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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
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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
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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

years. The Commande Series’ large and accessible

footswitch lets you engage the effect smoothly and
quietly while a high intensity LED, positioned for

maximum visibility and protected by the shape of the

case, tells you when you're In Commande. A new
pop-open battery access cover with a living hinge
design that wiil last indefinitely enables you to
change the batteries in a matter of seconds without

tools. Convenient end-located jacks for input, gutput

and remote AC power simplify the hookup of single

effects and multiple effects chains.

The Commande Series embodies the implicit corpo-
rate philosophy at MXR. From day one, we've under-
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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

\_

«You ve got

rock n

to be
anOutlaw
to really

' roll.

Huﬁe Thomasson, Freddig Salem. David Dix and

* Rick Cua pall out alf the steps

U
onthdtblistmngnevalbﬂ. e
Los Hembres Malo. ;




THE RECORD / JUNE 1982

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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Bill Sq ler’s Lonely Success

I was a marginal signing, but I just

By David McGee wanted a chance; 1 was so desper-

o you're Billy
Squier and you're 31 years old and
you’ve been knocking around the
rock music zoo since you were 13.
Did time in a couple of good bands,
one of which, Piper, seemed like a
sure shot. But nothing happened.
Went through a succession of man-
agers, ended up managing yourself
for a year-and-a-half, got a deal with
Capitol Records, released a fair-to-
middling heavy rock album called
Tale Of The Tape, and there were
some rumblings. Hooked up with a
German dude known only as Mack,
who’s quite famous for producing
ELO and Queen, made another al-
bum, Don’t Say No, and it was a hit.
Big hit. Double platinum big hit.
Year-end radio charts said it was
the third most-played album of the
year—only the Stones and Foreigner
got more air time. That’s heady,
heavy company. That’s success.

But you've got all these doubts,
these voids that make you not the
complete star, but the incomplete
star. And you can’t shake’em.

“I can’t figure out if I've always
been great and nobody knew it, or if
maybe I'm not great and everyone’s
Jjust being fooled.”

Billy Squier turns off as many
critics as he turns on young girls
who dominate the front rows of his
concerts. He's always striking a
cute, kinda naughty pose with his
guitar, or winking to a fan, or mug-
ging for the photographers. There’s
more than a hint of arrogance in his
public persona.

Offstage, there’s a hint of ar-
rogance as well. But it’s a healthy
sort of arrogance. Basically he’s
pretty sure of himself, but he’s al-
ways questioning, always examin-
ing his own motives as well as
others’. And in a sense, he’s like a
good businessman, because the
questions he asks concern not the
present state of affairs, but the fu-
ture, and his place in it. And that’s
when the cocksure Billy Squier
you’ve seen strutting his stuff in
arenas and concert halls becomes
very human. That’s when he looks
into the void and wonders . . .

“Success has made me aware of
the other aspects of my life I
haven't, say, been as fulfilled in.”
He spins an empty ginger ale can
around a table top in a room at the
Parker-Meridien Hotel, and gazes
out the window, squinting from the
sunlight in his eyes. “Your career’s
set, you always have to go on,” he
insists. ‘““My career is relatively sta-
ble. People know me, people like
me; obviously if I make a horrible
record they won’t. But it’s basically
together. I have good people work-
ing for me.

“But I say to myself ”—and here
he pauses to consider his choice of
words—*‘how good it would feel if I
had a family, a wife, whatever. It
gives you sort of a fix on reality.
When you’re out on the road you'd
realize there’s something there
that’s permanent. At some point
you will come home.”

He says the word “home” in an
excited whisper, as if it’s a concept
he’d stumbled upon while no one
was looking. And when you're a
long way from your own home and
missing it, you can appreciate the
*“Oh, Toto, I don’t think we’ll ever
see Kansas again” look playing
across Squier’s feline features. Dou-
ble platinum don’t buy a fix on
reality.

Billy Squier was born and raised
in Boston and started playing music
professionally when he was 13. For
him, the bar band circuit was no-
where: his goal was to be a star,
pure and simple. Oh, he was willing
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Billy Squier: Beneath the solid exterior, emotions in motion.

