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Rick James ‘Nowhere To Go But Down’

Ry Michael Goldberg
wAUSALITO, Ca.—In the semi-
Markness of the recording studio,
Rick James doesn’t look too much
Mke RICK JAMES, the spangled,
littering, super sexy King of Funk
1’ Roll, the bad boy of black music
whose hit songs of the triple plati-
pum album, Street Songs—*Give It
‘o Me Baby,” “Super Freak” and
Ghetto Life”—were blasting out
f AM radios for most of 1981.
James is wearing a rather sedate,
ecidedly non-flash green and black
nd white plaid shirt, a pair of tan
Macks and some brown slippers.
‘hough he sings a song called

*“Mary Jane” and lights up a joint in
the midst of his two hour live per-
formance, there’s not even a roach
in sight today. James, who is 30
years old, is leaning back in his
chair, his feet propped up on the re-
cording console. Only the cornrow
braids which hang halfway down
his back are a clue to the outra-
geous side of Rick James, a side
that he reserves for his album cov-
ers, TV appearances and live shows.

As he sips from a mug of steam-
ing coffee, James is explaining how
he feels about being called “a mod-
ern version of Sly Stone.”

“I think it’s ridiculous. Totally

insane. Really! Sly Stone was a ge-
nius,” says James, who talks as in-
tensely as he sings. “If it weren’t for
Sly Stone there wouldn’t be no Rick
James. I have a lot of respect for Sly
Stone. I'm not talking about the
man, but the music. The man’s a bit
strange. But the music . .. he’s re-
sponsible for making a lot of artists.
There should be a Sly Stone day.
And the Commodores should be
there and Stevie Wonder and Rick
James and the Ohio Players and ev-
erybody who made a million dollars
letting this man open the door.”
Here at the Record Plant, Rick
James is wrapping up production of

Roger McGuinn Nixes Byrds Reunion

fARIN COUNTY, Ca.—Roger
1cGuinn, founder and guiding
ght of the various incarnations of
¢ Byrds, has nixed a proposed re-
mnion of the original group mem-
wmers. Saying “it didn’t seem like a
wositive, forward career step,”
1cGuinn declined an offer from
1e group’s first manager, Jim
Wickson, to join Gene Clark, David
‘rosby, Michael Clark and Chris
Millman for several unspecified
ncert dates, playing a repertoire
ymposed of familiar Byrds songs.
he concerts were to be recorded,
1d the best numbers picked out
1d submitted to record companies

terested in signing the band.
McGuinn remarked that he
dged initially because “the Byrds
ver were a great live band. It was
ways a studio band. So it didn't
em worth trying it again.”” He
Ided: “My own lawyer laughed.
e said, ‘You couldn’t keep those
‘tsonalities together before, what
Continued on page 11

Roger McGuinn: His lawyer laughed.
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a new album which he’s planning to
call Throw ‘'m Down. “That’s an ex-
pression, a higher form of getting
down,” he laughs.

James calls in his engineer, Tom
Flye, who, he notes, was once Sly
Stone’s engineer, and soon “Dance
With Me,” set to be the first single
off the album, starts up, blasting at
high volume through the studio
monitors. Above the taped sounds
of a party in progress, an uptempo
“Super Freak”-styled groove be-
gins, funk guitar etching irresistible
licks through the song. Some of the
members of James’ group, the Stone
City Band—aguitarist Tom McDer-
mott, drummer Lanise Hughes,
synthesizer player Levi Ruffin, Jr.
and bassist Oscar Alston—wander
in, along with a few very sexy
young women, one of whom walks
over and gives James a seductive
kiss. James, who is now standing
before the control board, starts
dancing and shaking his head; with
eyes closed, he sings along with his
own vocal track: “Shake your body
all over me woman.”

The new album contains nine
songs; there are three gorgeous bal-
lads—*Happy,” “My Love” and
“Teardrop” (with the great line: “A
teardrop fell from my eye yester-
day/Letting me know I was man
enough to cry”)—and six uptempo
funk extravaganzas—*Dance With
Me,” *“Money Talks,” *“Sixty-Nine
Times,” “Throw Down,” ““Hard to
Get” and “Standing at the Top.”

In addition to James and his
band, the LP will include guest ap-
pearances by Grace Slick, Doobie
Brother John McFee, Roy Ayers
and the original Temptations. “I’'m
putting the Temps on ‘Standing at
the Top’,”’Says James. ‘“That’s
about how when you’re number one
there ain’t nowhere you can go but
down.

Continued on page 11
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Success depends on three things; who
says it, what he says, how he says it;
and of these three things, what he
says is the least important.

—John Morley, Recollections 11

PITTSBURGH—Trying to get a
straight answer out of Peter Wolf
has never been an easy task. Four-
teen years, 12 albums and many
tours later, it still isn’t. The veteran
lead singer of the J. Geils Band con-
tinues to answer his critics, friends
and would-be admirers with the
same sharp retorts and biting quips.
It helps maintain that “bad boys”
image.

“The turning point in our ca-
reer?” he ponders. “This interview.
Where is our music heading? To
Topeka, Kansas.”

On stage, things haven't changed
that drastically either. Wolf re-
mains the tireless showman. Pound-
ing long-stemmed red roses on the
floor as the band tunes up for “Love
Stinks”; preaching his cynical tales
of love and life to a seemingly-mes-
merized crowd, and mixing with
zealous fans at the front of the stage
is still part of the act.

But commercially, things have
changed—for the better. Suddenly,
after years of near-stardom, the
Boston-based band has attained the
popularity and success it had failed
to achieve in times past. Blending
the old with the new has proven to
be a winning formula for Wolf and
Company, who have neatly finessed

Continued on page 12
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Knack Knukes Itself At Last;

Feiger Cutting Solo Album

By Susanne Whatley

LOS ANGELES—The Knack has
knuked itself. The Los Angeles
band whose debut album soared to
the top of the trade charts in 1979
has broken up, with Doug Feiger
embarking on a solo career (and re-
taining rights to the Knack name),
while the other band members—
guitarist Burton Averre, bassist
Prescott Niles, drummer Bruce
Gary—carry on as The Game.

Feiger, who says he “feels very
much alive again,” is now laying
down tracks at Capitol Studios here
with guitarist-keyboardist John
Corey (ex- of Silver Condor and
Randy Meisner’s band) and drum-
mers Don Linley and Brandon
Matheson.

“I’'m looking forward to being
judged on my material rather than
people’s pre-conceived notions,”
Feiger says, adding that his new
songs are “still simple and direct,
but sound very different—it’s white
jungle music.”

Averre, Niles and Gary have
signed on a new lead singer in Steve

|

McNally, formerly of Roadmaster,
and a keyboard player, Phil Jost.
“It’s current, mainstream, cer-
tainly accessible music,” Averre
says of the Game’s repertoire.
“More playing prowess, very much
based on hooks. There’s still a lot of
ballsy rock ’n’ roll, but at the same
time there’s a certain cool cooking
that we never could do in the
Knack—songs that bubble under
the surface and then suck you in.”
And what about the Knack, that
band of snotty upstarts who were
too hot to give interviews after be-
ing one of only 25 groups since 1956
to have a number one album first
time out? “They love ya, they hate
ya,” Burton shrugs, a trace of sad-
ness in his voice. “It’s a difference
of a week. Stemming from our mer-
curial rise to success—which is al-
ways the ass-backwards way to do
it, you know—there was always this
mountain of resentment towards
the band that never really subsided.
“It was a real heart-rending expe-
rience. I don't think any of us
would want to go through it again.”

. oy LN
Remembering Murray The K:

L]

‘He Lived For The Music’

By Doc Pomus

NEW YORK-—Doc Pomus is a leg-
endary rock and blues songwriter
whose material has been recorded by
Joe Turner, Ray Charles (*Lonely
Avenue”’), Dion and the Belmonts
(“Teenager in Love”), the Drifters
(more than half a dozen hits, includ-
ing “Save The Last Dance For Me”
and “This Magic Moment”’), the
Mpystics (“Hush-A-Bye”), Elvis Pres-
ley (nearly a dozen songs, including
“Little Sister.” *‘Mess Of The
Blues,” “Viva Las Vegas” and “Sus-
picion”’), Willy DeVille and Dr.
John, among others. His path often
crossed that of Murray “The K’
Kaufman, the famed rock 'n’ roll
disc jockey who died of cancer on
February 21. Pomus offered the fol-
lowing reminiscence of a man he
considers *‘the last of a breed.”

Murray Kaufman was arrogant
and pushy and would let you know
in a minute how instrumental he
was in the rise of rock ’n’ roll. He’d
tell you about the great careers he
had furthered, predicted or spon-
sored. How the Beatles made him a
fifth member, and how in many
ways he was responsible for their
American success and credibility.

I once wrote a song for Murray
the K called “The Lone Twister.”
He recorded it for Atlantic Records
in 1960, and subsequently used it as
his theme song on WINS radio. Yet
it’s a miracle it ever got to vinyl.
Kaufman asked for some of the

publishing rights, and his constant
bickering over this matter became
petty and ugly. One day, out of dis-
gust and weariness, I told him to ei-
ther shut up and behave, or write
the song himself. He backed off and
laughed, and the session went
smoothly from that point on.

