negotiable royalty for its use. Hugo
Zuccarelli thinks of himself as a physiologist
rather than an engineer. There are no published
technical papers in the AES (Audio Engineer-
ing Society) Journal, although Zuccarelli ctaims
to own the patent for the device.

Zuccarelli says that a "major” album mak-
ing use of his Holographic Sound Processor will
be available soon. But the real future for
Holophonics lies in film sound. The perfect
niche for this process is the reproduction of
sound effects, dialogue. and Foley-type sounds
for feature-length motion pictures. Imagine how
incredible the experience of moviegoing would
be if Holophonic sound were used with the
large-screen formats such as Imax or the new
Showscan system.

The Aldebaran tape is available at
Disneyland, as it turns cut. Or it can be pur-
chased for $15 plus sales tax by writing to Zuc-
carelli Holcphonics Irc.. PO. Box 64770/294, Los
Angeles, CA 90064. B

(818) 8451700
{213) 6611700

4136 Burbank Bhvd.
Burbank, CA 91505
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by Billy Cioffi

AUDIDO
UPDATE

24 Tracks & Up

Prime Track: Studio owner/operator
Danny Tarsha is producing and en-
gineering a project he's very excited
about. Tarsha is now completing the
final mixes on the soon-to-be-re-
leased debut LP for hard-rock band
Stiff. The album will feature some
| guitar tracks from special guest
Craig Goldie. The group hails from
Texas.

Hit City West: Westwood One was
in HCW working on a live concert
mix for radio broadcast. . .. Barry
Manilow was in the facility working
on his newest project. . . . Producer
Alan Harris working on the Home-
boys. ... The Mental Blocks, with
producer David Morris at the helm,
have been cutting.... Ex-Black
Sabbath drummer Bill Ward pro-
ducing his Bill Ward Group. .
Guitarist/producer Dennis Herring
(Timbuk 3) used the studio for the
.soundtrack of the recently released
Texas Chainsaw Massacre Il with
the Lords of the New Church. The
soundtrack LP is available on |.R.S.
Records.

Skip Saylor: Producer Yves Dess-
ca is in finishing a twelve-inch
single for the CBS-distributed Car-
| rera label. The big news is, the ar-
tist happens to be none other than

Princess Stephanie of Monaco!
Tom McCauley is engineering with
Joe Shay assisting. Wow—a real
live princess!. .. Egyptian Lover

finishing another tweive-inch single. |

The group is producing itself and
Tom McCauley is at the console. . ..
Saylor Productions is mixing a
single with singer/songwriter Elsie
Strong. Skip Saylor and Strong are
co-producing with Saylor engineer-
ing. ... Producers Troy and Mark
Allen are mixing an LP on Fade to
Grey. Tom McCauley is twisting the
knobs and Joe Shay is assisting.. . . .
Singer/songwriter Sammy Pate is in
recording an EP for Pat Patton Pro-
ductions with Pate producing. Mc-
Cauley is at the console, once again
with Shay.

Yamaha: The studio recently hosted
Depeche Mode. The Warner Bros.
Records act was produced by Vic-
tor Flores with Keith Cohen on the
console. ... Producerfengineer
Max Norman was rockin’ with Atlan-
tic Records’ Malice for their upcom-
ing LP. . . . Patrice Rushen co-pro-
ducing her newest with Charles
Mims for Arista Records. Engineer-
ing the dates was Barney Per-
kins. . . . Perkins also worked with
MCA's Bobby Womack on his latest
self-produced LP.

Encore: The Music for the upcom-
ing Jay Leno special is being cut at
Encore by NBC Productions. Jack
Conrad is producing and Les Coop-
er is the engineer. . . . Klymaxx is
tracking with producer Joyce Irby;
Hill Swimmer and Adrian Trujillo are
sharing the engineering chores. . . .
The soundtrack for Lindsey Wag-
ner's home video is being tracked
in the room by Johnson Klein
Productions.

Prime Track's Tarsha (2nd from left) wnh Stlff

' VIDEOUPDATE

MUSIC MOVIES FOR ADULTS

SID & NANCY: After the preview
screening of Sid & Nancy, there was
one of those typical film studio pub-
licity parties. The fact is, the movie
hardly makes you want to party. My
companion and | didn't go. Aside
from the fact that it seemed sort of
ludicrous to attend some chi-chi
schmooze (ah! there's a buzzword
for the Eighties—let's file it next to
“networking”) the bash inadvertant-
ly represented everything those bad
boys and girls in punkdom were
spouting off against.