Universe (one of his first bands)
was a dues-paying outfit—but he
wasn’t about to crank out cover
tunes for drunks. Whether or not he
is a born leader is open to question;
but he made himself into one at ev-
ery juncture of his budding career.
Somewhere along the way he dis-
covered that one man-one vote sim-
ply doesn’t work in a rock band. In
doing so, he learned something
about himself, something he isn’t
particularly proud of today. He’s
not the same person who wanted to
control the musical direction of ev-
ery group he was in, and then de-

tan, and was soon signed to A&M
Records. Two albums, one minor
hit single (‘““Who’s Your Boy-
friend’”) and much hype later, Piper
was history, brought down by bulg-
ing egos in the band, and hassles be-
tween Piper’s manager, Bill
Aucoin, and A&M. Squier views it
all philosophically.

“It was a good band, Piper. Good
songs. I don’t think the records
were well-produced particularly. 1
don’t think they captured the band.
The material, although it was
promising, wasn’t as strong as it is
now. That didn’t change overnight.

they wanted. One of the main rea-
sons I dissolved the band was that I
felt it was unfair not only to me but
to them.”

Yet Piper seemed to be this close
to happening. To everyone, that is,
except Billy Squier.

“Personally I never thought we
were on the verge of happening
big,” he says. “Other people did. I
think if we’'d stayed together we
could have; if we’d worked through
the problems and done, say, two
more albums, it probably would
have happened. But I just couldn’t
see doing it. It was too much ten-

“I can’t figure out if I’'ve always been great
and nobody knew it, or if maybe I’m not great and
everyone’s just being fooled.”

nied—to himself, at least—
responsibility for those bands’ fail-
ures. “I just didn’t want to take the
blame, and that’s all there 1s to it,”
he says, implying that his next
words might be, ‘‘Period. Next
question.”

A fleeting taste of fame came
when he joined the Sidewinders, a
Boston group that featured Andy
Paley on lead vocals, and one Lenny
Kaye-produced album to its credit.
But Squier and Paley were going
different directions musically, the
former toward a heavier rock sound,
the latter toward *‘teen appeal” pop
music. So much for Squier’s tenure
with the Sidewinders.

His next affiliation set Squier on
the path that’s enabled him to af-
ford a room at the Parker-Meri-
dien. After moving to New York,
Squier formed Piper, a rock band
with pop pretensions—emphasis,
though, on the rock. Piper quickly

to pay dues—Magic Terry and the | became a hot property in Manhat-

It’s an evolving process which you
go through as a writer, performer
and singer.

“As it turned out,” he continues,
*“I had a good manager who didn’t
happen to get along with a very
good company, which was nobody’s
fault. That’s just the way it was.
Piper to me was something that sort
of looked good on paper; put down
all the elements and it should have
been a huge band, but it wasn’t.
There were problems in the band
because it was basically my band. |
set it up to be my band, and my
manager and my record company
thought it should be called Billy
Squier then. I said, ‘No, no, no.’
But the deal was put together
around me, and I was writing all
the songs and doing pretty much
what I'm doing now. As a result, it
eventually created some tension
and some ego problems, because
some people felt they weren’t get-
ting a chance to step out as much as

sion for me, and I just felt it would
be very non-productive.”
Following Piper’s demise, Squier
went back to square one, writing
new material, cutting demos, mak-
ing the rounds at labels. He ended
his association with Aucoin and
didn’t take on another manager for
two years, after his first Capitol al-
bum, Tale of The Tape, was re-
leased. Before Capitol signed him,
though, he accumulated a nice pile
of rejection slips. ‘“Companies
would say to me, ‘We believe in
you, but you have to have a hit sin-
gle.” The business tightened up and
it was like, if you don’t have a hit
single, forget it. Which was very
frustrating for me because I never
really tried to write hit singles, even
though I’ve always felt my basic
sensibilities were fairly commercial.
I felt that if 1 ever had a hit, I'd
have a lot to follow. It was very
frustrating. I finally happened to
luck out with the people at Capitol.

ate. I didn’t care about the money, 1
just wanted to make a record. Tale
of the Tape wasn’t so successful
commercially, but it did very well
at the radio level, and proved the
point. Mack, as it turned out, was
the key piece missing in my puzzle.
Don’t Say No proved that point.”

Squier was introduced to Mack
by Brian May, who was going to co-
produce Tale of the Tape until
Queen’s schedule forced him to bow
out. Asked what Mack contributes
that other producers didn’t, Squier
thinks for a second and then shrugs.
*“Nothing much, it’s just that he
happens to be right for me. On my
other albums I've looked for some-
one who’s more of an engineer, be-
cause I find that my greatest
deficiencies lie in being able to actu-
ally translate my ideas onto tape. 1
know a lot about the studio, but
I've never applied myself to learn-
ing that craft. I also try to find
someone with some musical sensi-
bilities who can offer a perspective
which is a little bit removed from
my own, to make sure I don’t get
too off-center. Mack is right for me
because he hears things almost the
same way I do. If Mack goes in to
get a drum sound, it’s almost exact-
ly what I want, maybe 90 percent of
what I want without me even telling
him anything. That means we’re
thinking along the same lines as far
as the way we hear records being
made. He has a good musical per-
spective and he’s able to fill in the
cracks for me, and I do the same for
him.”