He had so many qualities that re-
pelled and irritated me, and he was
boring and silly. Yet, ultimately, I
forgave him everything; deep down,
I really liked him. Because in the
contemporary music scene, where
the wheelers and dealers are cold
business men or cold lawyers or
both, Murray the K was an anach-
ronism. He neither hated music nor
music people nor the music life-
style. For a fact, he loved music and
he loved music people—especially
rock 'n’ rollers. He loved singers—
especially rock 'n’ roll singers. And
if he hadn’t been a successful disc
jockey and promoter, he would
have hung out with the musicians
anyway. He would have had the
largest record collection; he would
have talked music day and night
with anyone who would have lis-
tened; he would have made all the
rock scenes, from the sleazy
honky tonks to the huge concert
emporiums. He loved rock music
more than anything: more than
money, more than women, more
than fame. And that’s my kind of
music person. And that’s why I'll
miss him.

Byrds Reunion Nixed

Continued from page 1
makes you think you can do it now?" ”

Nevertheless, as word spread of
the impending reunion, McGuinn
became the object of at least one in-
dustry’s affection. *‘I got letters
from a lot of public relations people
reading, ‘Congratulations on re-
forming the Byrds. If you need our
services we are at . .. '

“Even my own kids heard the ru-
mors,”” he laughed. *“They came
home one day and said, ‘We hear
you're reforming the Byrds.” ”

The original Byrds reunited once
before, in 1973, and released an al-
bum on Asylum. The Byrds rose to
the top 20 before peaking, but
McGuinn said it was an aesthetic
disappointment. So much for that
reunion.

McGuinn himself recently com-
pleted his second solo acoustic tour.
His first one extended for two
months last fall following the
breakup of the McGuinn-Hillman

Band. In the interim he’s been writ-
ing songs and looking for a new rec-
ord deal. ‘“It’s real tough,” he
admits. “RCA was interested for
the longest time, but they backed
off.

“I'm working on new material
now—I've written four or five
songs myself, and some with my
wife, Camilla. I'm just gonna hang
out here for awhile. I might decide
to get a band together later but I'm
not rushing into anything now.”

In the meantime, the most in-
triguing, though least lucrative of-
fer to come McGuinn’s way was
from the small, Baltimore-based
Clean Cuts label. Having had some
success with Dr. John’s solo piano
album (it’s on Billboard’s jazz chart
now), label chief Jack Heyrman ap-
proached McGuinn about record-
ing a solo acoustic album.
McGuinn declined ‘‘because the
money wasn’t there,” but says he’s
filed the idea for future reference.

TOP 100 ALBUMS

] LOUIS CLARK CONDUCTS
THE ROYAL
PHILHARMONIC ORCH.
Hooked on Classics (RCA)

ABBA
51 The Visitors (Atlantic)

2 J. GEILS BAND
Freeze-Frame (EMI-America)

52 Aerobic Dancing featuring
Dorian Dammer (Parade)

3 FOREIGNER
4 (Atlantic)

53 PRINCE
Controversy (Wamer Bros.)

4 JOURNEY
Escape (Columbia)

54 BOB SEGER AND THE
SILVER BULLET BAND
Nine Tonight (Capitol)

POLICE
Ghost In The Machine (A&M)

55 LAKESIDE
Your Wish Is My Command (Solar)

6 GO-GO’S
Beauty & The Beat (1.R.S)

56 SAMMY HAGAR
Standing Hampton (Geflen)

7 OLIVIA NEWTON-JOHN
Physical (MCA)

57 Carol Hensel’s Exercise And
Dance Program (Mirus)

8 JOAN JETT AND THE
BLACKHEARTS
I Love Rock N’ Roll (Boardwalk)

58 Carol Hensel’s Exercise &
Dance Program Vol. II (Mirus)

9 DARYL HALL & JOHN
OATES
Private Eyes (RCA)

59 Kenny Rogers Greatest Hits
(Liberty)

60 SHALAMAR
Friends (Solar)

10 AC/DC
For Those About To Rock We
Salute You (Atlantic)

61 WEATHER REPORT
(Arc/Columbia)

]]1 LOVERBOY
Get Lucky (Columbia)

62 AL JARREAU
Breakin’ Away (Warner Bros.)

2 GEFFEN
Quarterflash

UINCY JONES
63 %le Dude (A&M)

13'DAN FOGELBERG
The Innocent Age (Full Moon/Epic)

4 MICHAEL FRANKS
Objects Of Desire (Warner Bros.)

14 ROLLING STONES
Tattoo You (Rolling Stones)

65 SHEENA EASTON
You Could Have Been With Me
(EMI-America)

15 BOB & DOUG McKENZIE
Great White North (Mercury)

66 SISTER SLEDGE
The Sisters (Cotillion)

CARS
Shake It Up (Elekira)

67 SUGARHILL GANG
8th Wonder (Sugarhill)

17 STEVIE NICKS

Bella Donna (Modern)

68 AL DI MEOLA
Electric Rendezvous (Cotumbia)

18 BARBRA STREISAND
Memories (Columbia)

69 NICK LOWE
Nick The Knife (Columbia)

9'EARTH, WIND & FIRE
Raise! (ARC/Columbia)

(0 AURRA
A Little Love (salsoul)

20 DIANA ROSS
Why Do Fools Fall In Love RCA)

71 Aerobic Dancing (Gateway)

] ROD STEWART
Tonight I'm Yours (Warner Bros.)

2 ALABAMA
Feels So Right (RCA)

2 PLACIDO DOMINGO
WITH JOHN DENVER
Perhaps Love (cBS)

GENESIS
23 Ubacab (Atlantic)

73 RUSH
Exit... Stage Left (Mercury)

4 0ZZY OSBOURNE
Diary Of A Madman (Jev)

74 WAITRESSES
Wasn't Tomorrow Wonderful
(Polydor)

25 KOOL & THE GANG
Something Special (De-Lite)

'S JEAN-LUC PONTY
Mpystical Adventures (Atlantic)

26 BOBBY WOMACK
The Poet (Beverly Glen)

76 BARRY MANILOW
If 1 Should Love Again (Arista)

27 VANGELIS
Chariots Of Fire (Original
Soundtrac, )(Polydor)

77 REO SPEEDWAGON
Hi Infidelity (Epic)

28 JUICE NEWTON
Juice (Capitol)

78 BILLY JOEL
Songs In The Attic (Columbia)

29 Tom Tom Club (Sire)

79 OAK RIDGE BOYS
Fancy Free (MCA)

30 The George Benson Collection
(Warner Bros.)

PRISM
80 Small Change (Capitol)

] SKYY
Skyyline (Salsoul)

81 KENNY ROGERS
Share Your Love (Liberty)

32 AIR SUPPLY
The One That You Love (Arista)

82 The Best Of Blondie (Chrysalis)

33 RICK SPRINGFIELD
Working Class Dog (RCA)

83 SOFT CELL
Non Stop Erotic Cabaret (Sire)

34 BILLY SQUIER
Don’t Say No (Capitol)

84 RAY, GOODMAN & BROWN
Stay (Polydor)

35 THE B-52’S
Mesopotamia (Warner Bros.)

36 PEABO BRYSON
I Am Love (Capitol)

85 JUDY SHEPPARD MISSETT
Jazzercise (MCA)

86 Willie Nelson's Greatest Hits (And
Some That Will Be) (Columbia)

UEEN
reatest Hits (Elektra)

38 LUTHER VANDROSS
Never Too Much (Epic)

9 MARCH MUIR
Aerobic Dance Hits (Parade)

40 GROVER
WASHINGTON, JR.
Come Morning (Elcktra)

87 VARIOUS ARTISTS
Echoes Of An Era (Elcktra)

88 LITTLE RIVER BAND
Time Exposure (Capitol)

9 KINKS
Give The People What
They Want (Ansta)

90 SLAVE
Showtime (Cotillion)

4] SMOKEY ROBINSON
Yes It’s You Lady (Tamia)

42 RICH LITTLE
The First Family Rides Again
(Boardwalk)

43 WHISPERS
Love Is Where You Find It
(Solar)

44 OAK RIDGE BOYS
Bobbie Sue (MCA)

45 JIMMY BUFFETT
Somewhere Over China (MCA)

46 Time (Warner Bros.)

47 RICK JAMES
Street Songs (Gordy)

48 NEIL DIAMOND
On The Way To The Sky (CBS)

49 BAR-KAYS
Nightcruising (Mercury)

50 PAT BENATAR
Precious Time (Chrysalis)

9] LARRY CARLTON
Sleepwalker (Warner Bros.)

