VOL.1 NO. 8

JUNE 1982

Asia:
No Egos
Allowed

By Vicki Greenleaf & Stan Hyman

LITITZ, PA.—*“This is the orgasm
after years of musical masturba-
tion,” jokes John Wetton, lead vo-
calist and bassist of the biggest
“new” act of the year, Asia. Wet-
ton, who achieved no more than
middling recognition in the past
with a long line of English rock
bands including King Crimson,
Uriah Heep and UK., has finally
found the ideal musical mode.
Asia’s debut LP climbed into the
top five of the charts only four
weeks after its release (it came on at
28 with what Billboard calls a “su-
per bullet”), and concert tickets for
the group’s U.S. tour sold out al-
most as quickly as they were
printed.

“The fact that Asia came to be in
the first place,” says Wetton, 32,
“was that I was completely disillu-
sioned with my record company. I
did a solo album after U.K. dis-
banded, but Polydor buried me.
They said if I were 10 years youn-
ger, they’d promote the album. So [
was completely grounded at the
time. I thought, ‘What do I do
now?’ Similarly, the other members
of Asia were also more-or-less dor-
mant. Following the breakup of
Yes, guitarist Steve Howe pondered
a solo career and keyboardist Geoff
Downes, who replaces Rick Wake-
man during Yes’' final days, was in
the midst of recording a second
Buggles album. Carl Palmer, for-
merly of Emerson, Lake and Palm-
er, was in the studio working on a
solo effort—an anticlimatic situa-
tion for him as well.

It wasn’t surprising when Wetton
and Howe decided to record after
getting together to jam. However,
out of that jam session came the de-
sire not merely to do it again, but to
expand it, develop it into something
more substantial. The twosome be-
gan to search for additional players,
eventually recruiting Downes and
then solidifying the line-up with
Palmer. With Wetton being the ex-
ception—*‘‘What did I have to
lose?” he asked—each of the musi-
cians expressed some degree of res-
ervation about starting anew. *I
had some great misgivings about
what might happen with a group
formed basically out of members of
other groups,” Downes recalls.
“But once we had the lineup—once
we played together for a couple of
weeks—that really made this thing
happen.”

Despite well-meant, but unheed-
ed advice from onlookers concern-
ing the pitfalls of forming a
“supergroup,” the band spent four
months in rehearsal. With the aid of
Mike Stone, who has also produced
Foreigner, Queen and Journey,
Asia began production at Town-
house Studios in London—a five-
month effort—Ilate last summer,
and finished five months later. “We
don’t classify ourselves as a super-
group. That label has been thrust
upon us,” Palmer says, echoing
each bandmember's sentiments.

“The whole thing was,” Howe
explains, “we were only looking for
a certain standard of musician and
that led us to pick people who had
their own reputations. The fact is
that internally, it feels like a group,

continued on page 13
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Michael Anthony, Eddie Van Halen, David Lee Roth: A family-oriented band.

Doobies Announce Farewell Tour

LOS ANGELES—The Doobie
Brothers, who have sold over 40
million records worldwide and
earned four Grammy Awards over
the course of a 12-year career that’s
included several changes of person-
nel and musical direction, will dis-
band following a “farewell tour” of
major U.S. cities in August and
September.

The official reason being given
for the split is the involvement of
band members in outside projects.
However, Patrick Simmons’ deci-
sion ‘made earlier this year’ to leave
the group undoubtedly sealed the
Doobies’ fate. ““I've been on the
road for 12 years, and I just want to
stay home for awhile,” Simmons
explains. “It would be nice to be
part of a local band, with guys I can
just call up and say, ‘Hey, let’s get
together and play.’ ”

Simmons, who is recording his
solo debut for Elektra/Asylum, and
recently added vocals to a song on
the Dregs’ Industry Standard LP,
will rejoin the Doobies for the tour,
which will be recorded for a live
LP, and filmed for showing as a ca-
ble TV special.

It’s also been reported that
founding Doobie Tom Johnston,
who wrote the band’s early hits
(“Listen To The Music,” “Long
Train Running” and ‘‘China

Continued on page 25

PHOTO. EBET ROBERTS

Pat Simmons

Van
Halen’s
Stylish
Raunch

By Dan Forte

LOS ANGELES—David Lee Roth,
onstage and offstage mouthpiece for
the group Van Halen, steps off the
elevator at the seventh floor of the
building on Sunset Boulevard
which houses Van Halen Produc-
tions, and pauses to survey his “lit-
tle empire”—or more accurately to
let anyone who happens to be pres-
ent survey him, dressed as he is in
black leather pants, red and white
striped T-shirt, sunglasses, and his
mane of thick blonde hair.

“Are you the interviewer or are
you here delivering sandwiches?”
His booming belly laugh drowns
out any attempt at a snappy retort.

David Lee Roth is the ultimate
rock 'n’ roll frontman, a stereotypi-
cal irreverent rich kid/pretty boy
exaggerated a thousand times. And
Van Halen—comprised of lead
singer Roth, guitarist Eddie Van
Halen, his brother Alex on drums,
and Michael Anthony playing
bass—is in many ways the ultimate
rock group, a garage band gone
platinum. Formed from rival high
school bands in Pasadena, their
brand of primal scream rock had al-
ready gained a strong following on
the Starwood/Whiskey circuit be-
fore producer Ted Templeman
signed them to Warner Bros. Al-
most immediately after the release
of their first album, they were play-
ing football stadiums and hockey
rinks across the country. They have
achieved mass popularity on their
own terms, playing music that is
too diverse to fall into the hard
rock/heavy metal slot, but too
thunderous for AM radio. Their
singles climb up the charts infre-

Continued on page 14

InThis Issue

Home Taping: pave Marsn
scrutinizes the WCI home taping
survey and finds it’s mostly shuck
andjive..................... 2

Stones Activity : Thougn
they won't be making any U.S. ap-
pearances this year, the Rolling
Stones have a full slate of activity
on tap, including a live LP, a Euro-
pean tour, and, come fall, a concert
film of their '81 U.S. tour ...... 2

London Calling: News of

the Stones’ European tour; Roger
Daltrey opens a trout farm;
Squeeze, Status Quo prove our col-
umnist wrong . ............... 5

Nancy Wilson : tne bionde
half of Heart's sister act is prepar-
ing a solo album for release at the
endof theyear............... 7

Jerry Garcia ; rapping with
the Grateful Dead’s driving force
about music, life and the evolution
of America’s longest-running rock
argument ................... 8

LOUAnllBart()ﬂ ¢+ A voice

for the ages, and a Lone Star sweet-
hearttoboot................ 11




THE RECORD / JUNE 1982

RECORD

JON MARSHALL;
|  Dewvic RICHARD HARTLE. DON HETH
Advertising Production:
| CALVIN GENERETTE, MARY DRIVER

*Contents

| Charlie Daniels

| Billy Squier

| LOOKS, TALENT, PUBLIC

Managing Editor: DAVID McGEE
Assistant Managing Editor: CH/P STERN
Associate Editor: MARK MEHLER
Contributing Editor: DAVID GANS

Art Director: ESTHER DRAZNIN
Editorial Assistant: HELENE PODZIBA

Advertising:

BILL HILTON (Maneger), NINA LEVINE,
ROB WOOD, PATT] FIORE (Classified Ad Maneger)
Chicago: MIKE NERI; MARK HERMANSON
Los Angeles: BILL HARPER, ;

Circulstion Directer: DAVID MAISEL

Circulstion Masagers:

BILL QOAD, TOM COSTELLO, JOHN LOWE,

LISL FOLSOM, JAMES JACOBS,

NICKY ROE. JOHN SKIPPER

Massfacturiag & Distribstion:

DAN SULLIVAN (Director), LINDA M. LANDES

Disecter Retail Salas & Publicity: SUSAN OLLINICK

Comtroller: JUDY HEMBERGER

Fiassnce Department:

BETTY JO KLUNE, BILL STERKIN,
LILJESTRAND

Admisistrative Maseger: LAUREL GONSALVES

THE RECORD is a

ial interest publication
of Straight Arrow Inc.:

Vice Presidont: WILLIAM S. DAVID

Mlhoﬂeemllﬂldm

New York, NY. 10131 212) PL3-3800
MMMM&:‘MJMJ
MC‘.WBIJ)JJJ—W

Oﬁ.\ E.%Bl)) 782:2366

1025 East Maple
Birmingham. Michigan 48011 (313) 642-7273

meoaunuofTHE RECORD are copy-
© 1982 by Straight Arrow Inc
may not be reproduced in any manner, cither
wl ormpnn.wnhmlvnmnpeunmm
the publishes. All rights reserved. Publisher
not assume for any unsolicited
m-lmnlund-\ll anlylhouwnom
d self- TH|

montl\ly at lhe subscription
ol' 312. for one year t Arrow
mhen. Inc., 745 Frma Avcun. York,

§i‘§§i'

by Nelson George ...... 3
CHARLIE DANIELS HAS &
hit with “Still in Saigon,” but he’s
taking some flack from those who
want to forget the Vietnam War. In
between chaws, Daniels explains
why he won’t back down.

Rosanne Cash
by Samuel Graham ..... 5

A PROUD WOMAN WITH A
proud heritage is successfully jug-
gling her duties as a wife, mother
and recording artist, and singing l
better than ever.

JoeCocker........ 6

THE GRAVEL-THROATED
blues singer is back with his best ef-
fort in years, Sheffield Steel, and
some regrets over what he feels is
an equally-potent album that may
never see the light of day.

by David McGee ...... 12

and press acclaim: Billy Squier
would seem to have it all. But on
the eve of the release of his third
solo album, he says there’s a void in
his life that all the success in the
world can’t fill.

Musical Instruments 16
SOUND SIGNATURES: A SE-
ries of profiles of musicians whose
styles are one-of-a-kind, with an ear
towards finding out what makes

| them special. Since no single ele-

| ment can explain a personal sound,

Sound Signatures examines individ- ‘
ual approaches to musicianship and
the most progressive musical in-
struments, offering clues as to what
makes for a perfect match. ‘

Audio:

Hi-Fi Without Fear
by Chip Stern......... 19

FIRST IN A SERIES OF RE-
ports on what to listen for when
choosing a component system—
concepts in music reproduction and
reference points for the ears, that
could help dissolve the mystique of
audio.

Records.......... 20
VINCE ALETTI PRAISES THE l
Lost Soul series. Also reviewed:
Dave Edmunds, the Ambient
Sound series, B. B. King, J. J. Cale,
Dregs, Haircut 100, Bongos, Sound
D’Afrique, Talking Heads and
others.

WCI’s Home Taping Report:
The Shuck And Jive Routine

By Dave Marsh

On April 1, Warner Communica-
tions Inc. released the results of a
consumer study on home taping con-
ducted in May and June of 1980. In
face-to-face interviews, 2,370 re-
spondents answered approximately
100 questions on blank tape buying
and taping behavior. The study pur-
ports to find that home taping costs
the music industry $2.85 billion a
year in lost sales, and concludes:
“Were home taping not possible,
tapers would be spending hundreds
of millions of additional dollars on
records and prerecorded tapes.” In
the following analysis of WCI’s
figures, Dave Marsh begs to
differ.