Alex Cox is a brilliant director; he
and David Lynch are at the forefront
of the best new lot to come down
the pike in quite a while. It would
have been easy for Cox to extend
the myth, to the ongoing glory of the
film's late subjects, but Cox shows
you exactly what Sid & Nancy were
all about: nothing. If ever there were
two more vapid, worthless, crude,
and basically horrible people. ..
well, they're the kind of people not
even a grandmother could love. (In
the film, Nancy's Grandma and
Grandpa toss her and Sid out on
their collective asses after a hilar-
ious family dinner.)

The two actors playing the title
roles are incredible but believable.
If you've ever spent more than 15
minutes in a rock club, punk or
otherwise, you've seen Sid & Nan-
cy’s spiritual off-spring. Gary Old-
man and Chloe Webb stumble into,
scream at, and shoot up each other
through most of the film, and it
looks scuzzily accurate. One could
never accuse Cox of making a film

that glorifies drugs

The film’s main point seems to
be this: that there was absolutely no
reason for Sid to be so famous in
the first place—he had no discern-
ible talent other than his devotion
to the bleak void of despair. The
Sex Pistols claimed to be rebelling
against boredom, but in the long
run they just gave stillbirth to more
of the same empty calories and an
entirely new brand of poseur. | think
a lot of people—particularly the
music press and those who were
close to the film's subjects—will
hate this film. It could be that the
truth hurts.

A friend of mine made the point
that if you don't know anything
about the Sex Pistols, you won't un-
derstand why anyone could endure
these people. | disagree—the public
loves executions, particularly when
they're self-inflicted. Hey, you don't
even have to feel sorry for Sid or
Nancy—you just wait for the axe to
fall.

lf there is one true tesson that
the punk movement has shown us,
it's that depravity (when it replaces
decadence) is no cure for boredom.
If you don't have any real purpose
in life or genuine hope somewhere
in the core of your being, it can be
pretty vacant.

In the long run, Sid & Nancy, in-
teresting and blackly funny as it is,
will probably be best-remembered
as Alex Cox's second film. Never
mind the bollocks, this guy is one
great filmmaker. 2
(See Local Notes for Cioffi's views on
David Byrne's True Stories.)

16-24 TRACK STUDIO
EXTENSIVE
OUTBOARD GEAR
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OUR GREAT SOUND AND LOW RATES WILL AMAZE YOU.
WE NOW HAVE AN AUDIO SWEETENING FOR VIDEO FACILITY!

(818) 841-1244

719 MAIN STREET
BURBANK, CA 91506

PRESENT TIME
RECORDERS
QUALITY SOUND SINCE 1976

On Vineland in North Hollywood
Not a Garage or House!

MCI w/Autolocator & VSO
Ampex 440B 30 & 15 ips 2-Track
604 E. & Auratone Monitors
Lexicon Digital Reverb

Ursa Major 8X32 Digital Reverb
Lexicon Prime Time

Aphex Aural Exciter

Pitch Transposer — Steinway Grand
Yamaha SPX 90 & Much More
Oberhelm DX Drum Machine

or Prophet 5 —

24-TRACK $35/HR
5 HR. BLOCK $32/HR
16-TRACK $30/HR
5 HR. BLOCK $27/HR
8TRACK (¥2") $27/HR
8TRACK (1”) $30/HR
5 HR. BLOCK $27/HR

Open 24 Hours (818) 762-5474

Experienced Engineer Inc!.

Cash Only
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Record yowrself and fiends
— the layout and design
make this one of the best
multitrack demo-makers
aver made. Precious Metal®*
rehearses on Fostex before
recording dates at Sound
Citg.

Make the most of your elec-

‘tronic instruments — build

up. to nine individually
rec“orded paats by layer-
ing’" orzbpdncing wacks.
Fostex trcuner Tom Lubin ex-
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recorder with.sync o im-
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bise reducton, speed’ and track format — so you can ex-
germusical ideas by trading tapes. Or, become a pait

| yourJavorite hits: record as you nonna]lv\ would, then
rdub your own voice or mstrumem and mix yourselt

. Some talented cwners have even heard their X-15 ef-

2 on the ar. So no use waiting. Go see your Fostex
‘Decler for the best deal in personal multitrack. For only
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- Chris Cutfaro

does look back.