92 Fame (Original Soundtrack) Rso)

03 NEIL DIAMOND
The Jazz Singer
(Original Soundtrack) (Capitol)

94 IRENE CARA
Anyone Can See (Network)

95 JONES GIRLS
Get As Much Love As You Can
(Phila. Intl)

96 EARL KLUGH
Crazy For You (Liberty)

97 TEDDY PENDERGRASS
It’s Time For Love (Phiia. Intl.)

98 GIL SCOTT-HERON
Reflections (Arista)

99 TRIUMPH
Allied Forces (RCA)

100 JACKSONS

Live (Epic)

Chart courtesy of Record World Magazine
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The Hitman

Cold, Dumb Record Biz Logic

What’s the difference between piracy and bootlegging and the re-
cent spate of price hikes on singles by MCA, WEA, RCA and Poly-
Gram? The labels own a license to steal, that’s all. Imagine, a
seven-inch, 45 RPM record now lists for two bucks'! How can the in-
dustry justify a price increase at this time? Can you picture the auto
manufacturers sitting around saying, “Well, sales are off. Let’s jack
the prices up.” C’mon fellas. What’s next? Are four-song EPs going
to retail for eight dollars? Albums list for $24? And they’re not even
bound in rich Corinthian leather! Sayeth the Hit Man: for consis-
tently wrong-headed policy-making, the record industry is number
one. With a bullet.

Duke Jupiter: Ready For Meltdown

If you didn’t have access to all the figures and you were wondering
why so many people are being laid off at the big record companies—
CBS axed another 200 in February and closed its Detroit branch
lock, stock and proverbial barrel—all you really need to do is open a
box containing the latest releases from one of these so-called “major
labels” and the depressing truth will be revealed.

A dunderhead can see, without even listening to half of these rec-
ords, that planned obsolescence—no, make it immediate obsoles-
cence—must be the reigning business philosophy in the music
industry. For every ten albums, three are virtually guaranteed hits in
the conservative, corporate rock vein; one or two may generate
enough airplay and/or sales to warrant the artist being given another
opportunity to go along with the program; and five have been
tracked for the crapper post-haste.

Take the aforementioned CBS, for example. The Hit Man doesn’t
wonder what will happen to the likes of Kim Larsen, Greg Guidry, 4
Out Of 5 Doctors, Straight Lines, Paul Collins’ Beat, Girl and Duke
Jupiter (don’t be misled by this Duke Jupiter 1 album title—these
guys stiffed out on Mercury in the late *70s, and they’re headed for
meltdown city this time around, too). Eventually, these too shall all
turn into pink slips—for CBS employees who had little or nothing to
do with this calculated waste.

Carson, Letterman Knock The Rock

Allow the Hit Man to name both Johnny Carson and David Let-
terman as co-Chumps of the Month. Letterman seems a pleasant
enough fellow, but he is not funny, and as an interviewer he’s accom-
plished what the Hit Man thought was impossible: make us long for
the return of tall Tom Snyder. More to the point, though, the Hit
Man wants to know why rock music’s been banished from this time
slot. Snyder may not have been the best-informed journalist when it
came to questioning Wendy O. Williams, Split Enz or Adam Ant;
but let’s remember that his interview with Elvis Costello had its mo-
ments, and that he delighted us all by repeatedly referring to Meat
Loaf as “Meat Ball.” What a great man! Snyder could get on one’s
nerves, but at least you loved to hate him and his musical guests were
usually interesting and always spanned the genres.

So where does Carson come in? Well, rumor had it that the king of
late-night TV was disturbed by Snyder allowing the likes of Ms. Wil-
liams on after the Tonight Show. Last fall, when talk of Snyder’s im-
pending cancellation was rife, a Tomorrow programming executive
said Carson and his producer, Freddie DeCordova, ‘“are not going to
be pleased when the Village Voice says Tomorrow is leaving all the
other talk shows in the dust. Carson is a very powerful voice at NBC.
It’s like the opening act upstaging the headliner. Draw your own
conclusion.” 2

The Hit Man drew his at the end of the first Letterman show
(from which Warren Zevon was bumped-—so much for music) when
the Johnny Carson Productions logo rolled up on the credits. Pretty
soon those letters will interlock and Carson will be transformed into
the Milo Minderbinder of television. Ozzy Osbourne would probably
direct a rather explicit insult toward Carson, but the Hit Man hopes
Carson will be happy with a personal gift of a pair of old shoes and a
tuna fish wrapped in newspaper. You know, the old Sicilian
message.

Can’t Go For That, Diana

To give credit where it’s due, artists must share the blame for
some of what ails the industry. The companies can promote the ca-ca
dropped on them just so far. How many versions of “Pretty Wom-
an” does the world need? After Roy Orbison’s classic original, and
Al Green’s beautiful re-working, do we need Van Halen’s ordinary
version? Or Diana Ross’s “Why Do Fools Fall In Love”? (For re-
makes they tendered her a million dollar contract?) Sister Sludge’s
exhuming of Mary Wells’ (courtesy Smokey Robinson) “My Guy’*?
The Beach Boys’ “Come Go With Me,” a horrible rendering of the
Del-Vikings’ 1957 hit by a group suffering the most extended death
throes of any band in rock history? Cliff Richard’s limp rehash of
“Daddy’s Home’'? (Memo to Chff: your producer, Alan Tarney,
also happens to write terrific pop songs. Check ’em out. Shep and the
Limelights you ain’t.) Not to mention two “original” songs by two
avant-Right Guard artists, Neil Diamond and Barry Manilow,
called “Yesterday’s Songs” and *“The Old Songs,” (dis)respectively.
All of these have been top 100 singles, indicating that other artists
are sure to jump on the bandwagon at the first opportunity. No won-
der people are burning records in the south and upper midwest re-
gions of the country: they don’t hate rock, they just can’t stand
talented artists wasting their time on stale remakes of songs done de-
finitively in their original versions. Whither creativity?

Lightnin’ Hop
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kins: “The blues is hard to get acquainted with, just like death.”
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RAISED AT LIGHTNIN’S KNEE:
MEMORIES OF A BLUES LEGEND

By John Lomax III

“When I play the guitar I play it
Sfrom my heart and soul. I play my
own, own music. And I just keeps it
because the blues is something that
people can’t get rid of.”

HOUSTON—Lightnin’ Hopkins
kept it up for 61 of his 69 years. In
his time he recorded more than 100
albums, wrote over 500 songs, and
never compromised his music—
never strayed from the blues and
never felt the need to record with a
select crew of white pickers as had
his more famous contemporaries.
Finally, on January 30, the cancer
that had ravaged his body took his
soul as well. He died in Houston,
where he made his home, only 10
weeks after playing what turned out
to be his last concert, at Tramps in
New York City. His passing marks
the end of an era, for it’s hard ta
imagine anyone topping Hopkins’
extraordinary lyric and melodic gift
for improvisation.

Born March 15, 1912, in Center-
ville, Texas, Sam “Lightnin’ * Hop-
kins was one of six children. By the
age of eight he made his first guitar
from a cigar box, and soon dis-
played enough skill to sit in with
Blind Lemon Jefferson. He left
home before he was ten to begin an
odyssey which eventually gained
him world acclaim and placed him
in the blues pantheon.

Hopkins played country-blues
for over 20 years before he began re-
cording with a piano player named
“Thunder” Smith. But it wasn’t un-
til he was completely solo, accom-
panying himself on guitar, that he
found a distinctive style. One of his
early singles, “Short Haired Wom-
an,”” backed with ‘““Big Mama
Jump,” became a major regional
hit. His wry, forceful tales, laconic
delivery and often self-deprecating
sense of humor have been pointed
to as an obvious influence on Bob
Dylan.

In 1961, when I was creeping up
on puberty, my father and Light-
nin’ entered into a casual business
association with my dad cast in the
role of Lightnin's manager. He was
one of the very few white men who
dared venture into Houston’s tough
Third Ward to track down Hopkins
in order to discuss the many en-
gagements he was offered after his
rediscovery in 1959. The wiry black
man with the mouth full of gold
teeth and the muscular white man
in the open-collar flannel shirt
made an odd couple in those racial-
ly tense times, but neither one ever
measured a person’s worth by skin
color.

Our neighbors must have been
scandalized to see us entertain Hop-
kins and other ne’er-do-well musi-
cians during the many hoot-

" through. Young and old, male and

enannies at our house in the middle
of what Townes Van Zandt once
observed was ‘‘the most middle-
class neighborhood I ever saw.”
Looking back now, with both of
them gone, I wonder if my dad was
perhaps something of a father fig-
ure to Hopkins, whose own father
had died when Lightnin’ was three.
In any case, the two remained close
until my father’s death in 1973. I
grew up hearing Hopkins play so
often I took his monumental skill
for granted. And now he’s gone. I
feel a sense of loss and personal
grief deeper than I felt when Hen-
drix, Joplin or Allman passed
away.

A public wake was held on the
evening before the funeral. This
wasn’t a wake in the Irish sense, but
an occasion for Lightnin’s many
friends to show their respect, view
the body, console his widow, Antoi-
nette, and somehow share the loss
which accompanies the passing of a
legend. Though scheduled for 7-9
p.m., when I arrived from Nashville
at 5:30, mourners were already
lined up outside the tiny chapel on
McGowen St. in the Third Ward,
scarcely a mile from Lightnin’s
modest apartment on Gray. Be-
tween then and 11:15 some 1,500 to
2,000 people filed somberly

poor, they were united only in their
heartfelt love for a man whose mu-
sic had touched them deeply. At
Antoinette’s wish, the only music
was provided by Rocky Hill, a 30-
ish lad with creme-colored hair who
played about five minutes of haunt-
ingly beautiful spirituals on a 1920-
model National steel guitar.