It’s hard not to consider 4 Con-
sumer Survey: Home Taping, the
market research study which
Warner Communications released
on March 27, a kind of early April
Fool’s joke. The study claims that
home taping, in all its supposedly
nefarious forms, cost the music in-
dustry $2.85 billion in 1980—with-
out noting that the music industry
has actually sold as much as $2.85
billion of prerecorded mu-
sic only once in its history (in
1978).

The temptation to expose the
hype in Warner’s figures is irresist-
ible. To start with, the survey is
based upon the supposition that all
music taped at home represents a
loss in sales—including taping of
individual selections for customized
listening tapes. According to this
formula, $1.13 billion was lost to
the industry in this way—although
this premise defies logic, unless
Warner Comm. is about to begin a

customized anthology service of its
own.

Furthermore, the $2.85 billion
figure represents “lost sales” at re-
tail. But records and prerecorded
tapes are primarily purchased in the
same outlets as blank tapes—and
no retailer has yet stepped forward
to argue that a dollar made from
the sale of a TDK blank is superior,
in any way, to a dollar made from
WCTI’s prerecorded tapes.

Deducting these two outrageous
items (figuring retail mark-up at
roughly 25 percent), the $2.85 bil-
lion suddenly shrinks to just over $1
billion. But that is not the only
piece of padding in the Warner fig-
ures. For instance, the study found
that 18 percent taped at home *be-
cause a prerecorded tape of an al-
bum is not available.”

Warners would like to bill the
consumer for the music industry’s
own marketing inadequacies. In ad-
dition to the “‘unavailable” re-
sponse, seventeen percent said they
taped because of the poor quality of
prerecorded tapes and LPs and
eighteen per cent said that they
taped to preserve the quality of
their discs. Subtracting any one of
these items from the hyped total
puts the figure at less than a half
billion dollars yearly damage. In
fact, if one were to subtract all of
them, it would be possible to argue
that the music business’s loss to
home taping is 100 per cent the re-
sponsibility of its own marketing
and manufacturing inadequacies.

Warners concedes as much in its
concluding remarks, where it re-
states the figure for home taping

Continued on page 13

Stones Slate: LP, Tour, Film

NEW YORK—One way or anoth-
er, the Rolling Stones promise to re-
main in the news during the latter
half of *82. First up is a live album
from the band’s *81 U.S. tour of the
States. The single-disk LP, due at
the end of May or first part of June,
will contain nine or 10 cuts, includ-
ing “Under My Thumb,” “Let’s
Spend The Night Together,” “Shat-
tered,” *“Twenty-Flight Rock,”
“*Goin’ To A Go-Go,” “Let Me
Go,” “Time Is On My Side,” “‘Start
Me Up” and “Satisfaction.” A rep-
resentative for Rolling Stones Rec-
ords cautions that any one of the
above titles might be deleted at the
last minute, and new titles added;
but it appears the final tally of songs

won’t exceed 10.

Also at the end of May—the 29th
to be exact—the Stones begin a sev-
en-week European tour, ending in
mid-July, after which the band
breaks for a vacation.

In September, the Stones return
to the States, not live but on the sil-
ver screen, in a concert film shot
during the ’81 tour. The movie was
directed by Hal Ashby (Shampoo)
and is, according to a source,
“strictly concert footage—no be-
hind-the-scenes stuff at all.”

As for the next Stones studio LP,
Rolling Stones Records reports that
the band has yet to even discuss
where, when or if it might happen.

—David McGee

TOP 100 ALBUMS

1 VANGELIS
Chariots of Fire (Polydor)

5] CHARLIE DANIELS BAND
Windows (Egic)

2 THE GO-GO’s
Beauty and the Beat (IRS)

3 J. GEILS BAND
Freeze-Frame (EM1/America)

4 ASIA
Asia (Geffen)

5 THE POLICE
Ghost in the Machine (A&aM)

6 JOAN JETT & THE
BLACKHEARTS
I Love Rock n’ Roll (Boardwalk)

52 JETHRO TULL
The Broadsword and the Beast
(Chrysalis)

53 THE B-52'S
Mesopotamig (WB)

54 THIRD WORLD
You’ve Got The Power (Columbis)

55 LOU ANN BARTON
Old Enough (Elekira)

56 PATRICE RUSHEN
Straight from the Heart (Elekira)

7 RICK SPRINGFIELD
Success Hasn’t Spoiled Me Yet
(RCA)

8 HUMAN LEAGUE
Dare (A&M)

9 SIMON & GARFUNKEL
The Concert in Central Park (WB)

10 LOVERBOY
Get Lucky (Columbis)

11 JOURNEY
Escape (Columbia)

12 TALKING HEADS
The Name of this Band Is. . . (Sire)

13 QUINCY JONES
The Dude (a&M)

14 DARYL HALL & JOHN
OATES
Private Eyes (RCA)

15 ALDO NOVA
Aldo Nova (Portrait/CBS)

16 QUARTERFLASH
Quarterflash (Geflen)

17 STEVIE NICKS
Bella Donna (Modern)

18 WILLIE NELSON
Always On My Mind (Columbia)

19 BONNIE RAITT
Green Light (WB)

20 THE SECRET POLICE-
MAN’S OTHER BALL
Various Artists (Island)

21 GRAHAM PARKER
Another Grey Area (Arista)

22 SCORPIONS
Blackout (Mescury)

23 SOFT CELL
Non-Stop Erotic Cabaret (Sire)

24 HUEY LEWIS & THE NEWS

Picture This (Chrysalis)

25 THE WAITRESSES
Wasn’t Tomorrow Wonderful
(ZE/Polydor)

26 XTC
English Settlement (Virgin/Epic)

27 OLIVIA NEWTON-JOHN
Physical (MCA)

28 TOMMY TUTONE
Tutone 2 (Columbia)

29 TOM TOM CLUB
Tom Tom Club (Sire)

30 FOREIGNER
4 (Atlantic)

31 THE CARS
Shake It Up (Elekirs)

32 THE BEATLES
Reel Music (Capitol)

Clapton Hits Road In June

NEW YORK—Concurrent with the
release of his new album, Eric Clap-
ton will begin a U.S. tour on June 5
in Cedar Rapids, Iowa. This marks
the artist’s first U.S. appearance
since his 1981 tour was cancelled
due to a severe ulcer condition. On
the first leg of the tour, Clapton will
appear in 16 cities, with the Fabu-
lous Thunderbirds scheduled to
open all dates save the first one.
Following the tour’s final date,
June 30 in Miami, Florida, Clapton
will take a break and resume tour-
ing again in the fall.

Confirmed dates on the tour are:
(6/5) Cedar Rapids, Iowa; (6/6)
Omaha, Nebraska; (6/7) Minne-
apolis, Minnesota; (6/10-11) De-
troit, Michigan; (6/12) Buffalo,
New York; (6/13) Cleveland, Ohio;
(6/17) Portland, Maine; (6/18)
Binghamton, New York; (6/19)
Saratoga, New York; (6/22) Hamp-
ton, Virginia; (6/23) Charlotte,
North Carolina; (6/24) Bristol,
Tennessee; (6/27) Augusta, Geor-
gia; (6/28) Jacksonville, Florida;
(6/29) Lakeland, Florida; (6/30)
Miami, Florida.

Clash Set To Begin U.S. Tour

NEW YORK— The Clash will kick
off their first major U.S. tour in two
years with a show in Asbury Park,
New Jersey on May 29. From there
the band moves south (to Virginia
Beach, Maryland, for a May 31
show) and then west, hitting 15 cit-
ies in the next two months.

While the itinerary for the en-
tire tour has yet to be announced,
the Clash have confirmed dates in
California, including four nights at
the Los Angeles Palladium (6/15-
19), Santa Barbara (6/20), San

Francisco (6/22) and Santa Cruz
(6/24). Other concerts are also
scheduled to take place in New Or-
leans (6/4), Vancouver (6/26) and
Alberta (6/28, 29).

The Edmonton, Alberta concert
closes out the first leg of the tour.
Following a two-week vacation in
Spain (reportedly to attend the
World Cup soccer championships),
the Clash will return to America in
early July and continye touring
through August.

—Laurie Lennard

33 THE ROYAL PHIL.
Hooked On Classics (RCA)

34 THE ROLLING STONES
Tattoo You (Rolling Stones)

35 GENESIS
- _Abacab (Avanic)

36 OZZY OSBOURNE
Diary of a Madman (Jet/CBS)

37 RICHARD PRYOR
Live on the Sunset Strip (WB)

38 SAMMY HAGAR
Standing Hampton (Geffen)

39 RAY PARKER, JR.
The Other Woman (Arisia)

40 TOTO
1V (Columbia)

4] BOB & DOUG MCKENZIE
The Great White North (Mercury)

42 THE WHISPERS
Love Is Where You Find It (Solar)

43 THE JAM
The Gift (Polydor)

57 LOU REED
The Blue Mask (RCA)

58 THE DREGS
Industry Standard (Arista)

59 ROD STEWART
Tonight I'm Yours (WB)

60 IRON MAIDEN
The Number of the Beast (Harvest)

61 SHEENA EASTON
You Could Have Been With Me
(EMI/America)

62 CAT PEOPLE
David Bowie/Giorgio Moroder
(Backstreet)

63 BARBRA STREISAND
Memories (Columbia)

64 JOAN ARMATRADING
Walk Under Ladders (A&M)

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

66 ALABAMA
Mountain Music (RCA)

67 AL JARREAU
Breakin® Awdy (WB)

68 DWIGHT TILLEY
Scuba Divers (EM1/America)

69 UTOPIA
Swing to the Right (Bearsville)

70 PRISM
Small Charge (Capitol)

71 SMOKEY ROBINSON
Yes It's You Lady (Tamia)

72 ORCHESTRAL MAN.
OEUVRES IN THE DARK

Architecture and Morality (Epic)