“Costello Sings
. Again”
| Beverly Theatre
Beverly Hills

Night One
On opening night of Elvis Cos-
tello’s five-night stand at the Beverly
Theatre, no one quite knew what to
expect. Since Costello had been full
of surprises in the past, and since
this series of "“theme” shows was
so novel, the audience was abuzz
| with I think he'll do this)’ “No, |
think he'll do that’’ If anything, the
unexpected was expected.
I Naturally, then, Costello did just
the opposite. He and the Attractions
| played virtually every favorite you
ever wanted to hear. The hits and
’ nothing but the hits. Oldies like
“Red Shoes;’ “Mystery Dance;’ “No
‘ Actior” “Alison; and “Watch Your
Step!’ And when he turned on the
red neon ‘‘request” sign, the hits
| just kept on coming: “Watching the
| Detectves, "Everyday | Write the
| Book;" "'Don't Let Me Be Misunder-
| stood;’ and of course, “Pump It Up”’
| menton all these to drive home
the point that, yes, that's really all
it was—no surprises. This night was
clearly designed to blow all those
audience-pleasers out of his system

'
This year's model: He's got everything ke needs; he's an artist, but he

so he could get on with his more
pressing adventures on subsequent
n'ghts.

So in this sense it was disap-
pointing. When it was needed, Cos-
tello did his best angry-ycung-man
snarling, but it didn't quite seem
sincere enough. We all know he
grew out of that years ago. The At
tractions also lacked a certain bite.
probably for the same reasons—
they're older and they're sick of
these songs. That left much of the
entertainment to watching maniacal
keyooardist Steve Nieve pound his
buttons a la Keith Moon.

| don't mean to say the show
was a total failure—if you'd never
seen him, you'd have probably
been thrilled. But it just didn't match
Costello’s standards. There were
sparse moments of brilliance—Elvis
sinking his vocal cords into the
ermotional "“Kid About It for
instance—but it was obvious the
mal fireworks would come later.

—John Bitzer
Night Two

After seeing Costello in halls
seating thousands, the emotional
electricity in this relatively small,
stately joint was infectious. Up first,
Elvis the intimate. Dressed in your
basic black from tie to toe, he
picked up an acoustic guitar, played

"“Girls Talk;’ and we were off, hear-
ing songs old and new. He played
some electric guitar too; the audi-
ence clapped along spontaneous-
ly, calling for zillions of songs all at
once. But this wasn't request night.
No matter. He offered up a real in-
the-wee-small-hours “Almost Blue™
at the piano, gave us the sequel to
“"American Without Tears” (Part
One popped up later with full band).
“The Only Flame in Town” was
transcendental rocket fuel com-
pared to the matchstick-like over-
production of the record. Finally, the
new ‘| Want You” was possessed
and hungry, acappelia at the end—
sweat-fright. All to the bone, just
Elvis and us. Goddamn brilliant.

Part Two, if you will, came with
Elvis and “special guest” T-Bone
Burnett on dueling acoustics. As the
“Coward Brothers,’ they rattled off
the likes of “Tom Dooley” and
“Ring of Fire!’ They called for “Twist
& Shout;’ and the audience called
back; we did it for them. It was slop-
py, anarchic, and everything rock &
roll oughta be. One by one during
the set, the Confederates joined
in—Jerry Scheff on stand-up bass,
electric guitar magician James Bur-
ton, drummer Jim Keltner, and pro-
duction whiz Mitchell Froom on
organ, piano, and other keys. What
a band! Elvis goes "roots'—a King
of America extension, uptempo
blues-based rock-outs like "Your
Mind Is on Vacation, Your Mouth Is
Working Overtime” and “Payday’’
David Hidalgo of Los Lobos joined
in on “Lovable” and a couple more
on vocals and squeeze box.

The main man himself—call him
Declan, Napoleon Dynamite, or just
El—was clearly havin' a ball. He
was quipping quickly all night, say-
ing at one point, “This is our first
paid rehearsal’’ Hey, a raise for
everyone. And thanks.

—Darryl Morden

Night Three

Oh what fun we had. We laid into
a groove on the first song and we
never looked back. We were clickin’
our fingers, tappin’ our toes, and
boppin’ in our boots. Old R&B
covers, new Elvis ballads, weird
bayou honkers—hell, it didn't mat-
ter, it all had a zip to it.

First off, the Confederates can
smoke. With the backing of these
guys—two alumni of the other Elvis’
original band, two super-session
guys, and moral support from T
Bone Burnett—Costello was ob-
liged to lift his own musical perfor-
mance to their standards.