Hopkins’ life was better docu-
mented than many other famous
bluesmen’s. Thirty of his albums re-
main in print (all of his Arhoolie
discs are recommended; order from
the Down Home Music Co., 10341
San Pablo Ave., El Cerrito, CA.,
94530). His earthy vocals also enliv-
en the soundtrack of the film
Sounder, a movie which drew its vi-
sual mood heavily from The Blues
Accordin’ To Lightnin’ Hopkins, an
excellent 1967 Les Blank film shot
on location in Texas (also available
on video cassette from Down
Home). And Sam Charters’ fine
book, Legacy Of The Blues, con-
tains a chapter on Hopkins. All
these resources are indispensable
for anyone desiring a clearer under-
standing of America’s leading-
blues-poet.

Personally, I've lost more than
just an artist I admired. P’ve lost a
dear friend who won’t be replaced.
As I think back, remembering how
much I learned about music and

Continued on page 11

female, white and black, rich and

Seger’s Next Going Strong

Jimmy Iovine, the album, titled The
Distance, is being recorded in Los
Angeles at Studio 55, with the pro-
ject moving to Detroit in its final
stages.

Among the new songs is a ballad
called “East L.A.,” written during
the Against The Wind sessions, but
discarded because Seger felt there
were already too many ballads in
the can. Another new song, “Thun-
derbird,” is an ode to the car of the
| | same name, specifically the vintage
‘ ‘55 models. It’s also the artist’s per-

| sonal statement bemoaning the lack
of personality and character in to-
| day’s automobiles.

As previously reported (The Re-
cord, issue 2), Seger’s other new songs
are strictly in the rock 'n’ roll vein,
with the most notable influences being
early *70s Rolling Stones, and Spring-
steen circa his Born To Run period.
Among these tunes: “Boomtown
Blues™ (the theme is alienation, the
story is about the migration of workers
from northern industrial cities to the
Sunbelt); “Even Now” (“It’s about lo-
vin’ a woman after a zillion years”);
and “The Fate” (*A low-down rock
‘n’ roll song about breaking up”).

FD CARAEFF
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Bob Seger

Bob Seger is well into sessions for
his next studio album, scheduled
for release ‘‘sometime this sum-
mer,” according to a Capitol Re-
cords spokesperson. Produced by
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Motels Chart New Course
On ‘Second’ Third Album

*“This is our second third al-
bum,"” explains Motels saxophon-
ist/keyboardist Marty Jourard.
“We finished one and submitted it
to Capitol last summer. They said,
‘We don’t think this can be promot-
ed right.’ "

Adds Martha Davis, the band’s
vocalist and principal songwriter:
“They said they knew we were go-
ing to take a giant step on this al-
bum, but they didn’t know /ow
giant.”

After Capitol refused the album,
says Jourard, “we brooded about it
for a week and then decided they
were right. We figured if they were
going to front money for us to try
again, we should go ahead and try.”

‘“Between auditioning guitar
players, changing management, fin-
ishing the album and trying to play
gigs all at the same time, it’s been a
wild scene lately,” says Davis. Guy
Perry, formerly of Elephant’'s Mem-
ory, was recently chosen to replace
Tim McGovern on guitar. He ap-
pears on a few tracks of the album,
which probably won’t keep its origi-
nal title, 4pocalypso.

| Val Garay has produced both

versions of the album, which con-
‘ tains some interesting new stylistic
ventures for the Motels. “We have a
track called "Art Fails,” " says Da-
vis, “which has both string bass and
sequencer. It’s weird, kinda like
‘old meets new.’ ” The consensus
candidate for first single is Jour-
ard’s “Take the ‘L’.”” The hook line
is “Take the ‘L’ out of ‘lover’ and
it’s over.”

Another song, “Tragic Surf,” is
“the ‘Tell Laura I Love Her’ of the
beach set,” says Davis, who co-
wrote it with McGovern.

Also recorded was a 20-year-old
Carole King number, a Phil Spec-
tor/Crystals single called “He Hit
Me And It Felt Like A Kiss.” Jour-
ard says it’s “‘the closest I've ever
heard anyone come to making it
sound like Phil Spector. It has two
bass players, two drummers, mara-
cas and castanets, almost all of it re-
corded live in the studio.

“I think everyone will be sick of
| it in a year,” he adds. *'If we're
| lucky.”

f —David Gans
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The Motels’ Martha Davis
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Journey’s Summer Vacation:
Work, Work And More Work

Journey will take a completely
new approach when they begin re-
cording their next album July 1
*We feel that a change in recording
philosophies is necessary not just
for us but maybe for the entire in-
dustry,” says the band's manager,
Walter “‘Herbie” Herbert.

*“The problem is that most artists
develop their material in a rehearsal
hall. and then they get into a studio
with a low ceiling and headsets and
have to try and get the same kind of
excitement. They never get the
same sounds on their instruments
that they got in the rehearsal hall.”
says Herbert.

*“At some point, after a couple of
weeks of just getting tones—at
twelve grand a week—you’ve burnt
out the material, you’re tired and
bored, and you never did capture
the same alive, energetic sound that
you had in rehearsal, but somebody
says, ‘hey, we're blowing too much
cash. Let’s start rolling tapes
hierel’ >

Herbert says Journey plans to es-
cape that syndrome by bringing
Montreal’s Le Mobile truck to the

N
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band's rehearsal facility across the
bay from San Francisco. “We’ll
capture the songs on tape very early
in their lifespan,” he says. “That
way, we'll get a really underpro-
duced, rather than overproduced,
record out of Journey.”

Since the release of Escape and
the end of last year's touring, all the
members of Journey save one have
been busy with outside musical
projects. “Ross Valory (the*band’s
bassist) is the only one who’s really
taking a vacation,” says Herbert.

Guitarist Neal Schon has just fin-
ished his second album in collabo-
ration with keyboardist Jan
Hammer at Hammer’s own Red-
gate Studio in New York. The al-
bum, titled Here To Stay, was
produced by-Schon.

Vocalist Steve Perry has been
working with Kenny Loggins on
material for Loggins’ next record,
and has also laid down tracks with
producer Val Garay for a possible
solo disc of his own. Jonathan Cain,
who replaced Gregg Rolie on key-
boards in Journey last year, is co-
producing (with Keith Olsen) an
album by his wife, Tani Cain, at Ol-
sen’s Goodnight L.A. Studio.

Journey

“She’s a vocalist a la Pat Benatar,”
says Herbert, whose Nightmare,
Inc. manages her. “We’ve been in-
volved in a heavy bidding war,
which should be over soon.”
—David Gans

Blackfoot
Live At Last

Blackfoot fans take note: Ricky
Medlocke has heeded your request.
“Kids have been asking me to re-
cord a live album now for three or
four years. That’s where Blackfoot
really shines anyway. So I've decid-
ed the time is right.”

According to Medlocke, the LP
will contain between 90 and 100
minutes of music, and will feature
two new songs, in addition to
material from all of Blackfoot’s al-
bums (in other words, including No
Reservations and Flyin’ High. One,
called “The Cat Walks With You,”
is described by Medlocke as *“‘our
type of hard rock tune.” Another
song called “Time For A Change” is
a “Rod Stewart-ish, ‘Maggie May’-
type” meditation on the changes
Medlocke’s noticed in rock of late.

Another of the album’s surprises
will be a rock ‘n’ roll medley that
was once a staple of Blackfoot’s
repertoire during its club days.
Medlocke calls ““The Burn-Out
Medley” “a boogie-type thing plus
a song called ‘Red Hot.” ”

After returning from Europe,
where most of the live LP will be re-
corded, Blackfoot will begin work
on their sixth studio album.

“We don’t foresee a major tour
during the summer unless the live
album does something really huge,”
Medlocke explains, then hedges his
bet slightly by adding, ‘“you just
never can tell, though. We’re talk-
ing about a very, very high energy
album, and this band’s rolling like a
steam locomotive straight to Hell.”

—David McGee
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London Calling

By Chris Welch

Phil Collins Takes On ABBA

Phil Collins has surprised friends by putting on yet another hat
to match ones worn as drummer with Brand X and Genesis. He’s
currently producing the Swedish industralists ABBA, and has just
finished playing on-some of the tracks on Robert Plant’s new solo
album (Cozy Powell plays on the other tracks). How does the al-
bum sound, Phil? “Well, some of the things are what you’d expect
from Robert, and others aren’t. But I can’t say anything yet be-
cause, well, it’s his album. But it was a lot of fun to make.”
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Ginger Baker and son Kofi

Ginger Baker: Down And Out?

Sadly, softly and secretly, Ginger Baker slipped out of England
on a cold wet Saturday morning, with all his possessions and his girl
friend packed into a truck. He drove across Europe and has now set
up a new home and new life in Italy. The one-time superstar drum-
mer with Cream, Blind Faith and a host of other bands, has admit-
ted defeat as far as his own country is concerned. The mercurial
red-haired madman of the double bass drums, who hammered out
“Toad” from the Filmore to Madison Square and became a living
rock legend, could not get a record deal in his native land.

And to make matters worse, his life had been further complicated
by the twin furies of his ex-wife Liz and the income tax authorities.