73 DIANA ROSS
Why Do Fools Kall In Love (RCA)

74 PEABO BRYSON
1 Am Love (Capitol)

75 AC/DC
For Those About to Rock (Atlantic)

76 ROMEO VOID
Never Say Never (415)

77 GEORGE BENSON
The George Benson Collection (WB)

78 BOBBY WOMACK
The Poet (Beverly Glen)

79 WEATHER REPORT
Weather Report (Columbia)

80 JIMMY BUFFETT
Somewhere Over China (MCA)

81 RICK SPRINGFIELD
Working Class Dog (RCA)

82 RICH LITTLE
The First Family Rides Again
(Boardwalk)

83 JEAN-LUC PONTY
Mystical Adventures (Atlantic)

84 PRINCE
Controversy (WB)

85 JUICE NEWTON
Juice (Capitol)

86 GIL SCOTT-HERON
Reflections (WB)

87 THE KINKS
Give The People What They Want (Ari)

88 LUTHER VANDROSS
Never Too Much (Epic)

89 JANIS JOPLIN
Farewell Song (Columbia)

90 EARTH, WIND & FIRE
Raise (ARC/Columbia)

91 GROVER WASHINGTON, JR.
Come Morning (Elekira)

92 UFO
Mechanix (Chryslis)

93 DAVID BYRNE
The Catherine Wheel (Sire)

44 VAN MORRISON
Beautiful Vision (WB)

94 MICHAEL FRANKS
Objects of Desire (WB)

45 GREG KIHN BAND
Kihntinued (Beserkiey)

95 BILLY SQUIER
Don’t Say No (Capitol)

46 NICK LOWE
Nick the Knife (Columbia)

96 BRYAN ADAMS
You Want I, You Got It (A&M)

47 CAMEO
Alligator Woman (Chocolate City)

97 L2
October (1sland)

48 DAN FOGELBERG
The Innocent Age (Fult Moon/Epic)

98 RICK JAMES
Street Songs (Gordy)

49 THE BLASTERS
The Blasters (Slash)

99 AL DiIMEOLA
Electric Rendezvous (Columbia)

50 KARLA BONOFF
Wild Heart of the Young (Columbia)

100 PLACIDO DOMINGO
Perhaps Love (CBS)
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The Hitman

Eat, Drink and Be Merry

At a time when the music industry is on rubber legs, it’s interesting
to note that this year’s NARM (National Association of Recording
Merchandisers) convention produced nothing worthwhile for the
people it’s supposed to be representing—that is, the retailers, rack
jobbers and distributors who are waging a rather serious battle
against the Big Shrink: shrinking profit margins, shrinking co-op ad
support, shrinking sales. So what did the discussion center on?
Home taping, from the labels’ point of view only. And what solution
have these geniuses arrived at? Assess a royalty on blank tape so art-
ists and manufacturers will be fairly compensated for their work.
Fine, but did anyone consider helping the people who sell records?

The perennial topics of counterfeiting and piracy cropped up
again too, and once more a novel solution was tendered. Assess an
additional cost on retail and rack orders, then ticket the revenue for
lobbying and investigative efforts and prosecutions.

Why don’t manufacturers clean up their own house instead of pe-
nalizing the dealers and, ultimately, the innocent customers who’ll
bear the brunt of price increases necessitated by these additional
fees? This is madness.

Blank Tape Is A Taxing Issue—No!

A Warner Communications study reports that home taping is re-
sponsible for a near-$3 billion loss for the music industry. Since you
can’t lose what you haven’t made, it appears the loss is hypothetical.
Nevertheless, certain industry leaders (see Yellow Peril item) are
four-square behind a proposed tax on blank tape. Pause you who
read this, and think for a moment: you’re an average Joe who’s got a
child, and maybe once in awhile you like to record that child singing
a song, or reciting a poem, or—let’s really get down—sending a
message to Grandma. You buy a blank tape for this express pur-
pose, and pay a few more cents for it, as per the manufacturer-artist
hedge against home taping. You can now rest assured you’ve helped
stave off the onrush of the dreaded home taping gremlins, and, at
the same time, enriched the bank accounts of artists and labels. In-
deed, maybe you should send the tape not to Grandma but to your
favorite artist, with a note stating how happy you are to be a part of
this fight. And while you’re at it, tell the artist to be sure and get a
proper accounting from the record company regarding the disburse-
ment of those blank tape royalties. Know what I mean?

Beware The Yellow Peril

The Hit Man couldn’t let the subject of NARM die without com-
menting on a speech delivered to alternately bemused and stupified
convention-goers by Warner Bros. senior vice-president Stan Cor-
nyn. Hammering away at the home taping issue, Cornyn (once
termed “the conscience of the record industry” by a reporter who’d
obviously had his head in the ether too long) said manufacturers
aren’t asking that blank tape be outlawed, merely that it “pay its
own way.” In doing so, he was compelled to point out that while
retailers make a profit on blank tape sales, that profit usually
amounts to 10 percent or less of each one’s total annual volume.
Okay, all retailers willing to give up 10 percent of your profit, raise
your hands. What is the sound of one hand clapping?

However, Cornyn offered a solution to the problem by trotting
out that great buzz word of yore, “law and order.” Beseeching
NARM members to support the Mathias Amendment, which
would assess a royalty on the sale of blank audio and video tapes and
hardware, he then named the opponents of the bill—Japanese firms
all. Visions of “Duke” Wayne dancing in his head, Cornyn called
for a “symbolic” march on Washington for purposes of supporting
the amendment; or, in his words, “marching up the Capitol steps we
go . . . Kate Smith, Gene Autry, Marie Osmond, Quincy Jones,
Henry Mancini, the Chipmunks—all Americans in a row.”

Cornyn’s assertion that the home taping problem is so severe as to
hinder musical artists’ creativity is perhaps the lamest, most disin-
genuous excuse yet for manufacturers’ inability to break anything
save the most formula-ridden product. In 1975, Cornyn gave a
much-celebrated address at NARM, one that was clearly ahead of
its time and should have been repeated this year. Titled “The Day
Radio Died,” it foresaw the problems labels would have if radio sta-
tions continued narrowing their playlists. Cornyn may not be the
conscience of the record industry, but he’s no dummy. Rather than
go looking for a Jap under every bed (or on every shelf, as it were),
he and the other manufacturers ought to take a hard line with radio.
Blaming home taping for a lack of creativity at every level of the
industry is ludicrous. “We have met the enemy and he is us” should
have been someone’s message this year.

Just A Note In Passing

Due to confusion regarding an opinion expressed in our April col-
umn, the Hit Man would like to point out that there was no intent to
make light of people joining the unemployment line, or of new acts’
seeming inability to get a good hearing these days. In the interest of
fair play, the Hit Man reprints the following correspondence: “Ob-
viously hiding behind anonymity, taking cheap shots at aspiring
performers is your idea of objective journalism. Beware the power of
your pen. Opinionated elitism has lost favor with musicians, radio
programmers and record executives, as well as (with) a musically-
aware buying public. As for Duke Jupiter’s certain ‘meltdown,’ that
remains to be seen. One hundred and fifty AOR radio programmers
can’t be all wrong . . . . Perhaps if we kept some of our own narrow-
minded opinions to ourselves instead of putting them into print
there would be less layoffs at the big record companies in the future.
Sincerely, Coast to Coast Records, Inc.”

The opinions expressed in this column are those of the writers only, and do
not reflect the opinion of Straight Arrow Publishers, Inc.

Charlie Daniels: Straight talk from a big man.

Charlie Daniels Talks Tough
About The Vieterans’ Plight

By Nelson George

NEW YORK—Pop music with fire
and grit, that can move the spirit
and the body, the heart and the
mind, is hard to find. With econom-
ic pressures weighing heavily on
performers and consumers, main-
stream pop and rock acts are gener-
ally steering clear of any song that
might be viewed as controversial. In
this context the Charlie Daniels-
Band’s hit single “Still in Saigon” is
Just plain courageous. Written by
New York singer-songwriter Dan
Daley, the song captures with chill-
ing accuracy and an acute sense of
detail the frustrations and anguish
experienced by too many Vietnam-
era Veterans. Daniels and his five-
piece Southern rock band perform
with the passion and precision Da-
ley’s statement deserves.

“It was something that should
have been said and it echoed my
feelings exactly about the treatment
of Vietnam veterans pretty damn
well,” says Daniels. “It came to our
attention through our producer, af-
ter we had done a benefit for the
Vietnam Veterans Association. I
took it home, listened to it and
knew then I couldn’t say no.”

With jingoistic self-penned songs
like ““The South’s Gonna Do It
Again” and “In America,” Daniels
has a reputation as a performer un-
afraid of putting political-social
commentary in his music. Yet there
was one group he was worried
about offending. ‘‘Since neither
Dan Daley or myself had been to
Vietnam I was very concerned that
the actual veterans wouldn’t think I
was trying to be their spokesman.
My only reason for doing the song

was to shed light on the problems
they’re having.

*So far the only negative feed-
back I've gotten is from people who
think we should forget Vietnam and
act like it never happened. My feel-
ing is that I have a 16-year-old son

“The only nega-
tive feedback
DIve gotten is
Jrom people who
think we should
forget Vietnam
and act like it
never happened.”

and I don’t like what's going on in
El Salvador. I don’t like what Ron-
ald Reagan’s saying and Al Haig
scares me to death. We have to keep
that memory fresh in our minds so
we won’t be stupid enough to do it
again.”

He feels it’s “too damn easy for
folks who didn’t serve there or have
family there to erase Vietnam from
their minds. But what of the men
who are dying of cancer from Agent
Orange or lost limbs? They can’t
forget it. The Veterans Administra-
tion and government have practical-
ly turned their back on them. I don’t
think the American people should.”

Despite evidence to the contrary
(listen to the radio), Daniels insists
there’s a need to confront issues in

popular music. “All music should
reflect its time. For example, ‘In
America’ was a documentary about
what was happening at the time of
the Iranian hostage crisis. I talked
to people around the country while
touring and they all said it wasn't
right, that they were hot about it. I
said, ‘Hey, there is something alive
in the country that I hadn’t seen
since the Second World War.' Peo-
ple seemed unified by the experi-
ence. I was accused of writing a
pro-war song. It was not. As I said,
I have a 16-year-old son, so the last
thing in the world I want to see is
another war.”

Aside from its obvious social rel-
evance, “Still in Saigon” is also in
the tradition of CDB’s numerous
story songs. The Grammy Award
winning “The Devil Went Down to
Georgia,” “The Legend of Wooley
Swamp,” and several songs on Win-
dows (“Ragin’ Cajun” and *‘Par-
tyin® Gul” are the standouts) are
the musical equivalent of the tall
tales handed down from parent to
child during America's pioneer
days. One half expects Daniels to
cut an updated version of the Paul
Bunyan legend in an album or two.

“Storytelling was a big part of my
upbringing, because we didn’t have
television until I was 15,” Daniels
says about his life as a child in rural
North Carolina. “My father and
many of the other men in town
would go raccoon hunting as a form
of relaxation. A big part of that was
sitting around the fire waiting for
the dogs to tree the raccoons. That
was story-telling time. You’d be by
the fire, one side of your body burn-

Continued on page 25
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Joel Mending
LP, Tour Off

NEW YORK—Due to injuries sus-
tained in a motorcycle accident
near his Long Island home on April
15, Billy Joel has had to cancel
plans for a summer tour. As well,
the June release of Joel’s next studio
album will be held up until the art-
ist recovers from a fractured right
wrist and a chipped bone in his left
thumb.