So he did. His bluesy, gut-
wrenching workout on *‘Poisoned
Rose;’ for instance, was highly in-
spired (and inspiring). Sometimes
the most interesting thing about
Costello is the power his live pres-
ence can inject into a song. So at
the midpoint of the show, the band
left him alone to talk chummily with
the audience, and play solo. And
his intensity sharpened. And the
audience’s attention sharpened.
You could feel every tiny emotional
subtlety on each song—'Heathen

Town; “Green Shirt; and “Party
Girl” in this case—and you came

out richer for the experience.
Then it was back to fun time. Los
Lobos’ David Hidalgo joined the
band for accordian duties on
“American Without Tears” and
vocal harmonies on “Lovable) a
definite crowd-pleaser. The peak
finally came on a vintage R&B
stinger called 'Pouring Water on a
Drowning Man;’ in which the band
rocked, the house boogied, guitarist
James Burton spun solo after daz-
zling solo, and Costello belted his

way into a tizzy. Shoooweee.
—John Bitzer

Night Four

As Costello strolled through the
audience in his London Fog, quip-
ping good-naturedly into a cordless
mic, my mind wandered back to his
first furious and frenzied shows at
the Whisky in late '77. Here, | re-
flected, is a guy who's come full
circle—from brittle brilliance to con-
summate command. Even so, | was
hardly prepared for the liberating
dose of lightheartedness he'd offer
during his “Spectacular Spinning
Songbook Extravaganza!’ With the
huge wheel filled with 40 classics—
including unexpected non-originals
—the go-go booth and onstage wet
bar (stocked with Gatorade), em-
cees John Doe (good) and Tom
Waits (great), the battle-ready At-
tractions raring to go(go), and a wild
& woolly crowd, the show tumed into
a two-hour-plus audience-participa-
tion wingding on the order of the
Tubes' "What Do You Want From
Life?"" Amazing but true.

The premise was, the emcee
would pick out a member of the au-
dience, who'd climb onstage, state
his or her fave tune, and spin the
wheel, as El and the boys stood at
the ready. When the winning title
emerged, the band would instantly
launch into the tune, while the spin-
ner either (A) sat at the bar and
guzzled Gatorade, or (B) strutted
his/her stuff in the go-go booth. And
so it went. What was lost in terms
of musical momentum (songs were
often separated by five minutes of
banter) was made up for in sheer
good cheer. And the band couldn't
wait to lay into the next selection,
so their energy was palpable.

| was rooting for the cover tunes
to come up, particularly Tom Petty’s
"American Girl” (which Costello
and Petty played together the follow-
ing night), “Ferry Cross the Mer-
sey” (nope), Prince’s “Pop Life”
(ves!), and Dary! Hall's “‘Dream-
time” (which turned out to be a
joke—when it came up, they played
“Accidents Will Happen™). But
everything was done in blazing
fashion, often rebuilt for speed.

There was also a loose & lovely
acoustic mini-set with Costello and
three of the Bangles, and enough
amusing detail to fill this whole
page. Some fun. I'm sure the fifth
and last show was ferrific too, but
we were unable to secure ducats.
What the hey—four outa five ain't
bad. —Bud Scoppa

&
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' Paul Simon
Graceland
Warner Bros.

Paul Simon's new album is a sig-
nificant rock event on two levels.
First, it employs music from a dis-
tant culture (South Africa) and even-
tually drives home the connection
to our own music (Zydeco and Tex-
Mex), via the accordian. Second,
it's a triumph for a pop artist whose
career has waned in recent years.
A majority of the basic tracks for
Graceland were laid down in the
Republic of South Africa by top
studio musicians who play the
mbaganga or ‘‘township jive"
music of Soweto. Simon's fascina-
tion with this music led him to re-
cord with these artists; in doing so,
he's tapped a rich, evocative, and
uptempo sound that has up to now
had a very limited audience in
America. Graceland is dramatic
evidence that Simon’s gamble has
paid off.