Baker’s personal life has been at crisis point for the past two
years, as his marriage broke up and he lost money on an ill-fated
business venture. He sunk much of his earnings from'the boom
years into polo ponies after he became infatuated with the sport.
But it’s a game for big money men. Now Baker is virtually penni-
less, and when an offer came to sign with an Italian record company
and set up a drum school in a small village in the mountains, he
leapt at’the chance. :

I spent a day with Baker recently, helping to collect the second-
hand Landrover he needed to transport his goods and chattels, and
drove him on various last minute errands. *“I feel very bitter about
the whole scene,” he told me, just before he set off on the long trek.
“The tax demands are a big blow, too. They say I owe them money
going back to 1972, which was when I was in Africa. I haven’t any
documents from that period to prove I don’t owe them anything,
but they are claiming over $100,000.

*“Ive also had nasty things said in the press about me after a row
with Roy Harper at Glastonbury fayre.” During a gig Harper com-
plained that Baker’s band was trying to get him off so they could
play, and incited the audience to demonstrate against Ginger. A
bottle thrown from the audience cut Baker’s eye. “It’s the first time
anything like that has happened to me in 25 years of playing. I don’t
think I’ll ever play in England again.” He has now signed with
CGD Records in Milan and will be forming a new band with all
young American players: Doug Brockie from New Jersey on guitar
and vocals, and Carl Hill from Chicago on bass. “He’s very good,”
says Ginger about Hill. “Just like Jack Bruce.”

Stranglers

Stranglers Change, Briefly

The Stranglers have been making a successful comeback, enjoy-
ing their first hit in a couple of years, “Golden Brown.” It follows a
period of silence during which they have presumably been trying to
live down their aggressive reputation. They were once accused of
inciting a riot in France. They have tried to be good boys, but their
resolve cracked when kids started spitting at them in a Swindon
club punk style. The group grabbed the ringleader, pulled down his
trousers and gave him a spanking in front of the 1500 strong audi-
ence. The spitting stopped. Now if only more groups took such a
disciplinarian role, we wouldn’t have all this trouble at, gigs. Next
time kids let off fire crackers at YOUR rock festival, beat them
black and blue.
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Todd Rundgren: “I dont stick to one style.”

'Rundgren Plots New Strategy

While Utopia Takes A Break

By Bruce Meyer
CHICAGO—Change is in the wind.
Todd Rundgren’s band, Utopia, is
searching for a new record compa-
ny and a new bass player. For
Rundgren himself, there is a resur-
gent solo career which must be
wedged into a schedule already
filled by the band, by production
work, by ongoing experiments in
video and computer art.

“I do three or four things in a
day,” he says prior to his one-man
show—no band, no fancy lighting,
no props, just Todd and his acoustic
12-string guitar—at Park West.
“I’ll do some recording, I’ll do
some video, I'll do some computer
programming at night—until I fall
asleep.”

Rundgren will be 34 this year, in
June, but it’s hard not to think of
him as the musical wunderkind he
assuredly was when his first band,
the Nazz, bubbled abruptly to the
surface in the musical cauldron of
‘'1968.

The Nazz faded, but Rundgren’s
dazzling solo talents led to a per-
sonal popularity that has carried
him through good times and bad.
And if his past couple of years as
benevolent dictator of Utopia
(whose origins reach all the way
back to 1973) have not qualified as
the worst of times, they certainly
fell far short of being the best.

Rundgren is out to alter all that,
starting now.

Utopia’s latest album, a tasty,
topical collection called Swing To
The Right, is the last for the band
on Bearsville Records, a label inti-
mately associated with Rundgren’s
career since his earliest efforts. He
is blunt about the reasons for the
change.

“We don’t think Bearsville has
done a whole lot for us,” says
Rundgren. “It’s a dramatic and
hopefully a positive change for us—
and I had to ransom myself to get
the band out.”

Rundgren has promised to cut
two solo albums for Bearsville to
fulfill Utopia’s contractual obliga-
tion. The first of those two LPs is
already in the planning stages and
will probably be released by next
fall. At the time of this interview,
Utopia had not yet completed nego-

tiations with a new label

So members of the band will go
their separate ways for a while.
Bassist Kasim Sulton went solo af-
ter completion of Swing To The
Right. Keyboards master Roger
Powell is considering a possible

“I’ve never consid-
ered myself strictly
a rock musician.”’

tour with Queen. Rundgren himself
will do his solo album and more
dates—including several in Eu-
rope—with the one-man show.
He’ll also produce an album for the
Psychedelic Furs, who have gone
through a personnel change that “has
changed their sound completely.”

The sudden resumption of Rund-
gren’s purely solo career came
about more or less by accident.

“The first time I did one of these
one-man shows, it was only intend-
ed to be a one-off thing. I had a per-
sonal money thing I couldn’t cover,
so I decided to go out and just do
three solo shows, in Albany (New
York) and on Long Island. So I put
together this thing, and it went over
pretty well.”

PHOTO: KAREN BIALECK]

This “thing” is an eclectic bit of
solo cabaret Rundgren likens to the
Tonight Show. Whatever it is, it’s
fun for both audience and perform-
er, largely because of the variety.

“I’ve always sold rock records
and written rock songs,” he says be-
fore going onstage, “but I've never
considered myself strictly a rock
musician. I’ve always taken the mu-
sic more seriously than that. I've al-
ways been interested in other kinds
of music and those influences have
always cropped up in my records—
I don’t stick to one style.”

As soon as he strolls onstage, it’s
clear that this is Todd Rundgren’s
crowd: he gets a standing ovation
before he has played or sung a note.

It’s a dangerous situation for a
musician, for a performer of any
kind. When the house is packed
with uncritical fans, as is the case
tonight, the artist is sorely tempted
to be self-indulgent, lazy and, ulti-
mately, boring.

But Rundgren is a confident lon-
er who can pull off this act (he
would have made a pretty fair
stand-up comic), and while he
might justly be accused of self-in-
dulgence, he is only lazy when it
comes to the piano.

He grins as he holds up an end-
less loop cart, the kind radio sta-
tions use for ads and frequently
played songs.

“This,” he announces, “is an
automatic glissando.”

And sure enough, when he puts
the cart in the machine, out pours a
beautifully lush run down the piano
keyboard. Reluctant to practice
enough to perfect his own playing,
Rundgren has recorded one ideal
glissando on the cart and whenever
he needs it, he hits the button. Per-
fect every time. And the crowd, of
course, delights in the cleverness of
it all.

“It’s an easy show to do,” Rund-
gren admits backstage. “The first
time I did it, I was amazed at how
quickly and easily it went.”

No wonder he’s so pleased.
“Quick” and “‘easy” are two of the
least appropriate words to describe
Rundgren’s career to date. That,
then, is another change. Change
upon change. 1982 is shaping up as
a memorable year.

PHOTO RALPH QABRINER
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Van Halen
Takes A Risk

Van Halen’s next Warner Broth-
ers album, Diver Down, is nearing
completion in Burbank, according
to producer Ted Templeman. It will
include the current single, the Roy
Orbison classic, *‘Pretty Woman,”
as well as the surprising B-side of
that single, “Happy Trails” (writ-
ten by that legendary tunesmith,
Dale Evans). The cover illustration
will be the red-and-white flag de-
sign used by divers to mark their lo-
cation on the surface of the
water.

There is another surprise in store
for heavy-metal fans on Diver
Down: an acoustic swing song, “Big
Bad Bill Is Sweet William Now.”
Written by Milton Ager and Jack
Yellen (and recorded by Ry Cooder
on his Jazz album) it features Ed-
die’s and Alex’s father on clarinet.
“I don’t know his first name,” says
Templeman. “He’s ‘Mr. Van Ha-
len’ to me.”

“Pretty Woman” will be preced-
ed on the album by an instrumental
called “Jaws 4,” written to accom-
pany the video of the single. Tem-
pleman characterizes the track as

Eddie Van Halen

PHOTO NEIL ZLOZOWER
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“mysterious creature music.” The
only other confirmed title is a band
composition called ““Full Bug
Boogie.”

*“Happy Trails,” performed a
cappella, was originally recorded by
the band when they did demos for
Templeman following their signing
to the label. “I said, ‘Let’s go into
the studio and hear what all your
songs sound like,” and just as a goof
they sang ‘Happy Trails,” >’ Tem-
pleman recalls. ““Then recently,
when we were looking for a B-side
for ‘Pretty Woman,’ they pulled
that idea out of the air and we recut
it.”s

Following the early April release
of Diver Down, the band will em-
bark on a promotional tour, visiting
radio stations in various cities for
on-air interviews. Templeman
warns that they will be taking an
acoustic guitar around and per-
forming -“Big Bad Bill” live—pre-
sumably without the reedy ac-
companiment of the senior Van
Halen.

Templeman admits he has a spe-
cial talent that endears him to the
band as a producer. Specifically, “I
know how to pull the tubes out of a
Marshall amp to make the guitar
sound like a chain saw.”

The truth will out.