As this interview is taking place,
Squier and Mack are preparing to
go to Germany for the final mix of
the artist’s third solo album, Emo-
tions In Motion. The title indicates
it’s a more personal album than the
previous two, owing to a particular-
ly traumatic experience Squier had
in London last year.

I got into a situation where my
life was turned upside down for a
little while,” he explains warily,
with a sideways glance to see how
eagerly the reporter is responding
to this bit of news. “I wouldn’t say
it was an ordinary romantic situa-
tion, but it involved another wom-
an. The details aren’t really
important; it’s the latest in a series.
But it jarred my imagination. I got
out this book and started writing
things down, and ended up with
about half an album. It was a par-
ticularly fertile period because my
mind was jarred into action. So
what was for me an emotionally up-
setting time may turn out to be an
artistically productive period. It
balances out.”

The talk turns to touring.
Squier’s a veteran of the road, and
he’ll be putting on a few more miles
this summer and fall, starting in
June as the opening act for Queen.
For him, there’s no more romance
left in it. ““You’'re just a nomad,” he
states. ““You have no sense of per-
manence or stability at all. But you
think of it as a sort of total cam-
paign: you’re going to war, fighting
all these battles every night, but you
look towards the end of it as what
you're going to get out of it.”

And in the way things have of go-
ing around and coming around, Bil-
ly Squier is once again forced to
look into the void, and regret not
having *‘an anchor.” There's no
sadness in his voice—indeed, he af-
fects a Jack Webb *“‘just-reciting-
the-facts-ma’m” attitude. But you
sense in him a realization that the
longer he stays adrift, the less value
precious metals—gold and plati-
num, for instance—will have in his
world.

“You can’t go out and find the
love of your life,” he says. “If it
happens, it happens. If I could
make it happen, I would. And 1
probably would take some time off
and really work at it. It’s something
that I look forward to. I think suc-
cess causes you to feel the things
that aren’t in place a little more
strongly.”

Emotions in motion. indeed.
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Asia:
No Egos
Allowed

Continued from page 1
group is an idea to capitalize on
peoples’ names. This group is rea-
sonably long term,” he adds, dispel-
ling speculation that Asia was
formed as a once-and-done effort.
Apart from the usual disagree-
ments, which are “ironed out and
that’s it,”’ according to Downes,
working together has been other-
wise uneventful. Although Howe
points out that the group has come
this far without crisis, Palmer ad-
mits “there were quite a few prob-
lems’ at the outset. Quickly he
adds, “But not at far as the individ-
uals trying to get a rapport, just
problems with a new band. When
you have any new band, it’s going
to take longer the first time. We
would arrange a number, re-ar-
range it and arrange it again. Egos
don’t actually come into it, cause

WCP’s Home
Taping Report

Continued from page 2

loss at $609 million, which repre-
sents the amount of blank tape used
to record ‘“‘professional entertain-
ment” in 1980. Despite the fact that
this figure includes the very tape
which Warner artists use in making
original masters, the WCI survey
hopes this “reasonable” figure will
convince either Congress or con-
sumers that the time has arrived for
the lustfully-awaited ‘“blank tape
tax,” a percentage added to every
blank tape sold to compensate the
music industry for its losses.

Unfortunately, Warner's own
survey argues against the imposi-
tion of such a tax. The company fo-
cuses on the fact that “the main
motivation for taping is to avoid
buying,” which isn't strictly true. It
is true that the most frequently
cited ““motivation” for home taping
is ““So I didn’t have to buy it.” But
only 45 per cent—Iless than half—of
the respondents gave this as a rea-
son. The reasons stemming from
record business ineptitude listed
above add up to 53 per cent, and
since that is more than half, maybe
the “main motivation” of home tap-
ing is that home tapers simply do a
better job.

Also noteworthy is that the
Warners' questionnaire—which
suggested most responses—did not
list “Because records and prere-
corded tapes cost too much” as a
proposed motivation. In that event,
the most likely response of a con-
sumer who felt squeezed by inces-
sant industry price hikes of recent
years would most likely be “So I
didn’t have to buy it.”