Having previously dabbled in
such esoteric musical idioms as
Peruvian folk (“El Condor Pasa"),
reggae (“Mother and Child Reun-
ion"), and Southern gospel (“Loves
Me Like a Rock"”), Simon does
much more than that here. Instead,
he explores the music of South Af-
rica in depth and with definitive
results, exposing the music main-
stream to this exciting culture.
| “The Boy in the Bubble]' the LP's
stark, image-laden opener, features
Baghiti Khumalo's deep, warbling
bass and Forere Motloheloa's whin-
ing accordian. Simon’s lyrics strip
through the complacent veneer that
veils the struggle in South Africa
and the Western World's influence
upon it. Adrian Belew injects a sear-
ing synthesized guitar riff, further-
ing the haunting mood. The title
track is a rollicking tune that melds
Zulu and country/western guitar
styles, with enchanting results. The
extraordinary guitar licks of Chikapa
“Ray" Phiri and Khumalo's bound-
ing, fretiess bass sets the pace in
an effortless motion as the Everly
Brothers assist Simon on backing
vocals. Demola Adepoju’s pedal
steel guitar glides along as Simon
sings of a journey to Elvis Presley’s
mansion in search of redemption.

Mbaganga is a heavy, doughy
cake common to South African
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music. The term is used to describe
the brooding, bouncing bass that
underlines the airy guitar parts of
Zulu music. One of the purest ex-
amples of this ‘“township jive"”
music on Graceland is “Gumboots’’
The incessant percussion and ac-
cordian are backed by a rubbery
bass line as Simon adds a few
strokes of the Synclavier, providing
a Western appeal that doesn’t
sound out of context.

Ladysmith Black Mambazo, a
ten-member acappella church
group, contributes impeccable har-
monies to “Diamond on the Soles
of Her Shoes” and “Homeless’’
The latter mixes Zulu and English
lyrics written by Ladysmith lead
singer Joseph Shabalala and
Simon. L.B.M. gives a stunning
vocal vocal performance, unlike any
Western acts (excepting groups
such as Sweet Honey in the Rock).
And “Homeless” is a direct, pas-
sionate, and absolutely affecting
piece of music.

His expedition to South Africa,
ironically, led Simon to Louisiana to
record “That Was Your Mother”
with Rockin' Dopsie & the Twisters.
Dopsie’s accordian turned out to be
the link between South African and
American music that Simon need-
ed to bring it on home. ""Mother” is
a playful zydeco boogie that pays
tribute to Cajun culture and Clifton
Chenier, the accordianist known as
the king of zydeco music. Also as-
sisting in the bridging of the two
cultures on Graceland is Los Lobos,
the highly acclaimed Tex-Mex R&B
outfit from East Los Angeles. They
close the album with Simon on “All
Around the World or the Myth of the
Fingerprints” with some inventive
percussion work by Louie Perez
and fine vocal support from David
Hidalgo, who also plays a cooking
accordian harmony alongside Steve
Berlin's sax.

Simon's inspired endeavors on
Graceland are an enriching ex-
perience for anyone open to fresh
musical ideas. It is a landmark al-
bum that will unassumingly but in-
evitably contribute to our awareness
of the people's struggle in South
Africa. It functions not as a blatant-
ly liberal political statement (it isn't),
but rather as an act of love and
generosity. —Ronald Coleman

John Fogerty
Eye of the Zombie
Warner Bros.

Now that he's back, this is the
album that fully puts him in the

Eighties, right? But with that bad
moon risin’ Cat People cover, and
songs mostly of apocalyptic despair,
I'd just as soon be taken back to
Green River.

The opening track on Eye of the
Zombie is “Goin' Home,' a definite
departure, like Mark Knopfler film
music, with synth washes and a
river rush of guitar. Then, boom,
storm clouds gather and we're
heaved into the Swamp, where we
stay for much of the album. The title
song is a tale from the dark side,
one of nuclear war, a biblical big
finish, or tribal terror.

The blight and breakdown con-
tinue in a splattering of tracks, all
cutting great grooves, marked by
oft-jagged guitar and souiful back-
ing vocals. “Headlines” is an every-
day nightmare, only we're not
dreaming. Have you heard the
news? It's societal claustrophia
tonight. In “Change in the Weather"
we're still swamp-rockin, with
technological doom looming in the
background. Duck and cover, pal.

Spilling all over corporate spon-
sorship is ‘“Soda Pop,’ playfully bit-
ter in a contemptuous neo-dance
rhythm. Fogerty also may be look-
ing inward as he tries to reinvent
himself; “Play a little rock 'n’ roll
music / Tease 'em with a tune /
Show 'em a couple of old pictures
from the baby boom / and suck 'em
in while | croon. ... Maybe he's
talkin’ about those seemingly innoc-
uous Lincoln Mercury ads that rip
Motown—y'know, ruins all your fave
tunes for life.