“We're just going to give Billy a

chance to recuperate and then take
it from there,” says Jeff Shock,
who’s in charge of Joel’s manage-
ment company. “Things are up in
the air, but they are only post-
poned, not cancelled.”

Joel was injured when the 1978
Harley Davidson he was riding col-
lided at an intersection with a car
attempting to make a left turn,
sending Joel flying across the hood
of the car. He injured his hands at-
tempting to break the fall onto the
pavement. No summons Was issued
to the car’s driver, Cornelia Bynum,
although she allegedly ran a red
light. —Laurie Lennard

Queen’s North American Tour
To Begin July 21 In Canada

LOS ANGELES—Queen’s first
North American tour since 1980 is
tentatively scheduled to begin July

| 21 in Montreal and continue until

mid-September, winding up in Los
Angeles.

Keyboardist Morgan Fisher, for-
merly of Mott the Hoople and the
first sideman ever to appear on
stage with Queen, is with the band
in Europe and is expected to ac-
company them on the American
dates as well. Despite the additional
instrumentalist, Queen guitarist
Brian May says that the title of the
band’s new album, Hor Space, is
also the best description of its cur-
rent musical flavor. “We’ve gone
about as far as we could go with
complex sounds, and on the last
(studio) album, we were pretty
much starting to leave spaces in our
music,” he says. “It became sort of
an obsession on this album; we just

took it a little further.

“Hot Space is sparse, and I think
quite hard-hitting, but in a different
way from what we’ve done before.
Our rock music as such was very
heavy at times, but if you heard it in

RESERVE A HOT SPACE FOR

WATCH FOR HOT SPACE TOUR THIS SUMMER!

o\ Featuring "Body Language”
L4 Produced by Queen-Mack
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a situation such as a discotheque or
dance hall, it wasn’t really some-
thing which made you want to get
up and dance. It was more sort of
‘get down and bang your head.””
The stage design for this tour, ex-

| plains May, is “‘more three-dimen-

sional, particularly for the people
on the floor. The stage is raked (or
slanted) forward, with all sorts of
different levels. There’s a whole
new depth perspective, and we can
work to the front of the stage more
uniformly; it actually propels us to
the front.” May also notes that the
monitor speakers have been ‘“‘com-
pressed to a lower level,” to provide
better side views of the action.
Sources at Elektra also reported
that the promotional video the band
created for Hot Space was deemed
*“too pornographic even for Europe-
an audiences.” At press time, it was
being edited for both European and
American viewing. —David Gans

Nancy Wilson
Planning
Solo Release

NEW YORK— Heart’s Nancy Wil-
son is preparing her first solo al-
bum, tentatively scheduled for
release ““on one of the CBS labels”
late this year or in early *83.

Wilson, in New York to promote
Private Audition, Hearf’s first stu-
dio LP in three years, describes the
solo project as similar in concept to
Harry Nilsson’s acclaimed The
Point. In other words, a loose con-
cept album appealing to both chil-
dren and adults. At least one of the
cuts will be “The Moon and You,”
a tune that was left off Private
Audition.

Though the blonde half of the
Wilson sisters attributes the forth-
coming album to a desire to
“stretch out” (she also has a cameo
role in a soon-to-be-released film
version of Cameron Crowe’s novel,
Fast Times), Nancy insists *“I don’t
want to make it seem like this is
‘The Nancy Wilson Solo Album,’
because it isn’t really that much of a
departure. Ann will have a role in it
(“If she asks me,” interjects Ann).
Howard (Leese, Heart’s keyboard-
ist) will be featured, too. I'll be sing-
ing and doubling on bass as well as
guitar.”

As for outside help, Wilson’s
hoping to get Bruce Springsteen,
among others, to contribute. Hav-
ing produced the new Heart album
herself, Wilson plans to do likewise
for her solo venture.

It will be some time, however, be-
fore recording can begin. Heart’s
tour card, which began at the end of
May, is pretty well booked through
the summer, beginning in Europe
and moving Stateside come July.

—Mark Mehler

Carnes Album
Rescheduled
For August

LOS ANGELES— Kim Carnes’
next album, originally scheduled
for release in early June, is now be-
ing delayed until late August. De-
nying reports of trouble in the
studio, a spokesperson for Kragen
& Company management says the
delay reflects the company’s desire
for maximum exposure in the over-
seas market.

“The marketing of the new al-
bum was the only factor in the de-
lay,” says the spokesperson. “We
don’t want to release an album
abroad in July and August because
everybody in Europe is on vacation.”

A video production of the new al-
bum that was to have begun in May
will now commence shooting in
June. Carnes is also considering a
U.S. tour following the release of
the album.

~—StanHyman & Vicki Greealeaf
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Lond();éalling

By Chris Welch

The Stones Still Think Big

“Utter and complete crap!” That’s the kind of press statement we
like to hear—bold, assertive and leaving no room for doubt. It was
the reaction we got from the Rolling Stones’ office when we asked a
simple question. Not “Is Brian Jones alive and well and living in Ar-
gentina?”, but, “Is it true the Stones are going to play a series of vil-
lage halls on their forthcoming British tour?”” It was the rumor that
had been flying around London for weeks. The group was going to
“get back to their roots” and play the kind of small clubs where they
got their start. Doubtless there will be a warmup concert, possibly in
Scotland or Northern Ireland, but they will be playing the biggest
halls available, including Wembley Stadium (25, 26) when they hit
the road in June.

Roger Daltrey, Troutmaster

Roger Daltrey is opening a Trout Farm and Fishery on his rolling
Sussex acres. In fact, there are ten acres of lake full of trout where
fishermen can buy a day ticket for $20.

Daltrey fancies himself as the country squire, and why not? There

PHOTO: LYNN GOLDSMITH
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Roger Daltrey

will come a day when he can no longer lasso that microphone, and
his voice will crack as he tries to scream, “Long live rock ’n’ roll!”
Then, and only then, will the Master (up at the big house) regretfully
pack away his stage clothes and slightly-rusting harmonica, relax in
front of the trout lake in a deck chair, sell tickets and nod off in the
sun, only to surprise fisherman by suddenly waking up and yelling,
“Pete, yer guitar’s out of tune!”

Heavy Metal Thunder, Again

When German band The Scorpions went to Manchester to sign
autographs at a record shop there was a queue of 1000 kids waiting
from the early hours. Some 500 late arrivals tried to jump the queue,
and a huge plate glass window—the whole front of the shop—caved
in, resulting in several slashed rioters. A similar session at another
town was hastily cancelled . . . latest young heavy metal group to
make waves in town are Diamond Head. They’ve signed to MCA
here and released a four-track EP, Four Cuts From Diamond Head.
Lead vocalist Sean Harris may well be the Robert Plant of the Eight-
ies, but if they want to make it, then I'd better slag them. It worked
for Status Quo (see next item).

Squeeze, Status Quo Notes

Status Quo got royal patronage when they played in front of
Prince Charles, who went to his first-ever rock 'n’ roll concert on
May 14. Part of the group’s Twentieth Anniversary World Tour, the
royal gig took place at Birmingham’s National Exhibition Centre, in
aid of the Prince’s Trust charity. Lady Di, expecting her first child,
wasn’t there, but she probably watched it all on BBC-TV. Rare hon-

PHOTO: RETNA LTD.

ors indeed for the band they said was finished after “Pictures of
Matchstick Men.” Who said they were finished? Well I did, after
seeing their 1968 concert at the Isle of Wight. We critics can be
dreadfully wrong at times.

Take.Squeeze, for example. “Now there goes a band doomed to
obscurity,” I pronounced on hearing their first efforts. Now it turns
out that Chris Difford and Glenn Tilbrook have been hailed as the
“Lennon-McCartney of the Eighties.” And to make matters worse,
this South London group has also been dubbed “The 10cc of the
Eighties.” Their new LP, Sweets From A Stranger, is co-produced by
Phil McDonald, who previously engineered (among others) the Bea-
tles’ Abbey Road and Wings Over America. The band is about to start
their four-month tour of America and is due to play Madison Square
Garden on June 18, by which time we shall all be humming or la-la-
ing to “Black Coffee In Bed” and thinking, “these boys are the
Chapman and Chin of the Eighties.”
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Rosanne Cash: “Country is really just prostitution in a lot of ways.”

Rosanne Cash Walks The Line
With Motherhood and Music

By Samuel Graham

LOS ANGELES—Rosanne Cash is
sitting in a restaurant in suburban
Sherman Oaks late one afternoon,
nursing a wine spritzer and talking
about her new album, Somewhere in
the Stars. She is no ingenue, this
daughter of Johnny Cash, wife of
singer/songwriter/producer Rod-
ney Crowell and mother of two
young children of her own; a year
after her Seven Year Ache yielded
three sizeable country hits and a
ream of very favorable press, you’d
think Rosanne would be awaiting
the new one’s release with the as-
surance of a seasoned pro. But such
is not the case. Ask her about Some-
where in the Stars and Cash says
simply, “Well, I've been listening to
the album all day, and I’ve decided
I like it.”

The kind of self-effacement—
here is someone who likes to laugh
at herself—typifies a singer who,
even after all the glowing reviews
and feature stories, admits that she
still is ‘“‘uncomfortable talking
about myself at great length. It gets
to be awkward and self-conscious,”
Cash says. “I’d rather talk about
the music.”

Of course, Cash has rarely been
able to discuss her music without
also having to deal with her pedi-
gree. Reminded that one article had
said of Seven Year Ache, “It’s coun-
try because it’s Cash,” Rosanne
bristles. “That’s crap,” she replies.
“You have to judge a work on its
own merit. People aren’t going to
buy my records because of my
name—in fact, if I hear that some-
body’s kid went into the same busi-
ness and I haven’t heard their work,
I’'m automatically prejudiced
against them—and that’s the bot-
tom line, isn’t it?"

Unlike, say, Crystal Gayle, who
has spent the last few years deter-
minedly trying to cross over to pop
stardom, Cash is satisfied with the
country label that has followed her
around since her first record, Right

or Wrong. But Tammy Wynette she
ain’t, as the presence of two John
Hiatt songs on the new album will
surely attest. “I like to think of it as
progressive country,” she explains.
“There’s a lot of country that’s
dead-ended; it’s real stale, and it’s
really just prostitution in a lot of
ways. There’s got to be something
fresh somewhere.”

Somewhere in the Stars draws its
material from a variety of sources,
including Crowell, Cash herself,
Russell Smith (“Third Rate Ro-
mance’’), Leroy Preston (who also

“People aren’t
going to buy my
records because
of my name.”

wrote “My Baby Thinks He’s a
Train,” one of the Seven Year Ache
hits) and traditional country writers
like Tom T. Hall, whose “How I
Got to Memphis” features a sur-
prise—and uncredited—appear-
ance by the Man in Black himself.
And while the overall level of the
material may not be as high as it
was on Ache, it is with the two Hiatt
tunes, “It Hasn’t Happened Yet”
and “I Look for Love,” that Cash
has made her boldest move yet
away from the twanging, self-pity-
ing confines of standard country
music. “I Look for Love,” with its
high-tech synthesizers, stinging gui-
tars and Big Beat, is scarcely less
lean and defiant than Hiatt’s own
version, and that’s saying
something.