—David Gans
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Lionel Ritchie Begins Work
On Long-Awaited Solo LP

“Quincy Jones gave me the best
advice,” recalls Lionel Ritchie of
the Commodores, who is currently
at work on his first solo LP at A&M

|

Studios in Los Angeles. I said, |

‘I've got it down to 15 songs,” and
Quincy said, ‘Cut all 15’ .. . and
that’s exactly what I’m doing. Hey,
tracks are cheap, it doesn’t cost
much for a three-piece rhythm sec-
tion. And I’'m having the greatest
time you can imagine. When I'm
finished, I’ll sit down and. pick and
choose.”

Ritchie’s as-yet-untitled LP, due
in late spring, will be “‘a musical re-
sume. I've reached the point where
I can do high contemporary pop,
country, or R&B and feel comfort-
able, so I'm just stretching out.”

Basics have already been laid
down with a steady crew of studio
musicians, but Ritchie promises
plenty of surprises. “I've got a lot of
impressive people coming in for
guest shots, a quick solo here and
there . . . and a couple of Commo-
dores will be adding backing.”

Ritchie says he is finding the ex-
perience of working outside the

annoying

hiss and pops.
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Commodores framework a much
different one, noting that while
“these session musicians don’t have
the polish of 14 years playing to-
gether, they’ve got studio technique
that’s incredible.”

After he puts the wraps on the
solo project, Ritchie and the Com-
modores will go back into the stu-
dio, probably in late April. No
details are set. “We have a big skull
session in two weeks,” Ritchie ex-
plains. *Until then, nobody knows
what this group’s gonna do.”

—Mark Mehler

Thorogood
RocksOnTV

Heretofore known as a showcase
for country and country-rock acts,
Austin City Limits strikes a blow in
favor of roots rock ’n’ roll on April
1 with a double bill headed by
George Thorogood and the De-
stroyers, and also featuring a brash
upstart named David Olney, who is
accompanied by his band, the X-
Rays.

Thorogood’s performance begins
in mid-set. His material is bor-
rowed, and as a guitarist he should
be paying royalties to Chuck Berry
with every lick he plays; but his
fresh-faced enthusiasm and energet-
ic soloing create a party atmosphere
second to none.

Olney, whose first album, The
Contender, was recently released by
Rounder, is even more impressive.
While labelmate Thorogood faith-
fully recreates rock and blues clas-
sics, Olney explores a more
individual avenue. His original tales
of lovers and losers are delivered in
a hard-edged, bluesy voice, reminis-
cent at times of Graham Parker and
Southside Johnny; behind him, the
X-Rays provide a colorful instru-
mental setting for each story.

—Alan Hecht

Starship Has
Full Agenda

The studio, producer and title
haven’t been selected yet, but the
Jefferson Starship plans to begin re-
cording their next album by late
spring.

The LP is due in June or July, to
give the band time to do some tour-
ing before the summer ends.

Starship founder Paul Kantner
has been working with producers
Ron Nagle and Scott Mathews (of
Durocs fame) on his next solo al-
bum, tentatively titled Planet Earth
Rock & Roll Orchestra. His old
mate from the Airplane days, Jack
Casady, played bass on the four
tracks they've cut so far, along with
Starship drummer Aynsley Dun-
bar. No release date has been set for
the Kantner project; work has halt-
ed for the duration of the Jefferson
Starship recording and touring sea-
son. —David Gans
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Garcia Solo LP Underway;
Dead To Cut New Album

Grateful Dead guitarist Jerry
Garcia is working on his fifth solo
album, and second with the Jerry
Garcia Band, at Le Club Front, the
Dead’s recording studio in Marin
County, California. Garcia and his
long-time associate, John Kahn
(who's doubling on bass and syn-
thesizer), are co-producing.

Of the ten songs being recorded,
four are new compositions by Gar-
cia, Kahn and lyricist Robert Hunt-
er in various combinations:
“Valerie” (a slow, blues-tinged song
that Garcia often performs in con-
cert—key lyric: “I shot my dog be-
cause he growled at Valerie’),
“Run For The Roses,” “Midnight
Getaway” and “Leave The Little
Girl Alone.” The band’s also cut-
ting cover versions of Bob Dylan’s
**Tangled Up In Blue' and
**Knockin’ On Heaven’s Door” and
Lennon-McCartney’s ‘“‘Dear Pru-
dence.” Accompanying Garcia are
the same musicians who sit in with
him on various club dates in the San
Francisca area, namely Kahn,
drummer Ron Tutt, keyboardists
Jimmy Warren (Rhodes, clavinet)
and Melvin Seals (organ, synthesiz-
er) and vocalists Liz Stires and Julie
Stafford.

Grateful Dead keyboardist Brent
Mydland is also working on a solo
album at Le Club Front, and the
Dead proper have begun work on a
new studio album.

—David Gans

Dregs Find
A Singer

The Dregs’ new album, Industry
Standard, features vocals by Pat
Simmons of the Doobie Brothers
and Santana’s lead singer, Alex Li-
gertwood. Newsworthy? Yes, be-
cause Industry Standard is the first
of the Dregs’ six albums to feature
the human voice.

Guitarist Steve Morse, who co-
produced Industry Standard with
Eddie Offord, wrote all the music
on the album. The band collaborat-
ed on the lyrics to “Crank It Up,”
the first single, which features Li-
gertwood’s vocal. Simmons wrote
the melody and lyrics to “Ridin’
High’ and sang his own back-
ground tracks.

Guitarist Steve Howe of Yes
fame is featured in an acoustic duet
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. The Dregs’ Steve Morse

with Morse on a track called “Up
In The Air.” According to keyboar-
dist T. Lavitz, other titles include
“Assembly Line,” the opening cut;
“Bloodsucking Leeches”; “Where’s
Dixie?”, which he characterizes as a
country instrumental similar to the
Unsung Heroes® “I’'ll Just Pick”;
and “Vitamin Q.” The last track
has “a real deep groove. The rhythm
track is like Steely Dan, but the
guitar and violin lines are bluesy.”
—David Gans
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Jerry Gareia

NEW YORK—*Jazz is my adventure,” said Ameri-
can pianist and composer Thelonious Sphere Monk.
“I’'m after new chords, new ways of syncopating,
new figurations, new runs. How to use notes differ-
ently. That’s it. Just using notes differently.”

The most original of jazz musicians—The Mad
Monk, The High Priest of Bebop—died on Febru-
ary 17 in Englewood Hospital in New Jersey at the
age of 64. He had suffered a stroke on February 5.

Acceptance was slow in arriving for Monk, be-
cause even though he helped formulate and teach
the harmonic/rhythmic practices that led to the
structural edifice known as bebop, Monk turned his
back on the building even before the mortar was
dry. Monk’s deep understanding of the American
piano tradition, from primitive blues to elegant
stride, helped infuse modern jazz with the call-and-
response of New Orleans and the sanctified church.

And his conviction that musicians should play |

something new led him to expand on the orchestral
innovations of Duke Ellington; so instead of self-
consciously running the changes, his bands always
treated improvisations and conversational riffs as
real thematic development rather than mere
accompaniment.

Monk was born in Rocky Mount, North Carolina
on October 10, 1917, and raised by his mother, a
civil service worker and a Jehovah’s Witness, who
brought him to New York when he was four. “I

THELONIOUS MONK, 1917-1982

| started playing music when I was five,” Monk re-
called. “I always wanted to play piano. A lady gave

| us a player-piano. I felt I did not want to abuse this
| lady’s gift, so I learned to use it. I learned how to

read music all by myself. I learned the chords and
fingerings on the piano.”

The resulting piano style was revolutionary. As
pianist Dick Katz observed, “Monk gets into areas
where the normal pianist wouldn’t go. It’s like what
happened in early jazz history where self-taught mu-
sicians would extend the range and capacity of their
instruments, because they had no instruction books
to tell them what they couldn’t or shouldn’t do.”

By stripping away superfluous technique, Monk
achieved a spacious, expressive sound—he seemed
to almost bend notes on piano, with his percussive
attack, sardonic chord voicings and pregnant
pauses—the sound of surprise. And he created a
body of compositions—like **Criss-Cross,” *I
Mean You,” “Pannonica,” “Epistrophy” and “Round
Midnight”—that helped pave the way for Miles
Davis, Sonny Rollins and the free jazz of the *60s.

Monk is survived by his wife Nellie, and their
children Thelonious Sphere, Jr. and Boo Boo. At
the funeral, a student of Monk’s style, pianist Randy
Weston, spoke for everyone who had been touched
by the master. “The thing that made his music so
great,” Weston concluded, “was that he told the truth.”

—Chip Stern

. XTC. “English Settlement?”
There’s a lot of it going around these days. .

On Virgin™+Epic® Records.
Take The Music Where You’re Playing On Virgin™+Epic® Tapes.
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GUEST D.J.: GUITARIST ADRIAN BELEW

By Chip Stern

This month’s Guest D.J. session is
with King Crimson’s guitarist/vocal-
ist (and drummer) Adrian Belew, a
sonic innovator whose work has
graced the recordings of Frank
Zappa, David Bowie, Talking
Heads, Jerry Harrison and the Tom
Tom Club. His first solo album, The
Lone Rhino, is being released this
month on Island Records.

“Waves Of Fear,” from Lou Reed’s
The Blue Mask.

Great orchestra sound in those
guitars. I wouldn’t even venture a
guess who this is. I don’t know.