The most hilarious material in 4
Consumer Survey: Home Taping
comes in the concluding section,
where the authors state *. . .we
don’t believe that every album or
selection that is copied is a ‘lost
sale’ to the industry.” Why should
anyone else?

And even if, as the report goes on
to say, the real issue is “equitable
compensation” for home tapes mu-
sic, the remedy is much more easily
achieved than by legislating a tape
tax. All the record business has to
do is institute a price increase on
records. And all the money spent
on market research studies and
Congressional lobbying can be
spent, if the industry chooses, in
taking out advertising explaining
the reason for the price rise. Indeed,
this is not only the simplest but also
the most equitable solution, since
the Warner survey also reveals that
the heaviest home tapers are also
the heaviest record buyers. And 82
per cent of home tapers are record
buyers—guess where I got that
figure?
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The new supergroup (from Iéjl):_ John Wetton, Geoff Downes, Carl Palmer, Steve Howe.

of the ego things we'll put into the | of Yes and ELP-style grandiosity,

show—there’ll be the drums and |

the big guitar sections.”

While fan loyalty is undoubtedly
a factor in Asia’s success, it’s also
true that the band has crafted a
fresh sound within a rather rigid
stylistic framework. Despite traces

Asia’s music has more of a pop ap-
peal. *“It’s on the verge of being
pop,” Palmer agrees, referring to
the single, “Heat of the Moment,”
in particular, “but we could never
be more than that. You could even
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naughty,” he adds, smiling. “But if
you listen to the entire album, you
know that the depth is there.”
Musically, the musicians are a
perfect fit for each other: Howe and
Palmer’s virtuoso styles, Downes’
backing keyboards and Wetton’s
“connection” of bass and vocal

lines, merge in a tight, concise man-
ner. There’s also been a “conscious
effort,”” according to Wetton, the
key songwriter, to avoid the fanciful
music of the late *70s and to recap-
ture the realistic tone of rock 'n’
roll. “Toward the end of the *70s, it
got completely ridiculous,” Wetton
says. “‘My own thought was to keep
the lyrics as basic as possible; not
facile, but understandable. It’s time
rock music got back that way.”

Although the band members are
somewhat surprised at the album's
extraordinary success (“‘Are you
kidding?” Wetton questions. *“It’s
25 places better than I've ever done
before.”), they’re now channeling
their energy towards an effective
live presentation of the music. “We
all had a very similar idea of how it
should sound,” Downes says. *I
think the record’s achievements are
indicative of that. We have an idea
on stage as well.”

While there had been some
thought of playing old tunes—i.e.,
some of Yes and ELP—on stage,
the band decided against it. “We
felt that the music we were creating
with the new band was more rele-
vant,” Downes explains. “*We
didn’t want to try to ride on the
back of our previous successes. We
really want to establish ourselves
rather than reminisce.”

say that it may have been a little
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The PRO-FX System from Sequential Circuits is the industry’s first modular, expand-
able, rackmounted, completely programmable signal processing system that lets you:

@ Pick the combination of effects you want. Six are now available: Phase
Shifter, Distortion/Sustain, 4 x 2 Expandable Mixer, Parametric Equalizer,
Reverb, Transpose/Sync, and, coming soon, a Flanger/Doubler. Many
more modules will be available in the future.

® Program 64 different combinations of control settings.

@ Step through preset sequences of programs with the footswitch.

@ Activate program changes with a synchronized tape pulse.

® Save sets of programs and program sequences on tape.
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The Model 500 PRO-FX offers the flexibility and control of full
programmability with the convenience of modular rackmount
design. Each module is carefully crafted for studio quality low
noise and distortion specs. Every knob and switch on each
module is completely programmable, which allows com-
plex control settings to be stored and recalled instantly at
the touch of a switch. You no longer have to worry about
reproducing a particular effects setting in the studio or

on stage. Now you can consolidate all your effects and
mixing into one concise package, and have instant
control over complete sound changes while playing.

Phase Shifter (Model 510) uses low-noise circuitry and a 4-stage phase shifting

network. Besides speed, depth, and range controls, the regeneration knob

controls the depth of the effect from very mild to intense. (External speed and
range switches allow pedal or voltage control of sweep and range.

Distortion (Model 512) allows independent variable control of sustain and
distortion, from completely clean sustain with no distortion to maximum
distortion with a minimum of sustain.