There are a few breathers. A tad
pop and a touch funky, his first(?)
love song, “Knockin’ on Your Door;’
offers relief. Keyboards squawk a
horn riff outa some dusty Stax-Voit
chart (real horns next time, please),
as a Steve Cropper-style guitar line
couches the plea to be taken back.
Fogerty's voice eases up. Com-
pared to the rest of the record, it's
lyrically lightweight, but the music’s
on solid ground. Rising up on Side
Two is “Wasn't That a Woman''
More of a toss-off, this earthy funk-
itude from the marshlands goes on
and on about lust fulfilled.

After generally bleak visions and
some downright spooky or angry
music, “Sail Away" is a lullaby of
resignation. The folkishly spiritual
melody finds him tired of the con-
frontations and ready to leave. . .
the planet (that explains the Star
Wars Jawa types on the back
cover).

All the bile of Fogerty's raw deal
from Fantasy Records has been re-
channeled outward on Eye of the
Zombie. But where the bitterness
was tempered on Centerfield by the
joyous rebirth of the title track and
"Rock and Roll Girls;' here things
never seem to really let up. And the
tracks are all so long. Hey, this was
the hoodoo master of witty words,
compelling story-songs, hooks, and
mind-burning riffs in three minutes
(yeah, | know about “Grapevine”
and so on; exceptions). Now, he's
taking twice as long to say half as
much (eg., “Violence Is Golden;’
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subtle as a bombing raid). Where
the man used to be direct, here he's
either evasive or hammerhead
blunt.

And he never used to depress
me so much. For all the hardness
of this world, there were always
secret corners of wonder. But may-
be he's rght—maybe they no long-

er exist, It is a darker and more |

dreaded America now than the one
we lived in when we started the
journey up the river with him so
long ago. But I'd like to think there
are still spots along the way where
we can take a turn and look forward
to goin’ up around the bend.
~Darryl Morden

Motorhead
Orgasmatron
GWR/Profile

Hey, you. Yeah, you. Didja ever
hear of Motorhead? Well let me tell
you somethin' about these guys.
These are the baddest, filthiest
guys in metal music. They kick ass
like nobody's business, and their
new album is just one mother*!,~/
$# of a record!

Over the years, Motorhead has
released a total of eight albums
while going relatively unnot.ced—
until  now. Orgasmatron is
Motorhead’s fastest, most turious,
and most commercial album ever,
and they did it all without having to
sacrifice band image or reputation.

The songs on Orgasmatron are
well-constructed, expertly oe*
formed, and even have memorable
choruses. This is certainly not what
you'c expect from these legerdary
veterans of heavy metal.

The best of Side One includes
“Deaf Forever,’ “Nething Up My
Sleeve,’ and “The Claw,’ but when
you turn the LP over to the flipside,
there are even more goocies to
digest “Doctor Rock” and the title
track are certain to become instant
AOR classics with their pounding
rhythms and mass rock appeal.
These are the standouts, but there
isn't a weak song to be found
anywhere.

The band plays fast and furious,
and althougn all of the songs are
powerful, the lack of variety never
bothers you at all because the
tunes are knda short and
interesting.

The last Motorhead album, An-
other Perfect Day, was released
three years ago. Since then, the
band has undergone more than just
personnel changes—they have a
new American label as well. But




through it all, Motorhead has re-
mained true to its fans, music, and
image. Apart from being one of my
personal favorites of the vyear,
Orgasmatron also deserves to be
successful on a national level. The
album is just that good.—Demian

Bob Harris

The Great Nostalgia
Mastahna

As far as soothing atmospheric
music for late-night listening goes,
The Great Nostalgia is a skiliful, im-
pressive effort. The record is the
first solo release from singericom-
poser/keyboardisttrumpet player
Bob Harris, whose credits include
work on six Frank Zappa albums.
(Interestingly, the LP boasts the ad-
ditional talents of ex-Zappa players
Tommy Mars and Steve Vai.) One
of the extraordinary things about
this project is how Harris’ vocals
blend passion and precision to
such a heartfeit degree. There's an
expert smoothness to this fellow’s
singing; like a masterfully played
saxophone, the vocals have a sup-
ple, instrumental quality.