For Rosanne, then, it’s the sing-
er, not the song. “Songwriters can
cross all boundaries,” she says. “It
all depends on the interpreter. And
why shouldn’t country music have
those more hard-edged, cosmopoli-
tan lyrics? We’re living in a modern
world just like everybody else.”

Cash’s modern world is necessar-
ily dominated by her children, and
it is when discussing the revelations
and responsibilities of parenthood
that she is at her most expansive
and confiding. At 26, Rosanne has
chosen to stay home (the Crowells
have re-located from Los Angeles
to Nashville for most of the year)
and tend to the kids’ needs in favor
of hitting the long, hard concert
trail. “It was a painful decision in a
lot of ways,” she recalls. ““I still
want to work, but I can’t in good
conscience go out and leave my kids
for two weeks, so I just had to make
that choice. And kids don’t belong
on the road.” She will play a few
dates this year, but the fact that
most artists are doing less touring
in these tough economic times suits
Cash just fine. “Touring causes me
no end of anxiety,” she confesses.
‘““You have no idea what I go
through. It’s fun when I finally get
up there and do it, but then the next
day starts and I start worrying
about the next show; I get that pain
in my stomach and I can’t eat, I've
been on the bus all day and I just
want to sleep . . . The night after a
show, I feel, ‘That was fun?” But
then it starts over.”

Motherhood may be keeping
Cash off the road, but it just may
have made her a better singer as
well. “The sound of my voice is bet-
ter than the technical abilities,” she
says—*‘one of those wet voices” is
the way country singer Bobby Bare
described it—*but it’s improving.
During most of these vocals, I was
seven months pregnant. We were
real concerned going in that I
wouldn’t be able to sing, that I
wouldn’t be able to get enough
breath—you need your diaphragm,
and when you’re seven months
pregnant, it gets squashed. I didn’t
have as much breath, but the quali-
ty of my voice changed; I think I
had more emotion, a wider range of
expression, because of confidence

Continued on page 25
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Joe Cocker’s ‘Sunshine Record’

Caps A Long, Strange Year

NEW YORK—Joe Cocker’s new al-
bum, Sheffield Steel, is actually two
projects: side one and side two. The
first five cuts were recorded in
March, 1981, in the Bahamas with
the Compass Point All-Stars, fea-
turing Sly Dunbar and Robbie
Shakespeare. Side two’s five tunes
were recorded a year later, in the
same place with the same cast. In
between those sessions, though,
Cocker cut some tracks that may
never see the light of day—tracks
featuring the singer fronting a fairly
hot band in its own right, with Cor-
nell Dupree and Chris Frantz
among the musicians.

“What happened is Bob Marley
died and (producer) Chris Black-
well couldn’t go on,” Cocker ex-
plains evenhandedly. “He was in
the depths, totally distracted. He
went off and made a movie last year
up north, so me and (co-producer)
Alex Sadkin put down a few tracks
with a new band. Now that stuff’s
been shelved for life, I guess. Early
this year, Chris was ready to go and
we finished the thing. Chris is a
friend, and I don’t blame him for

feeling in the depths about Marley,
but he wouldn’t give me a date. 1
was uptight and angry. It turned
out to be a strange year.”

Sheffield Steel, though, finds
Cocker in excellent vocal form on
several cuts, notably a rocking ver-
sion of Dylan’s “Seven Days,” and
a st-aight reggae rendition of Bill
Withers’ “Ruby Lee.” A tune called
“Shocked” stands out as a vintage
Cocker R&B rave-up.

Cocker terms Sheffield Steel a
“sunshine record,” a “let’s get na-
ked, natural evolvement of all the
songs I've ever wanted to sing.”
One of its more interesting ele-
ments, he adds, is the manner in
which reggae vets Sly and Robbie
took to the ballad form. “They’d
never worked with ballads before.
Diminished 9ths get in the way.
Their chords were all wrong, but to
me, it worked.”

The artist’s next move? To hit the
road. “Even with no recognition, no
money, I got to do the bars and
clubs,” he admits.

Meanwhile, that 1981 tape sits on
the shelf, gathering dust as Cocker

Joe Cocke $

talks proudly of his cover of Marvin
Gaye’s ‘“Make Me Want To Hol-
ler.”” But, he adds dejectedly, ““I got
my doubts about its future.”
—Mark Mehler

O: BARRY SCHULTZ/RETNA LTD.

Ray Manzarek On Front Line
With New Solo LP Project

LOS ANGELES—Ray Manzarek
has returned to the active list after a
six-year layoff. The former Doors
keyboardist is currently recording a
solo album here, with the help of an
L.A. band called the Fents. A fall
release s expected.

“My mind has been seeded, and
ideas are starting to sprout,” Man-
zarek says. Asked to elaborate, he
reveals that the LP (largely instru-
mental and, naturally, keyboard-
dominated) will consist of ‘‘some
classical pieces by contemporary
composers such as Carl Orff and
Erik Satie, rocked and jazzed-up
and given the 1982 American juice.
In other words, we’re going to rock
the hell out of Orff.”

There’s more where that comes
from, too. Manzarek claims to have
enough material in his head for “at
least three more albums.” In fact,
he’s already mapped out his next
solo project and given it a working
title of Bamboo Jungle. I still have
lots of ideas left over from when I
was going to do the soundtrack for
Apocalypse Now. (Francis Ford)
Coppola asked me to work on it,

The most musically usable and intense effects avail-

able today are housed in virtually indestructible
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resistant, impervious to shock and will look new for
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but I was doing Jim Morrison’s
American Prayer album, so the
schedule conflicted. And of course
the Doors come first.”

After Bamboo Jungle Manzarek
wants to record an album with New
York poet-turned-rocker Jim Car-
roll, and do some “Doors-like, New
York City rock 'n’ roll, with big city
jazz overtones.”

Despite his absence from the
scene as a recording artist, Manzar-
ek’s remained prominent in L.A.
music circles through his support
for the city’s young bands. Recently
he finished producing X’s third al-
bum, and was named producer of
the year by a local newspaper.

““I love producing, and X was
really great and very easy to work
with,” he says. ““They get all of

Ray Manzarek
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their aggression out in their music,
where it belongs. Whether or not
the public is ready for X is another
question. In this age of Styx, Jour-
ney and AC/DC, homogenized mu-
sic is what sells. Compared to that,
X is a little bizarre.”

As for a tour in support of his
solo album, Manzarek feels it’s “to-
tally conceivable. The band is a
small unit, and maybe we would
take along a few singers.

“Boy,” he concludes, “I'd love to
play in front of an audience again!”

—Laurie Lennard

‘Policeman’s
Ball’ Film
Set For U.S.

NEW YORK—The Secret Police-
-man’s Other Ball, the British come-
dy/music review benefiting
Amnesty International, starring
Eric Clapton, Jeff Beck, Pete Town-
shend, Sting, Phil Collins and oth-
ers, is now scheduled to open in the
U.S. in June. The event took place
last September at London’s Theatre
Royal.

Among the highlights of the 95-
minute film are an Eric Clapton-
Jeff Beck workout on the blues
standard, “Farther Up The Road,”
marking the first collaboration be-
tween the two guitarists since their
Yardbirds days; Sting’s solo ver-
sions of “Roxanne” and “Message
In A Bottle”; Collins performing
*“In The Air Tonight” with Daryl
Stuermer on acoustic guitar; and a
grand finale uniting all the musi-
cians for a new arrangement of Bob
Dylan’s “I Shall Be Released.” In a
gesture of solidarity, Dylan has re-
portedly waived rights to his me-
chanical royalties from the song.
Also, the movie features a sequence
from the 1979 Policeman’s Ball, in
which Pete Townshend offers solo
acoustic versions of “Pinball Wiz-
ard’’ and ‘**Won't Get Fooled
Again.”

—Mark Mehler
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Bad Guitars
All Over New
Lindley LP

LOS ANGELES—*1 don't like to
tell people about the record before
it’s finished,” says.David Lindley,
currently at work on his second
solo album. “That would be like
showing someone an unfinished
painting. It’s much more fun to lis-
ten to when it happens all at once.”

Nevertheless, Lindley did say
he’ll be singing “Rag Bag” accom-
panied only by a Hawaiian acoustic
guitar. The song was written by
Bob “Frizz” Fuller, who contribut-
ed three songs to E/ Rayo-X. “I've
always wanted to record one thing
with just me and one instrument,”
notes Lindley. “There are a lot of
techniques that I want to try out re-
cording that instrument, because it
has such a beautiful sound. You can
record that one guitar so that it
sounds like God, you know?”

But on the other hand, Lindley
has made a point of using the worst
imaginable guitars. “We're using all
these nasty, horrible Masonite gui-
tars,” Lindley admits, naming his
band members Bernie Larsen and
Jorge Calderon as co-conspirators.
“One of them looks like a Thalido-
mide Telecaster—really deformed,
with terrible pickups on it. But the
guitars are so bizarre, so goinky-
sounding, you know? Those bad
guitars have a really organic, kinda
human sound that appeals to me
more than anything else.”

“In the studio, guitars like that

Van Zant
Wraps Up A
New Album

ATLANTA—The Johnny Van Zant
Band has put the wraps on The Last
of the Wild Ones, due in mid-July.
The LP was produced by Al
Kooper, who produced the band’s
first album, No More Dirty Deals, as
well as Lynyrd Skynyrd’s first three
albums. Wild Ones is described by
Van Zant as symbolic of the “new
breed of southern progressive mu-
sic’’—hard rocking, yet a little
adventurous.

Just how adventurous is demon-
strated by Van Zant’s cover of Kim
Carnes’ “Still Hold On,” a ballad.

**Al came up with a great ar-
rangement, so I couldn’t refuse,”
says Johnny. ‘‘Besides, I've always
wanted to do something like this,
just me and a baby grand piano. I
feel I can sing that kind of song.”

Among the other nine cuts on the
LP are “Good Girls Turnin’ Bad,”
a pop-rocker; “Victim,” described
as similar in content to Charlie
Daniels’ “Still In Saigon”’; “Togeth-
er Forever,”” a tune about New
York City that’s nowhere near as
sappy as its title; and the title cut,
the story of three brothers in the
music business. Wonder where that
idea came from?

“I’'m the last of the wild ones—
Ronnie, Donnie (of .38 Special) and
me,” says little brother Johnny.
“I’'m 23 now. I made my first rec-
ord before I was 20, and people
have tried to take advantage of me.
The song’s about the music business
and how rough it gets.”