4 x 2 Expandable Mixer (Model 514) has four inputs with level and pan

controls. Maximum gain can be set from 20 to 40 dB via the internal trim-

mer on each input channel to accommodate both line and instrument
level signals.

Parametric Equalizer (Model 516} is a 2-band, fully parametric, over-
lapping range equalizer with switchable peaking or shelving opera-
tion; any number of these units can be placed in series to obtain as
many bands as required.
The Model 500 System Controller is a micro-com-
puter designed to store in memory 64 knob and
switch settings for up to 30 effects modules using
up to 3 expansion chassis. The System Control-
ler will also allow you to preset sequences of
program changes, actuated by the footswitch
(for live performance) or tape track (for play-
back/mixdown).

Reverb (Model 518) is a very smooth reverberation unit using a 6-

spring delay line and active limiting to eliminate spring side-

effects. This module also has a sophisticated EQ which sets
bandwidth and tone of reverb signal.

Pro-FX

Another Industry First Transpose/Sync (Model 520) provides many synthesizer effects

for other instruments. It will track a note one or two octaves
below the original pitch as well as a separate note from an
octave below to an octave above. The upper voice can be
“hard synced” to the original voice or one octave below.
The upper voice can also have its pitch swept up or down
by a sweep triggered on each new note; this gives the
“sweeping sync” tone used on many keyboard synthe-
sizers.

from
SEQUENTIAL
For more information, see your CiaCUit) inc
dealer, or write Sequential Circuits,

3051 N. First St., San Jose, CA 95134
(408) 946-5240

Coming soon - Flanger/Doubier (Model 522) an analog delay
intwo ranges designed to cover both flanging and doubling
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Continued from page 1

quently, (aithough “‘(Oh) Prettv

Woman’’ from their new Dive:
Down LP is currently doing quite
well), yet their albums have all gone
platinum.

“There was never any question in
our minds what we were going to
do for a living,” says the 26-year-
old Roth. “We were gonna fuck off
and make a lot of money at it.”

Roth and Eddie Van Halen are at
opposite ends of the personality
spectrum, a fact that they feel ac-

it up.”

After David took over for Eddie
as lead singer, Van Halen began a
stint at a small L.A. club called
Gazzari’s that lasted three years.
““We were making 75 bucks a
night,” remembers Eddie, *‘not
even enough to pay for gas and
strings and drum heads. Me and my
brother used to go around in blue
overalls down in San Marino,
which is a real rich area, and Alex,
who's a smooth talker just like Da-
vid, would knock on the door and

say, ‘I'm from the City of San Mari-
no; we're here to paint your house
number on your curb.” And I'd be
out there taping up these little sten-
cil things. You know, five bucks a
house. Then one day a cop drove
by. ‘What the hell do you kids think
you’re doing?’ This was about a
year before we got signed, so I was
about 18 or 19.
“At Gazzari's,” he continues,
“we did, like, ‘Get down tonight,
doot-do doot-do . . .’ 1 mean, we
used to sing the horn parts. We did

Stylish Ra
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everything. I guess maybe that’s
why 1 overplay, because in those
days it was pretty difficult to do
those kinds of songs with only bass
and guitar. I had to do a lot of stuff
to cover it, so I guess it helped me a
lot. And Bill Gazzari used to al-
ways go up to Dave and say,
‘G’night, Van’—for three years. He
never even knew. He thought Dave
was like ‘Van Morrison,’ right?
‘Great show tonight, Van."”

Of his guitar technique, Van Ha-
len says, “I try and squeeze any-
thing out of the guitar, because I
rarely use effects devices. I'd rather
use my fingers to get noises than use
footpedals. I have effects, too, but a
lot of people, if their effects rack
breaks down they're up shit creek.
I'd rather do harmonics and stuff
like that. That’s why I always loved
Eric Clapton—straight in, with
feeling. Clapton, I think, is the only
one whose playing and feeling in his
playing really got me off.”

Though all four members get
composer’s credit on all of Van Ha-

t
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len’s original material, Edward
comes up with virtually ail of the
music and David with the majority
of the lyrics, and the rest is fleshed
out by the band as a whole. “I func-
tion more as a spiritual advisor to
this whole parade than as an actual
icon or something that you look at
through a microscope,” says Roth.
“I call it the goldfish effect, where
you have singers who are like gold-
fish in an ornate bowl. And you pay
$10.50 American to go sit in front
of a bowl on a Friday night and
watch the fish go back and forth. I
function more as a cheerleader. I'm
more the mouthpiece yet not the
spokesman for this band, in that
I’m like a medium. I function only
as a speaker in a radio does, for the
thoughts and the feelings and the
dimensions that are Van Halen.
And you may say ‘What dimen-
sions? It’s a one-dimensional thing.’
Well, fuck you! Most people are
one-dimensional.”