Of all the tracks on the album,
the opening cut, “The Great Nos-
talgia,’ gets my vote as the most
memorable gem. The irresistible
horn line here serves as perfect
punctuation to the song’s ethereal,
dreamy quality and brightens the
number, keeping it from becoming
interminable or listless. True, there’s
a similarity of mood to the rest of
the material that tends to make the
songs blur together. But that only
annoyed me at first—this type of
music isn't meant for “active listen-
ing"; it functions best as evocative
background music.

This LP isn't for everyone (as
one can readily guess by checking
out the album flap and seeing song
titles like “‘Flower,” ‘“Ageless
Love,’ and “Autumn in Nepal”). But
this enticing, well-crafted work will
doubtlessly be well appreciated by
many. (Copies may be ordered by
sending $7.98 pius $1.50 for ship-
ping and 65% sales tax for Califor-
nia orders to Mastahna Records,
13906 Ventura Blvd., #257, Sher-
man Qaks, CA 91423,

—Randal A. Case

Match Game
A&M Records

In an industry that lives to fit
singers into programmable slots,
Marti Jones is that rarity—an un-

classifiable original. Although true
originality in pop music can leave
a performer without much radio
play, Jones has continued on her
second album to perfect her unique-
ness with the help of production
wizard Don Dixon. The result is pop
music that is heartfelt rather than
mass-produced, but no less acces-
sible for the lack of compromise.

Listening to Jones’ voice, it's easy
to imagine her sweetly raising her
voice on the folk circuit. But her true
loves are the songs of Bowie in his
Ziggy Stardust days and the bitter
realism of Elvis Costello. Her suc-
cess lies in combining the aching
sincerity of folk with the aggressive,
offbeat rock of Marshall Crenshaw
and Mitch Easter. She avoids the
swaggering poses or cloying senti-
mentality of other women rock
singers by choosing material that's
romantic in the direct and heartfeit
tradition of performers like Buddy
Holly. Whether she sings original
songs or interprets those of others,
Marti Jones invests a quiet emo-
tional strength in each line, making
even a Bowie oldie like “Soul Love”
completely her own.

An important part of this LP’s
success is Don Dixon. The pro-
ducer of R.E.M. and the Smither-
eens is an expert at combining
disparate musical elements in unex-
pected ways. Any given song here
contains everything from hard-rock
drumming to girl-group harmonies
and accordians, overlaid with a wild
array of guitars ranging from Mitch
Easter’s vibrato to Vinnie Zummo's
heavy chords. Dixon’s production
here is less nakedly basic than his
work on her first album.

Marti Jones could have allowed
her talent to be molded into more
commercial packages. But on
Match Game she has made the
choice to create unique power pop
with musicians who know how to do
it intelligently and energetically.

—James Hopkins

Singles

If you're looking for something
appropriate to play at your hip Hal-
loween bash, why not try “(l Am) the
Fly” by Michael & the Swat Team
(Baywest Records). The novelty
tune’s accompanying press release
boasts that the single is getting
airplay on Dr Demento, which
makes sense to me as this is just
about the Doctor’s speed. Sample
lyric: “Love me somebody, change
me back to a man / 'Cause | hate
flies and that's what | am? Cute,
huh? Well, if you fancy that, you
might wanna check out the flipside,
“Things That Go Bump in the
Night” Or, then again, you might
wanna get a can of Raid happen-
in!. .. Graham Grace’s “Follow Me,
Follow You” (Palace) has a real cool
four-color dust jacket with nice
graphics. You may not always be
able to judge a book by its cover,
but in this case the inside is as
good as the outside. This cut re-

minds me of a cross between Adam
Ant and early Duran Duran, which
could be a plus or a minus depend-
ing upon your tastes. However, if
you're into British dance, you'll like
this, cuz it’s got Ant's spunk and
D.D’s discordant, wailing back-
ground vocals. If this all sounds a
bit iffy to you straight rock sorts, you
may be pleasantly surprised; a tea-
spoon of guitar makes the dance
medicine go down quite smocth-
ly. ... General Public’s new one,
“Too Much or Nothing” (I.R.S.), is
harmless and pleasant pop. It's
maybe a little more palatable than
stuff from their first album (namely
“Tenderness”); it's danceable and
upbeat, with an arrangement that's
full of swell horn punches, key-
boards, and a big fat bass line. The
jazzy music (aside from Dave
Wakeling's vocals) reminds me a lot
of something Phil Collins would put
out. ... The Earthlings’' “Shake It
Loose” (Gigantic Deal Records)
was co-produced by Neil Geraldo
(Pat Benatar's guitar-slingin’ hubby,
ya know) and | like it lots—all except
for the vocals, which remind me of
bad Knack. Otherwise, the tune has
a cool groove, a great rhythm guitar
track (no surprise), and a boppin’
Farfisa-like keyboard intro. it sounds
sorta new wave poppish and Sev-
enties-ish, which is on the plus side,
but the vocal style just doesn't jive.
And, yeah, Neil, the production’s
just fine. —Karen Burch