Lou Reed, with Robert Quine on the
other guitar, the lead.

Yeah, I like the sound of the gui-
tars. It’s like a veritable orchestra.
(Robert Quine’s guitar solo). Nice.
That’s very choked sounding, you
know. Like he’s really striving for
it. It sounds real good over these
changes. It’s real good to break up
rhythms like that, when there’s
such an ongoing set of chords. I'd
have to listen to the track a couple
more times to get what he was say-
ing lyrically. I could tell what he
was driving at though (laughter).
And the band certainly sounded
right for it. I mean, usually, if I'm
listening to a record, the lyrics have
to just knock me out and become
the main focus on the first listenr, or
I don’t hear them at all.

“Rage In The Cage,” from the J.
Geils Band’s Freeze Frame.

Ha, rage in the cage. This is
... Wolf? Peter Wolf. What’s the
name of that band?

J. Geils.

Hmmmm. Loved that sound in
the beginning. What is that,
saxophone?

Harmonica? Yeah. Smoking har-
monica. I love that kind of harmon-
ica sound, from years ago when I
heard all these blues bands. I re-
member always being impressed
with the sounds these guys would
be getting, wailing on cheap
microphones.

What about that way of voicing gui-
tar, bass and drums all together?

You mean as an ensemble? I do
like that. I must admit, at times, I
really miss it, because we don’t do
that in King Crimson, as you may

have noticed. It’s one of the rules—

never play ensemble. However,
with my own band, GaGa, we did a
lot of that with the saxophone real
low, the piano part and the bass
lines, and me playing on the low E
string for that dah-dah-dah-dah-
dah “Peter Gunn” effect.

“Living It Up,” from Rickie Lee
Jones’ Pirates.

Rickie Lee Jones, of course. I like
the opening lyricism, you know, the
quick character images. You see,
this is the kind of song that makes
me focus in automatically, more on
the lyrics and the voice.

Is it the laid-back nature of the mu-
sic, the way they don't crowd the
voice?

It’s partly that. And it’s because
you know where the changes go as
soon as they happen—they feel
pretty natural. Also what she’s say-
ing. (The hook comes in). That’s
nice, in the chorus . . . kind of a
strange voicing.

Sort of country.

Yeah. I like that because you can
hear the character in each voice—
it’s not double-tracked to death. 1
like when in an ensemble vocal
there’s sort of one odd voice that

Sonic innovator Adrian Belew
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sticks out; not because it’s wrong,
but because it has a different char-
acter. That’s how a lot of *50s vocal
groups were. There’d always be this
one guy singing in a weird voice like
this (nasal, nerdy kind of sound)
and you could always recognize it.
And he’d always have a weird line
to sing, too. Plus this song is put to-
gether really well. It’s not just A-A-

B-A, but a
arrangement.

“El Scorcho,” by Ry Cooder from
the soundtrack album to the film
The Border.

Ry Cooder.
That was quick.

really good

I saw the movie. Man, Fender all

the way. I really like this piece of
music. It reminds me of certain
scenery, in fact. Geographical stuff.
I like the honesty of that guitar
sound, you know what I mean, the
way it’s real bare—that’s good.
This covers a lot of scenery in the
movie. Pictures of poverty in a bor-
der town. It’s a real poverty sound.
There’s nothing to it but that, and
it’s very effective for that reason.
The sound has character.

“Hey Baby,” by Jimi Hendrix ﬁom
September 3, 1970 in Copenhagen
(underground collectors tape).

Jimi Hendrix. God, this is beauti-
ful, he’s playing all over the place.
There’s some stuff in there I never
heard him play before. Great
chord-melody work. Jesus. . . it’s
not just Jimi Hendrix’s guitar, but
his voice, too, and the way every-
thing interacts—he just has so
much expression. That cut was real-
ly special.

This is just a few days before he died,
too.

There’s a lot of amazing chord
voicings on that which really took
me away. I just love his music so
much I don’t know what to say
about it.

Do you think you sound like Jimi
Hendrix?

No, not really. I think that some-
times I try and do things in the

| same manner. And I certainly

learned so much from listening to
him. It’s just inescapable. And I

love the way he’ll go from rap to

rhapsody in the vocals; he did that a
lot. Another thing I get from this
that I got from his last few records
was this sense of impending doom.
You know, like, “rescue me, rescue
me, please rescue me.” He sounds
like he knew. Peaceful though.
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PRODUCERS: TED TEMPLEMAN

By David Gans

LOS ANGELES—*My philosophy
of recording is based loosely on my
philosophy of life, which is the ‘see
if it sticks’ philosophy,” says Ted
Templeman with a grin. “I never do
things the same way twice.

“If there was a formula for pro-
ducing records successfully, I'd hire
somebody to go to the studio and
use it, and I'd stay home.”

It would be difficult indeed to ap-
ply a single method to the sounds of
artists as different from each other
as Van Halen and the Doobie
Brothers, and it is a testament to
Templeman’s ears that he has been
able to guide both bands through
such successful careers. “A produc-
er has got to be versatile,” he as-
serts. “I'm proud of the fact that I
have produced artists as diverse as
Van Halen, Nicolette Larsen and
Little Feat, and you can’t tell that
they were all done by the same guy.
If the artist is coming across, that
means I’'m doing a good job. I want
Van Halen to sound like Van
Halen, not like anything from
me.”

In addition to all of Van Halen’s,
the Doobie Brothers’ and Nicolette
Larson’s albums, Templeman has
produced works by Van Morrison
(including the classic Tupelo Hon-
ey), Carly Simon (Another Passen-
ger), Captain Beefheart (Clear
Spot), Little Feat (Sailin’ Shoes and
Time Loves a Hero), and others.
The hallmark of the Templeman
style is that it really doesn’t have
any hallmarks. There is no Temple-
man stamp other than the clarity of
the sound in the grooves and the
faithfulness of the record to the art-
ist’s own style. “Certain people fall
into a pattern of doing the same
thing all the time, and their work
sounds like it,” says Templeman. “I
prefer to take each situation as it

|

|

comes.” He is currently working on
Van Halen’s fifth album and Mi-
chael McDonald's solo debut as
well as Doobie Brother Pat Sim-
mons’ long-awaited solo disc.

Templeman sees the role of pro-
ducer as similar to that of a psy-
chologist. “With a band, especially,
it can be like an encounter group,
because they’ve got to stay together
after the record is done,” he says.
“It’s my job to keep things moving
in the studio and maintain an atmo-
sphere of creativity and convivial-
ity. It’s very much the same as
hosting a party.

“The key to the whole thing is
fun,” he continues. “If you’re hav-
ing a good time, it comes out on the
record. If things get too serious and
cynical, the tracks can sound
sterile.

“On my sessions, I'll see who the
key person is in terms of personality
and humor, and I'll interact with
him. For example, Mike McDonald
is a naturally funny person, and
people pick up on that. So I'll say
things to him knowing what his re-
sponse is likely to be. It encourages
looseness, and we get great tracks
because of the fun we have while
we’re working.”

The engineer, too, is an impor-
tant part of the personality mix. “A
good engineer is sensitive to music
and people, not just sound,” says
Templeman. “You have to find
people who work well together. A
lot of engineers get into it too much,
and it puts the group off. So in
those cases, you want a more pas-
sive sort of person.”

Templeman also points out that a
given engineer might be more tuned
in to keyboards than guitars, or vice
versa. ““With Van Halen, I use
Donn Landee, who also worked
with me on Montrose and all the
Doobie Brothers records except
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“There is no Templeman stamp other
than the clarity of the sound in the
grooves and the faithfulness of the

record to the artist’s own style.”

One Step Closer. He's a good heavy
metal engineer. With Mike McDon-
ald’s solo album, I'm using Lee
Herschberg, because he can get the
clean sound that I want.”

The studio itself is a critical vari-
able, too. *“I have Van Halen at
Sunset Sound because the room has

a lot of ambience. You can mike
things from far away and do all
kinds of crazy stuff. With Mike Mc-
Donald, I use Amigo because it’s
really got a tight sound.”

Though Templeman himself was
a musician before he joined the
Warner Bros. staff, he maintains

that it is not a prerequisite. “Jerry
Wexler isn’t a musician, but he’s
got the ability to hear what sounds
right.

“It’s all a matter of feel, really,”
he continues. “If a song makes you
want to tap your foot—if it has a
groove—then it’s a happening track.
A lot of people can say, ‘this is a
good song,” but there are very few
people who really know. Guys like
Burt Bacharach and Mike McDon-
ald are always right. They just
know a good song—they’re song-
writer’s songwriters.”

Templeman is a vice president
and executive producer at Warners,
always one of the industry’s more
forward-looking and artistically-
oriented labels, and he is part of a
brotherhood of recording artists
and craftsmen. “Our A&R meet-
ings are a great forum,” he says,
“We bring in things we’re working
on and ask for help in picking a sin-
gle, or we just bounce ideas around.
We’ve got the best staff producers
around—Michael Omartian, Lenny
Waronker, Tommy LiPuma, Russ
Titelman, Steve Barry.

“Being a vice president means
that an artist can talk to an execu-
tive who actually makes records,”
he says. “I have a lot of avenues

| into the company for my artists.