Regarding producer Kooper,
who the band has nicknamed Pro-
fessor, “‘because he’s like a damn
teacher and the studio’s a damn
classroom,” Van Zant says his two
major contributions are arrange-
ments and a constant emphasis on
hard work. “Al’s the guy who gets
us connected before we start re-
cording. He makes sure when we
get ready to record, we’re not wast-
ing studio time and money. Our re-
hearsals are tough.”

The possibility of this brother act
suggests a final question: if John-
ny’s the last of the wild ones, what’s
Donnie? “The second-to-the-last,”
answers little brother.

—Mark Mehler

David Lindley

are not so swell,” he adds. “The
electronics aren’t sophisticated, and
there’s a local radio station that we
pick up all the time on my guitar.”
What’s more, he sighs, “it’s a disco
station.” —David Gans

Joan Jett Nixes The Studio
For a Summer Of Road Work

CINCINNATI—Relaxing in a ho-
tel room here, Joan Jett sounds
somewhat subdued. The dark-eyed,
leather-clad rock vixen (using the
word in its positive sense) is tired.
“I thought the work was getting
there,” says the 23-year-old eight-
year veteran of the rock wars, “but
once you're there, you gotta work
double time.”

With I Love Rock ‘N’ Roll near-
ing number one, Jett’s entertaining
no thoughts of returning to the stu-
dio soon. She and her band, the
Blackhearts, are currently touring
the States, and will continue to do
so throughout the summer.

Not that the thought of following
up a massive hit album has her wor-
ried. She's pretty certain her next
studio effort will be “basically the
same,’”’ and claims she and the
Blackhearts “are prepared to do an-
other album. We're writing songs
all the time, but I enjoy performing
more.”

What she’s trying to do, appar-
ently, is get a broader overview of
how a career should progress. Con-
ventional wisdom may dictate a

more regular release schedule, but
Jett feels it’s wiser to stay public for
awhile. “You can’t think of it as,
‘Wow, I'm a star and can take it

easy.’ It’s still work. You gotta
make sure you keep your feet on the
ground in case everything breaks
down. You never know what's go-
ing to happen. This business
changes so often. Remember what
happened to the Knack? ‘My Shar-
onna’ and then nothin’. I just don’t
want that'to happen to me.”

—Stan Hyman & Vicki Greenleaf
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By David Gans & Blair Jackson

fter 17 years together, the
Grateful Dead are one of
America’s longest-running
musical arguments. De-
terminedly eclectic from
the start, the Dead
brought together influerices ranging
from bluegrass to avant-garde clas-
sical music to rhythm and blues,
and the soup they’ve stirred up has
bubbled, simmered down and boiled
over many times. The flavor and
texture have changed as various
band members’ influences have
risen ‘and fallen, but the core of
the band—zguitarists Jerry Garcia
and Bob Weir, drummer Bill
Kreutzmann and bassist Phil
Lesh—has remained constant and
committed to progress through nu-
merous changes of peripheral per-
sonnel.

Because they eschew the normal
stage and studio behavior of rock
music—making admittedly weak
records and playing four-hour,
heavily improvisational concerts
which include enough ballads to
supply every other band on the face
of the Earth—the Dead have be-
come something of an industry joke,
symbolizing the “hippie band” way
of doing business. But the Grateful
Dead are true to their own vision; it
would be ludicrous to imagine them
changing their approach a la REO
Speedwagon in search of a hit
single.

Jerry Garcia has always been the
most visible member of the putative-
ly leaderless band, if only because
he is the most genial and outgoing
one. This interview shows Garcia to
be interested in much more of life
than guitars, girls and drugs.
Though he rejects the mantle of gur-
uhood that many Deadheads have
burdened him with, it is obvious
from his conversation that the man
reads a great deal and gives much
thought to the nature of existence.
In the best sense of the “hippie” tra-
dition, Garcia seems cognizant of
mankind’s tenuous hold on the con-
tinuum of life on this planet, and of
the distinct possibility that we all
may be little more than self-con-
scious specks in the grand scheme of
the universe.

There’s an emotional tone about the
Grateful Dead that’s unique. I’ve
often likened it more to theatre
than to music, because I get the
same mental relationship to the
stage with you guys that I get at a
really hot theatrical performance.

It’s the same kind of chemistry.

There’s much more trust happening
at a Dead concert than is ever re-
quired at a James Taylor show.

That’s right. The whole thing is this
mutual agreement that allows the
whole thing to happen. I'm con-
scious of that. It’s definitely that for
me. Being in the Grateful Dead is
taxing in a way that nothing else is.
When it’s hard, it’s the hardest
thing there is, and when it’s easy,
it’s magic. If things are happening
in some kind of special way, then
it’s the easiest thing in the world—
it’s reflexive, almost. You don’t
think about anything, you don’t
plan anything, and it’s no sweat.

RRY GARCIA:AREP(

There's not much effort involved.
And for reasons we don’t know,
sometimes it’s all there, and other
times no amount of effort can make
it be there. . ]

If I tell somebody from the audi-
ence, “Tonight was really hard
work, and it seemed impossible to
get anything together,” I always get
these reports back that it was great.
I'm not able to tell whether or not
what happens to us emotionally or
physically has any kind of relevance
to the way everybody else experi-
ences it. One of the things that’s
amazing about it is that everybody
experiences it on their own terms:
but from the point of view of being
a player, it’s this thing that you
can’t make happen, but when it’s
hap,.ening, you can’t stop it from
happening. That’s the closest I can
get to really explaining it. I've tried
to analyze it on every level that I
can gather together, and all the in-
tellectual exercise in the world
don’t do a thing-—don’t help a bit,
don’t explain it one way or another
to any degree of satisfaction. The
Grateful Dead has some kind of in-
tuitive thing—I don’t know what it
is or how it works, but we recognize
it phenomenologically. I know it
because it’s reported to me hugely
from the audience, and it’s some-
thing that we know because we’ve
compared notes among ourselves in
the band. We talk about it, but all
those things are by way of agreeing
that we’ll continue to keep trying to
do this thing, whatever it is, and
that our best attitude is to consider
it a stewardship, in which we are
the custodians of this thing.

One time I came home from a con-
cert and wrote, “The Grateful Dead
is immortal, but these men who play
in the band are not.”

That’s exactly right, and that’s the
way we feel. It takes the responsibil-
ity out of our hands, which is com-
fortable. It’s scary if you feel like
you’re responsible for it—that’s a
lot of energy to be responsible for.
I've had to pay those dues in the
psychedelic world.

Do you know how much power is
ascribed to you—to the band as a
whole, and to you as the focus?

Yeah, I know, and luckily I've al-
ready been able to disqualify myself
from it. I know it’s not me. They
make the association, but that isn’t
the case—well, it doesn’t really
matter what they believe: I know
from personal, subjective testing
that that is not the case.

‘Everybody has their own version,
and that’s good. That’s one of the
things about music that makes it a
special thing. It can be experienced
that way—it’s so close to being per-
fect fascism.

What do you mean by that?

Well, it’s so close to being perfectly
manipulative. It borders on that,
and people who use formula things
on the audience are basically ma-
nipulating them in the same sense
that fascism manipulates people.

You mean show-biz tricks?

Sure. That’s just what they are,
show-biz tricks.

There’s a certain amount of that in-
volved, though, in what you do.

Oh yeah, a certain amount of it, but
our trip is to learn the tricks and
then not use them. For us, we’ve
discovered them—*‘‘oh, far out,
when we do this, look what happens
to the audience.” ‘““Yeah, let’s not
do that.”

Do you always discard them?

Yeah, pretty much. We want for
the Dead to be something that isn’t
the result of tricks, and we don’t
trust ourselves with it. We cer-
tainly don’t trust anybody else
with it.

It’s always struck me that in your
second sets, where theoretically

“We’re all ambivalent about the Grateful Dead.”

things are very open-ended-and
loose, there always seems to be a
time where you’re in the middle of
“Stella Blue,” and all of a sudden
it’s “Sugar Magnolia,” which is the
most manipulative thing you can
do. It says to everyone, “This is the
end of the show,” no matter what
mood you’re in. “Get into your par-
ty mood, ‘cause this is it.”” You
can’t get much more manipulative.

We end up closing the door just like
we open it up. In that sense, we cre-
ate the framework. It has its ups
and downs.

So you are conscious of it as a
show.

The contour of it, yes. And some-
times it /s manufactured.

I’ve always thought it would be in-
teresting if you ended on a down
note, if suddenly the end was “Stel-
la Blue.”

We’ve done it. We used to end with
real dire things in the old days—we
used to end with “Death Don’t
Have No Mercy,” and things like
that. I like to end it gently some
times. I really feel like I'd like for it
to taper down.

Have “Black Peter” wind down and
then walk off stage. But it doesn’t,
because here comes Weir with clang-
clang, “Around And Around.”

Well, there’s always those possibili-
ties. Weir pushes the show-biz stuff.

It’s a good dynamic, I guess.

Yeabh, it keeps people from taking it
too seriously.

You don’t take Weir very seriously,
but in my conversations with him
I’ve gotten the feeling that he lacks
respect for you guys’ attitude.

That’s the thing. Weir is capable of
being a tremendous cop at times.
It’s something he knows about him-
self. In the Grateful Dead, if you
don’t have a sense of humor, you're
screwed.

When you’re working in a band,
you have to try to let everybody
have his own voice the way he best
sees it. There are always going to be
things that create friction. It’s part
of what’s interesting between he

and 1. He’s always going to make
decisions musically that I'm not go-
ing to agree with fully, but I'll go
along with them anyway.

Sometimes his solo trip seems anti-
Grateful Dead.

Yeah, in a way it is.

He doesn’t have to put up with the
quirks of five other guys.

I think he enjoys that, and I'm cer-
tain he needs it. The way it is with
Weir is that he’s continually mak-
ing discoveries that are like old dis-
coveries, sometimes, for the rest of
us. But on the other hand, there are
ideas that Weir has that I would
never have had, that in fact maybe
only Ae has. That’s his unique val-
ue—he’s an extraordinarily orginal
player in a world full of people who
sound like each other. I don’t know
anybody else who plays the guitar
the way he does, with the kind of
approach that he has to it. That in
itself is, I think, really a score, con-
sidering how derivative almost all
electric guitar playing is.

There are so many different musics
at work in the Grateful Dead, and
you all seem to have learned them
from their sources: Bill Monroe,
Rev. Gary Davis, Hawk Williams,
Sonny Boy Williamson, etc. Younger
musicians haven’t been exposed to
the pure goods the way you were.

The way I hear myself is that I hear
my influences, to some extent, in
myself. With Weir, I have a real
hard time recognizing any influ-
ences in his playing, anything 1
could put my finger on and say,
“That’s something Weir got from
such and such,” even though I've
been along for almost all of his mu-
sical development. I've been play-
ing with him since he was 16 or so.

Weir’s influence isn’t only musical,
though. Brent (Mydland), for in-
stance, seems to have picked up a
lot of speech patterns and phrases
from Weir.