Ear Wax”

Enough is enough. I've had it
up to here with Bud'’s eclectic-pap
compilation tapes. | need some-
thing a lot stronger to get me going
in the morning. | need something
to make me feel alive—or as close
to it as possible. | need a strong
dose of MORNING METAL to really
kick things into gear. So while Mr.
Scoppa is off in the corner bang-
ing his head to the new Neil Young
album, we're gonna rock the house
down with. ..

Morning Metal: Vol. 1

Black Sabbath: “Paranoid”

Motorhead: “Deaf Forever”

Megadeth: “Devil’s Island”

Iron Maiden: “Wasted Years”

Judas Priest: “Turbo Lover”

Black 'N Biue: “I Want It All”

Vinnie Vincent: “Boyz Are Gonna
Rock”

Metallica: “Battery”

Ozzy Osboume: “The Ultimate Sin”

AC/DC: “Who Made Who”

Cinderella: “Shake Me”

Motorhead: “The Claw”

Grim Reaper: “See You in Hell”

Hallows Eve: “Suicide”

Stryper: “The Rock That Makes Me
Roll”

Dust: “Stone Woman”

David Lee Roth: “Yankee Rose”

Meatmen: “Crippled Children
Suck”

Led Zeppelin: “Rock & Roll”

W.AS.P: "1 Wanna Be Somebody”

—Kenny Kerner
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Thin White Rope

| The Music Machine
Santa Monica

O The Players: Guy Kyser, gui-
tar, vocals; Roger Kunkel, gui-
tar, vocals; Stephen Tesluk,
bass, vocals; Jozef Becker,
drums.

0 Material: If Robert Frost
asked head Rope Guy Kyser
how the world would end, the
answer would surely be fire—
with eruptions of moliten rock.
Kyser's band, Thin White Rope,
likewise creates a dirge-like
maelstrom of guitars, anchored
by a tense, relentless rhythm.

As on their debut LP, Exploring
W the Axis, the Davis-based band
evokes the sonic force of Cali-
fornia's slow (but certain) slide
into the ocean. (They even have
a quirky surf instrumental,
“Roger's Song!) But TWR's
lyrics make the music even
| more eerie. With a chilling vocal
quiver, Kyser sings about dead
grammas, desert-warped psy-
ches, gay bars, and perfect
drugs. Thin White Rope's sub-
lime concoction makes for a
catharsis not recommended for
the faint of heart.

0O Musicianship: Though it
might be tempting, the Thin
White Ropers don't hide behind
their sonic blast. The stinging
guitars of Kyser and Kunkel
lash out with individual force.
The dextrous, melodic bass
playing of Steve Tesluk stands
out prominently, while drummer
Joe Becker holds down the
steadfast beat. The band pulls
a nice switch from an all-out
electric storm to a relaxed west-
ern gait in “Dead Grammas on
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a Train!” Further stretching of
their musical boundaries is
hinted at by new songs, includ-
ing the quiet “Waking Up!'
O Performance: With glazed
eyes and neck veins bulging,
frontman Kyser has the fierce
intensity of one pushed to psy-
chopathology. Against the
backdrop of the Rope boys-
next-door, Kyser's obsessed de-
meanor and haunting voice be-
come even more striking. This
L.A. date, however, found the
band a little more laid-back
than on other visits. Still, with
slightly slower tempos, some of
the older songs took on an
even grander scale. The band
even lightened up to play the
much-requested “Dead Gram-
mas on a Train” and threw in
“Roger's Song’’
0O Summary: There was a
time when the ominous dirge
rock and hauntingly unique
lead vocals of Thin White Rope
made the band an acquired
taste. While still not accessible
for many, Thin White Rope has
opened up its sound with well-
crafted songs and ever-broad-
ening musical styles. This is the
California guitar band to watch.
—D. Hutt

Puppets of

Mankind
The Roxy
West Hollywood

O The Players: Todd Meisler,
vocals; John Hill, guitar; Stew-
art Whately, bass; Kurt Masters,
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