They don’t have to explain their
musical or technical problems to
some guy who used to sell
overcoats.”

Warner Bros., in the persons of
company president Mo Ostin and
vice president executive producer
Lenny Waronker—who produced
Templeman when he was the drum-
mer with Harpers Bizarre in the
’60s—gave Templeman the oppor-
tunity to learn his craft at company
expense. “I'm devoted to these
guys,” he says firmly. “If Mo’s
here, I stay.”

ROCK AND BEYOND. FROM ALFA.

f

TERESA STRALEY
Never Enough

Includes: RadioActive Love,
Love's A Compromise
Ladies Like To Rock 'N Roll Too

TERESA STRALEY
Never Enough

A debut to rank with rock’s best.
Power performance and super songs.
Good to the last rock.
Produced by David De Vore and

Jim Ed Norman for JEN Productions.

TAKAHASHI
Neuromantic

Rock for the times when love gets on your
nerves.

YUKIHIRO TAKAHASHI

Neuromantic

Includes: Connection, Charge
Something In The Air
L Y

Produced by Yukihiro Takahashi.

Executive Producer: Shoro Kawazoe.

CASIOPEA

GCASIOPEA
Make Up City

Includes: Life Game, Pastel Sea,
Reflections Of You

Make Up City

city of the future.
Produced by Shunsuke

Japan’s #1 jazz-rock band. On a roll to the

Miyazumi.

Executive Producer: Shoro Kawazope.

ON ALFA" RECORDS & TAPES.

MUSIC THAT STARTS WHERE TOMORROW BEGINS.
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By David Gans
s the next Fleetwood Mac
album nears completion,
Lindsey Buckingham is
faced with divided interests.
Much of the responsibility for the
success or failure of the album will
rest on Buckingham, whose experi-
ments on Tusk earned critical ac-
claim—and also earned him the
blame when Tusk failed to match
the wild success of Rumours.
Complicating matters is the criti-
cal and commercial success he has
had with his first solo album, Law
And Order, which could be said to
have vindicated his highly individ-
ualistic approach to making rec-
ords. In this interview, Buckingham
discusses his current situation and
his feelings about the future of
Fleetwood Mac, as well as his solo
plans.

What differentiates the material
on your solo album from anything
you would have done with Fleetwood
Mac?

Nothing in particular, other than
the fact that I was trying to save
more accessible material for the
band, I suppose. “Trouble” certain-
ly isn’t an example of that (laugh-
ter). One thing that differentiates it
is the fact that I had a year to get
into what I was doing, and all the
songs (on Law And Order) were
written more or less during that pe-
riod of time.

Much of Law And Order seems to
be on a pure beam, getting from the
inspiration to the tape very quickly.

One way to do that is to do it by
yourself. If you want to make com-
parisons, working by yourself is
very much akin to painting. You've
got the canvas, and the emotion
travels through (motions from his
head down to his arm) to the can-
vas. Working in the studio with a
bunch of other people and trying to
get those ideas expressed verbally
first and then onto tape is more like
making a movie.

Looking at the lyrics to “Satisfied
Mind,” it could say a lot about your
experiences going from obscurity to
multi-platinum in relatively short
order.

One of the themes running
through the album is basically try-
ing to keep a sense of order about
your life, living by certain rules that
you make for yourself. .

Most of rock has basically an es-
capist theme to it, promoting the
idea of living by ne rules at all. It’s
about living for the moment and
not really having any self-discipline,
or any commitment to anything.
The idea of many of the songs (on
Law And Order) is to commit to
something, whether or not it causes
you pain, and to accept pain and
happiness as parts of the whole. “It
Was I,” as an adolescent view of
that, speaks about someone’s first
experience with pain in a relation-
ship. The conclusion is to keep go-
ing and to get through it; the
optimism remains about seeking fu-
ture happiness rather than having a
disposable relationship.

“September Song” is sort of the
inverse of that. It’s about someone
who’s been with someone for his
whole life and is reaching his final
years, and his perspective on having
been through the pain and the hap-
piness. He can still derive the most
meaning from sharing his last days
with his partner.

“Satisfied Mind” is about choos-
ing between the pursuit of material-
ism and the pursuit of affection and
respect and love. Obviously, the
choice is clear.

It’s easy to know how obvious the
choice is once the materialism part is
taken care of.

Yeah, but you’ve still got to have
a commitment to work and to rela-
tionships. I may not always be
right, but at least my intention is a
pure one.

What’s your repertoire of instru-
ments? Are you getting capable on
other instruments besides the guitar?

It depends on what’s there. I
don’t sit around and practice an in-
strument, but if I have an idea for
something on an album I can usual-
ly figure out how to play it. I
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indsey Buckingham:
APopRenegade

couldn’t do that with something
like a violin or saxophone, but any
plectrum-type instrument, such as a
banjo, I'm okay.

It’s the same way I approach
drums or keyboards. I'm not really
a drummer or keyboardist in the
real sense, but if you understand
how production works and you can
hear how it needs to be, then you
can usually get what you need one
way or another.

Your approach to the guitar seems
to be more oriented toward orches-
tration of the song than dependent
on technique. I know that you don’t
use a pick, and that you've never
worked with another guitar player.

I'm not a technical guitarist. It’s
not the most proficient style in the
world, but hopefully it’s something
that has a certain feeling to it. There
are tons of guitarists who can play
circles around me in terms of speed,
but I grew up not really wanting
that. I always played rhythm, al-
ways in support of songs.

I always played by myself (when
I was younger), learning how to
make a few chords work with a mel-
ody. I didn’t really play lead until 1
was about 21, either. I played
rhythm and fingerpicking styles,
and orchestral style, which remains
to a certain extent. My lead playing
is somewhat of an extension of that.

I played bass in a band for four or

five years, for the simple reason that
I couldn’t play lead at the time. It
all grows out of an orchestral style;
I’d much rather play like Chet At-
kins than Jimi Hendrix. Hendrix
was a great guitarist, but parts that
you don’t even notice on the rec-
ords sometimes are the parts that I
find the most sublime.

People respond to (subtleties)
even if they don’t know what
they’re responding to. If they're not
finely-tuned enough to really take
the song apart, they’re still respond-
ing to the overall effect. I think it’s
harder to do that well—to do pop
music well—than it is to do rock 'n’
roll, or at least the kind of rock ’n’
roll you hear today. I don’t think
it’s particularly well-crafted music,
or even well-crafted playing. It’s
certainly not subtle or underplayed.

Given a choice between being
blatant and being subtle, I'd much
rather be subtle. In my case, maybe
that’s the only way I can be. I can’t
play like Eddie Van Halen, so I
have to go for the subtle.

What effect has your solo career
had on the Fleetwood Mac album?

That’s a slower process, and it’s
kind of hard to adjust to the politics
involved with five people. When all
five of us are in here at once, it can
get crazy. So from an efficiency
standpoint, sometimes the record-
ing can suffer.

Since Tusk was largely your per-
sonal project, is that the same tone
we can look forward to on the next
Mac album?

No. It’s sort of a reconciliation of
opposites. There are some aspects
from Tusk and some aspects from
Rumours. I wouldn’t say it’s a reac-
tionary move; we haven’t gone back
to Rumours, although when Tusk
came out I was under some pres-
sure from the band to sort of re-
gress, if you will.

I got a lot of support from the
band during the making of Tusk;
everyone was really excited about
it. Then, when it became apparent
that it wasn't going to sell 15 mil-
lion albums, the attitude started to
change—which was sad for me in a
way, because it makes me wonder
where everyone’s priorities are.
They changed their attitude about
the music after they realized it
wasn’t going to sell as many copies.
That’s not really the point of doing
it. The point is to shake people’s
preconceptions about pop.

Didn’t Fleetwood Mac Live buy
the band any more freedom?

I didn’t want to do the live al-
bum, even though it turned out
well. I'm not a big fan of live
albums.

But Fleetwood Mac is one of the
bands that actually does something
substantially different live.
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It was a valid album, but in terms
of making a full statement ... Ru-
mours was a very definite state-
ment; Tusk was a very succinct
statement within itself as far as stu-
dio albums go. The live album may
have been, too, because there is
more of a contrast between what we

| do in the studio and live than there

is with other bands. But I didn’t see
it as a particularly strong statement,
and I don’t think the public did ei-
ther. “Oh, Fleetwood Mac’s come
out with a live album, f00.”

What are we going to hear on the
new album?

We’ve got some really well-craft-
ed songs of Christine’s; Stevie
hasn’t really been in the studio that
much—TI'd have to go back and lis-
ten to her tunes a little bit; I'm not
really sure what's there.

There’s about four or five of my
songs on the album. One of them
sounds really commercial to me,
sort of a cross between Phil Spector
and the Beach Boys. A couple of
them are really rocky.

There’s a lot of production on a
few of the things, more so than on
Tusk and in some cases even more
than Rumours. But it isn’t your av-
erage production, either—it still
has an experimental sort of tinge to
it. In many cases I would say it’s a
little more elaborate than anything
you've heard before (sinister laugh),
reaching Wagneresque proportions.

Can you verbalize your pop vision
at this point?

I'm trying to be original from a
production <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>