It goes around, because Weir steals
from Brent, too. Weir steals from
everybody. He’s a shameless thief.

You said on another occasion that
Weir hides his thievery very well.

He does; he’s good at it. On guitar,
he’s copped to having been influ-
enced by people, but I can’t hear it
in his playing. I know that he thinks
it’s true, but I swear to God I can’t
hear it. He says he’s been influenced
a lot by Pete Townshend, and I
can’t hear it. And a couple of other
guys, too. You'd have to be Weir to
understand what he meant, or to
have followed the evolutionary path
that he’s followed.

It could be some really angular as-
pect of Townshend’s playing, not
some particular lick. In his own
context, it’s invisible to anybody
but the architect.

That’s right. I've been influenced by
people too, where I haven’t been in-
fluenced by the notes they played,
but by the attitude, the gesture—
the other part of it. The substance
rather than the form.

Give us an example.

Oh, like Coltrane. I've been influ-
enced a lot by Coltrane, but I never
copped his licks or sat down and lis-
tened to records and tried to play
his stuff. I've been impressed with
that thing of flow, and of making
statements that to my ears sound
like paragraphs—he’ll play along
stylistically with a certain kind of
tone, in a certain kind of syntax, for
X amount of time, then he’ll like
change the subject, then play along
with this other personality coming
out, which really impresses me. It’s
like other personalities stepping
out, or else his personality is chang-
ing, or his attitude’s changing. But
it changes in a holistic way, where
the tone of his axe and everything
changes. It’s a complete vertical
change, then it’ll narrow down to a
point, then it’ll open up again. Per-
ceptually, an idea that’s been very
important to me in playing has been
the whole “odyssey”” idea—jour-
neys, voyages, you know? And ad-
ventures along the way. Golden
Gate Park is an example of some-
thing that works that way. Walking
through the park takes you through
a lot of different worlds. All of a
sudden you’re in one of those places
where everything is that weird pre-
historic-looking shit, huge ferns—
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and it changes seamlessly from one
thing to another. They really are
different, their whole texture and
everything. It’s the work of an
artist.

But in that case it’s probably a con-
scious construction, whereas with
Coltrane it would be more
instinctual.

Right, but maybe not. Coltrane was
a smart guy. He knew what he was
doing—he spent a lot of time study-
ing music.

Do you always know what you’re
doing?

In what sense?

In a long solo passage where you
play those paragraphs, and you’ll
maybe change something in your
signal processing and start a new
thing. Or sometimes it won’t even
be a gross change like that, but
you’ll change modes or scales.

Sometimes I do and sometimes I
don’t. It used to be more rambling
than it is now. Somewhere in the
*70s it became my goal to be more
in charge, to know what I'm doing.
So now if you stopped me some-
where I'd be able to tell you what it
is I'm trying to do. I've got that
kind of a handle on it: when things
are going really well I know auto-
matically—certain lengths start to
be apparent. I automatically know
how long eight bars is, 16 bars, and
where the one is gonna be. I can
turn it around all different kinds of
ways. I like to be able to know
where it is, but I also like to be able
to forget about it entirely.

So it becomes an ongoing, subcon-
scious kind of thing that’s there
when you need it.

That’s right. In the Grateful Dead,
there’s a certain philosophy about
that. Rhythmically, you always
know our policy is that the one is
where you think it is. It's kind of a
Zen concept, but it really works
well for us. It makes it possible to
get into a phrase where I can
change into little phrase spurts,
spitting out little groups of notes
that are attached fives—five in the
space of four, or five in the space of
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two is more common for me—and
then turn that into a new pulse,
where those fives become like a
16th-note pulse. Then I'm inside of
a whole irregularly-rotating tempo
in relation to what the rest of the
band is playing, when they’re play-
ing, say, the original common time.
It produces this ambiguity, but all I
have to do is make a statement that
says, “‘end of paragraph, AND,
one,” and they all know where it is.
We all have that kind of privilege—
it’s partly something we’ve allowed
each other, and partly something
we’ve gained the confidence to be
able to do just by spending a lot of
time playing together. When we
started working on “The Eleven”
back in the late '60s, we'd spend
hours and hours and hours every
day just playing groups of eleven, to
get used to that phrase, then we
started working out things in seven,
and from seven we started working
out things that were like two bars of
seven, three bars of seven, four bars
of seven—patterns, phrases and
licks that were those lengths, and
play them over and over and over
again. .

In an almost academic way?
Oh, yeah, a real academic way.
The band woodshedded together—

We had to do it. You can’t play
confidently and fluidly in those
times without really knowing what
you’re doing.

Yet your image is not that of a stu-
dious band.

I know, but God, you can’t play the
way the Grateful Dead plays with-
out working at it. It’s not something
that just happened to us. There was
a long, slow process that brought
that into being. It really started
when Mickey first met Alla Rakha.
He was completely blown out—it
was the first time he’d ever heard
Eastern players. He was so im-
pressed with the level of technical
ability, and the time thing. The odd
times got to be a big thing, because
with Mickey, technique was no
problem—he was a champion
drummer. As far as technique, as
far as hands were concerned, he was
a guy of national stature.

A budding Buddy Rich.

Well, in a way. His background was
fundamentals, which is more the
military trip and less band music.
But for him, the idea of that kind of
discipline, what Indian music seems
to have—the combination of tre-
mendous freedom and also tremen-
dous discipline—that really
impressed Mickey, so he started
right away studying with Alla
Rakha. That influence got the rest
of us starting to fool with ideas that
were in certain lengths. The chal-
lenge with us was how do you take
these lengths and make them trans-
lateable to Western body knowl-
edge. Westerners’ body knowledge
is basically twos and fours, smaller
increments. It’s harder for Western
ears to hear the large divisions, the
long meters.

Dancing to “The Eleven” ... well,
dancing to the Grateful Dead
doesn’t look like people dancing to
most other musics.

No, it doesn’t, but it’s rooted in
gravity, you know, and human
body design, like all dancing is.
Dancing is a function of gravity act-
ing on the body, and the body is ba-
sically a gravity-designed thing. Its
evolution, the back-bone of those
things are functions of this gravity
on this specific planet. Dancing has
to do with, like, you jump up in the
air, and gravity pulls you down at a
certain rate. That’s the reason why
the march is always 110, and when
you march there’s always a certain
meter, which is marching meter—it
has to do with the average stride
length of 2 human.

1982

You’ve put a lot of thought into |

this, haven’t you?

Well, I haven’t thought about it in
some kind of methodical, mad sci-
entist, ‘“‘now-I’m-gonna-make-mu-
sic-that-makes-people-dance” sort
of way, but just in terms of why do
these things work? Why do some
things work and some things not
work? Why in some grooves do you
look for some slower division of the
meter? If something’s going terribly
fast, you look for a slower part of it,
the half-time or whatever. Some-
thing to get comfortable with,
where your body knowledge works
for you. The thing that I see—for

it. In Eastern music, it’s formalized.
There’s a raga for each time of day,
and so forth. There’s ragas for par-
ticular activities, and then within
each raga, each of the intervallic re-
lationships all have some definite,
specific emotional sense. That’s the
way the music is structured—it’s
part of the learning process. Have
you ever read Inayit Khan’s books
on Indian music? It’s fascinating as
hell, especially since it’s an oral tra-
dition. You know that drummer
talk—they teach you to sing it. Ev-
ery Indian musician, no matter
what instrument he plays, starts by
learning how to sing each of those
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me, where I can rock back and
forth or tap my toe—it’s gravity.
It’s that simple, it’s like the test for
me. It’s part of what makes music
so compelling. Music is like echo-
ing, and talking about, physical
laws—at least locally, physical laws
in this universe, on this planet. It’s
part of what makes it really
interesting.

Other people think about music
that deeply. In Indian music, they
have organized it to the point where
the intervals in any one of those ra-
gas—each interval has a definite
emotional connotation. It probably
has to do with some kind of real,
nervous-system recognition. The
nervous system has some rate,
which you can describe as pitch.

Have you tried to relate this to our
Western music?

Yeah, but I’'m not trying to codify

guitar

ist in search of the pure gold of the Dead experience. J

figures. It’s fantastic. That’s how
they do the arrangements—they
talk them to each other. They’re as
tight at that as any Western musi-
cians are at sight-reading. They
have phenomenal ability to remem-
ber long, long things, phrases that
last the equivalent of 60, 80 bars.
One guy can sing it to another guy
one time, and the other guy’s got it.

I wonder how that maps into the or-
ganization of the nervous system?

That’s what’s interesting about
these Inayit Khan books—he does
talk about that. He's Ali Akbar
Khan’s grandfather. There are
about four or five books on classical
Indian music, and they’re all far
out. It’ll blow your mind how high-
ly-organized the music is.

I also have an interesting treatise
by this Dutch guy about medieval
church music, from before Bach,

before Baroque music. It’s basically
a study of this kind of music called
tactus. This music is written in an
early kind of notation that doesn’t
give any indication of the time. It’s
before they had rhythmic notation,
but there are note values. These are
like four-part vocal things, contem-
porary with Gregorian, but four-
part instead of unison. They were
written to be performed by these lit-
tle groups of monks in gothic cathe-
drals. This guy ran a complicated
vertical analysis of all the intervallic
relationships in these works, which
are commonly very short. They
look like they’re about eight bars

long, in four-part vocal . . . har-
mony, you could say—early coun-
terpoint. This guy made an effort to
study all the relationships, and also
to see if he could deduce what it
was that they used for the time val-
ues. There’s no bar lines or any-
thing. There’s this incredible
readout of all these relationships,
which the guy then applies to all the
alchemical and masonic magical
numerological traditions, the signif-
icance of all these really complex
things, but also, it would take a
monk like 20 years to write one of
these things, and they wondered
what the heck would take ’em so
long, with these things that look
like simple pieces of music. It turns
out that they’re really super-com-
plex, highly-coded, sort of magical
stuff that are designed for specific
architectural spaces, designed to be
sung in a specific place in a gothic
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same relationships that you find in
a gothic cathedral.

Taking into account reverberation
times, standing waves-—

It basically has all that kind of
physics in it, but the way they . . . in
those days they had it all in
octaves, remember; and the divi-

sions of 12 for the 12 apostles; |

and the trinity runs all through it
because of the magical significance
of all those numbers. It’s a huge
body of complex knowledge
that’s codified that way. It
turns out that the way this music
was sung . . . there’s little wood
engravings and stuff like that
on the illuminations that this
music was written on that show
the group of usually 12 or 14, with
their hands on each other’s throats.
His deduction is that they got the
tempo and the time relationships
from the heartbeat, from each
other’s pulse. So the implica-
tions are very far out.

Would that imply that eventually
their pulses became synchronized?

Right. When they sang this music,
they would get tremendously high
in the church. In those days, the
whole thing had power to make
changes, the idea of music as
drugs.

There are times when I’ve felt like
the music plays the band, or that
the band and the audience are defi-
nitely linked.

We know that’s the case. It’s won-
derful. It means that you’re no
longer responsible. That’s the stuff,
the pure gold of the experience.

How often do you get that?

Not very often.

It seems to depend very much on

nitely changed a lot. You’d have to
ask him. He’s like a hard guy to
know, and it’s also one of those
things where I can’t characterize
him in a way that I think is fair to
him. To get insight into his person-
ality you'd have to talk to him
about it and see where he thinks of
himself as being. Phil has much
tighter a sine wave to who he is. He
goes through his changes much
more frequently than I think of my-
self as doing. This is really coffee-
table psychoanalysis at its cheapest,

all have about the Dead—we’re all
ambivalent about the Grateful
Dead, it gets to be a love-hate thing
after a while—that he goes through
those changes with greater frequen-
cy. Sometimes during the course of
the gig, he’ll go through two or
three great big changes. He’s much
harder on himself than anybody is
on himr He punishes himself in his
own mental being, his own artistic
space or whatever it is. But he’s a
tremendously brilliant guy, and I
think he has a huge role. He’s like

“Everybody has their moments of tremendous
reasonableness that stretch on for years, then go
through years of intractable weirdness. Everybody’s
weird, everybody’s bent in the Grateful Dead.”

Phil’s frame of mind at the moment.
But even so, is it inaccurate to
think that his role in the band di-
minished in the last couple of
years?

Well, he doesn’t sing anymore.

But even live he doesn’t seem to
have the same kind of presence.

It’s possible. He's a different kind of
guy than he used to be—he’s defi-

I don’t mind telling you.

Phil is an incredibly complex and
brilliant guy. He does things for
reasons of his own that are, just like
his music, not easy for me to under-
stand. I don’t know why he is the
way he is or why he does what he
does, or what kind of thoughts he
thinks on and off, but I do know
that his period of being enthusiastic
and of being estranged, which we

one of the fulcrumatic personalities
in the band. If Phil is happening,
the band’s happening.

Is that cause or effect?
It’s both. It’s totally interactive.

If Brent was on the rag, would it af-
fect you as much?

Not as much. Nor me, or Kreutz-
mann, or Weir. Phil has more pow-
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er individually than any of the rest
of us has. He really is superimpor-
tant, and it's one of those things
that—the way we are, and the way
our relationships are in the band is
that we can see each other clearly
and we can’t see ourselves. That’s
the position that we’re in relation-
ship-wise. It’s very difficult to see
how you yourself fit in, and it’s easy
for you to see how others have pow-
er, but it’s not easy for you to com-
municate to them the amount of
power they have. You can tell
somebody, but that doesn’t mean
they can know. We try to report to
each other to some extent what it’s
like and what we think is happen-
ing. We have frameworks through
which to talk about it; we have our
own metaphors, our own ways of
discussing what’s happening in the
Dead that make the most sense to
us, but ultimately you can’t tip off
anybody. The Grateful Dead has
this weird quality, and everybody
feels this, people in the audience
feel it regularly, that “if I could just
get everybody to do what I wanted
them to do, or do it the way they
did it that night, it would just be
perfect.” You know? It has this fix-
able quality.

And it never happens.

Right. You can’t do it just by know-
ing the symptoms. You’d think that
you would be able to make correc-
tions in music just by saying what it
is you think is deficient.

I get the feeling that certain guys in
the band, or different guys at differ-
ent times, would automatically do
the opposite if you ever asked them
to do something.

Oh, yeah. There is that degree of
perversity.

Who's the moodiest in the band?

Everybody is pretty moody. I
couldn’t assign ‘that to anybody, be-
cause everybody has their moments
of tremendous reasonableness that
stretch on for years at a time, then
go through years of craziness, in-
tractable weirdness. Everybody’s
weird, everybody’s bent in the
Grateful Dead. Nobody is that
“clean,” you know what I mean?

Nevertheless, you guys are pretty
lucky. By all the rules by which
other musical aggregations play,
you guys are failures. But you’ve
survived outside those definitions,
and it’s a privilege in that respect.

You’re right. We're insanely lucky,
and I appreciate it like crazy! But
you don’t gain an improved posi-
tion just by virtue of being in the
Grateful Dead, for example. We're
frequently seen as ‘being privileged
somehow, but being in the Dead is
in no way a privilege. It doesn’t ex-
empt you from anything particular-
ly and the reward is a fleeting,
existential kind of reality, where
really the most important thing is
the gig that just happened. Every-
thing that we’ve done culminates in
the last note that we play. If it was a
bad gig, it’s like there’s nothing but
suicide, that the only reasonable
thing to do is to end it all. But the
hope that there’ll be a better one is
an ever-present possibility. Luckily
they change for the better often
enough so that it isn’t complete
darkness. But the nature of the ex-
perience is such that it’s balanced,
really, on the most recent experi-
ence. No matter how good.it’s ever
been, if the last gig was a bum one,
God, you’re stuck.

Do you feel an obligation to keep
the Dead going?

In a kind of large sense, yeah, I do
sort of feel an obligation to it. I
don’t know the nature of the obliga-
tion, though.

Is it in the sense that so many peo-
ple would be let down if you didn’t
do what you’re doing?

No, it isn’t that kind of obligation.

Lost lives, people running into
walls . . . there are tons of people
who would not know what to do if
the Grateful Dead took off the
planet. I know personally a lot of
guys that would be broken men—
and a few women.

‘Well, they should start stashing
something.
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Lou Ann Barton Busts Loose

By Jody Denberg

AUSTIN, TEXAS—Between trips
to the East and West coasts to pro-
mote her debut album Old Enough,
Lou Ann Barton is home in Austin
seeking refuge from the whirlwind
pace her life has recently assumed.
Thirteen years after she began sing-
ing the blues in the honky-tonks of
Ft. Worth, Barton is on the verge of
becoming an ‘“‘overnight success.”
A stack of glowing reviews sits ne-
glected by her bedside, full of
scribes scrambling for superlatives
and dropping names like Aretha
and Janis. But whether Lou Ann
Barton becomes a household name
or not, she is determined to remain
unaffected.

“I'm just trying to cling on to
what’s left of the way things used to
be,” Barton drawls. “I still really
haven’t accepted what’s happened.”

With Old Enough breaking onto
FM playlists and its principal film-
ing a video for broadcast on MTV,
what has happened to Lou Ann
Barton is a Cinderella story that ri-
vals the discovery of Lana Turner
at Schwabb’s drug store.

Barton’s career, so to speak, be-
gan when she was three years old
and a member of her Ft. Worth
church choir. -During the *70s, ‘she
sang roadhouse rhythm and blues
with the Fabulous Thunderbirds
and with Stevie Vaughan’s (brother
of T-Birds’ guitarist Jimmy
Vaughan) Triple Threat Review.
The latter group evolved into a
powerhouse quartet called Double
Trouble and became a top draw on
the southern honky-tonk and bar
circuit; in fact, it was in New Or-
leans in 1979 that Double Trouble
was spotted by the famed rock
songwriter Doc Pomus, who was so
impressed with Barton (‘“‘She’s the
best unsigned singer in the country,
no question about it,” he said at the
time) that he helped book Double
Trouble into New York’s Lone Star
Cafe. That appearance generated
some label interest, but Barton and
Vaughan, feuding daily about both
personal and professional matters,
finally parted ways in early 80, be-
fore anyone had a chance to proffer
a recording contract.

From there, Barton hooked up
with Roomful of Blues, oddly
enough an aesthetic mismatch, but
one that paid off when Roomful
came to Manhattan to play the Bot-
tom Line. In the audience that
night, at Pomus’s urging, was pro-
ducer Jerry Wexler. He was
impressed.

*“I thought she was stunning,"”
Wexler recalls. ““There was no de-
liberation or plan. I just heard her
and went back to the dressing room
and said, ‘I’d love to connect up
with you.” ”

Wexler financed a demo for Bar-
ton, which she recorded in Austin
with the help of Jimmy Vaughan
and others in this city’s burgeoning
blues scene. The legendary produc-
er played the demo for Linda Ron-
stadt and Glenn Frey at his home
one evening. The reaction? “This
woman scares me to death,” Ron-
stadt announced, before urging
Frey to get involved in the project
as a co-producer.

When it came time to record the
album, Barton left Austin’s down-
home element for Alabama and the
Muscle Shoals studio crew. ‘I
didn’t want to get stuck in the rut of
being labelled a blues singer,” Bar-
ton explains. “I want to do it all.”

Both the song selection and pro-
duction qualitites on Old Enough
artfully balance the gritiness of ear-
ly rhythm and blues with modern
commercial sensibilities. Although
her producers recommended a cou-
ple of tunes, Barton had final say on
the tracks that appear on the al-
bum, choosing newer compositions
by Frankie Miller as well as some
numbers that she’d been singing for
years. She glides through liberating
shuffles and mournful ballads on
the record, transcending musical
categories by giving each song her
personal touch.

She gently caresses Irma Thom-
as’ “It’s Raining,” gruffly carouses
through Hank Ballard and the Mid-

nighters’ “Finger Poppin’ Time”
and emotes with abandon during
the album’s centerpiece, the Chan-
tels’ ““Maybe.” Yet Barton seems
unaware of her ability to interpret
lyrics and reveal a song’s hidden ~

“I bring out hid-
den meanings?

Really? Hmm . . .
I’ll be damned.”

nuances. “I’m just singing and
that’s how it comes out,” she says
innocently. *‘I bring out hidden
meanings? Really? Hmm . . .I'll be
damned.”

Wexler is well aware of Barton’s
way with a song’s words. “It’s all
natural with her,” he emphasizes.
*She’s almost like a golfer with a
great swing. She just automatically
gets up there and does it so that it’s
only a matter of interpretation and
soul. The chops are burned in. She’s
so far ahead amongst other singers
that still have to worry about pro-

ducing good tones, singing on the
beat and in pitch. Lou Ann—she
doesn’t even have to think about it.
It’s all there.” While Barton has a
short time to “just hang” in Austin,
she has been assembling her road
band for an upcoming tour. The
cream of Texas’ blues crop will be
playing with her, including Ft.
Worth’s Johnny Reno on sax and
Doyle Bremhall on drums, guitarist
Denny Freeman and sax man Joe
Sublett from the Cobras, and Aus-
tin guitarist David Murray. “First
we’re just going to do a few gigs
around Texas and get our feet
wet—do it for our own people,” she
says. “Then we'll do it nationwide.”
Besides assembling her band,
Barton has also been flexing her vo-
cal cords around town lately. She
burned through *‘Sugar Coated
Love” with the Legendary Blues
Band on one night, sang a mournful
“Amazing Grace” with Willie Nel-
son on another, and had made sur-
prise appearances singing rock-
abilly with the Leroi Brothers and
western swing with Alvin Crow.
Her most stunning appearance,
Continued on page 25

Lou Ann Barton: Clinging to what’s left of the old ways.
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