Although they are best known
for playing loud, fast, and aggres-

counts for the freshness and variety
in their music. Roth has elevated
the carefree, give-a-shit attitude of a
spoiled rock star into its own art
form. He is intelligent, quick wit-
ted, and appears to take nothing se-
riously while often making perfect
sense. Eddie, on the other hand,
speaks through his guitar and
leaves most interviews to David. “'I
am an introvert,”’ he admits,
‘“whereas David is an extrovert.
He’s an entertainer, I am not. I'm a
musician. I don’t mean I'm an ‘art-
ist;" I just love playing guitar, and I
have a great time.”

At 25, Eddie Van Halen is rock
guitar’s premier sonic innovator.
His playing is the perfect marriage
of original ideas and volatile emo-
tions—delivered at maximum vol-
ume with a level of technique that
borders on the ridiculous. Not since
the death of Jimi Hendrix has any-
one come up with so many unimag-
inable sounds on an electric
guitar.

So how does a self-described
“normal punk kid” master his in-
strument to such a degree? “Every-
one asks me, ‘How do you come up
with that stuff” ” he shrugs. “Hell
if I know. I just play a lot, I play a
lot, I play a lot. And I jus: keep
coming up with weird stuff. When I
was going to school, T was like a
loner. I knew all the different
groups of people—the bikers, the
socios, the jocks—and at that time I
was already into playing guitar
And it made me get into it more,
because I felt like I didn’t fit in with
any of these people. Later on I
found out that they thought 7 didn’t
like them. That blew me away, be-
cause I thought they didn’t want
nothing to do with me. Everyone’s
got insecurities, you know. But on-
stage it’s just a different world—or
actually whenever I play my
guitar.”

David Lee Roth, however, is the
same offstage as the bare-chested
wildman leaping off the drum riser
onstage. “There is absolutely no dif-
ference,” he states convincingly.
“It’s not a matter of conjecture, of
posturing or posing. You live and
breathe it. That, to me, was always
the fascinating part of rock 'n’
roll—that you could really be your-
self. Hey, I’m stoned right now.”

Before Roth joined the brothers
Van Halen, Edward and Alex were
two-thirds of a power trio called
Mammoth, which Eddie describes
as a ‘“junior Cream.” Today Van
Halen’s instrumentation is still the
same—guitar, bass, drums. “Mam-
moth was a party band, a garage
band,” says Eddie, “‘but we were
good. I used to be able to play Clap-
ton’s solos note for note—*Cross-
roads” and the live “Spoonful” off
Wheels Of Fire and ‘‘Politician’
and the live “I'm So Glad” off
Goodbye. We had a keyboard player
for three weeks, but we got rid of
him. Because of the way I play, I
guess a guitar isn’t supposed to take
that kind of abuse, so it goes out of
tune now and then. This sounds
funny, but I told the keyboard play-
er he could tune to me. I make too
much noise on my own. If anything
else was there it would clutter
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Va; Halen, Jrom left: Michael Anthony, Alex Van Halen, David Lee Roth, Eddi.e Van Halen.
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Mive, Van Halen is a far cry from the
ead-banging heavy metal of an
pron Maiden or a Judas Priest.
Mowever, Roth points out, “If you
ssten to an entire Van Halen album
n the Walkman in one sitting,
Mhances are you'll feel fatigued after
’s all over. It’s concentrated, high-
melocity stuff.”
Diver Down, their fifth album,
ms less of the hard edge than the
st of their LPs, and includes ev-
rything from the ragtimey jazz
Whestnut *‘Big Bad Bill Is Sweet
illiam Now” (featuring Alex and
«Iward’s father, Jan Van Halen, on
sarinet) to cover versions of Roy
srbison and Martha & the Vandel-
s to a surprisingly faithful but fun
nging of Roy Rogers’ ‘“Happy
wrails.”” Eddie doesn’t see the al-
wam as a departure for the group, at
sast not a deliberate one. “This is
wing to sound egoed out,” he be-
s, “but I think we have a little
wore class than most rock bands,
usically. It’s not just slam your
rad against the wall all the way

and go, ‘What do you think of this?’
‘Yeah, that’s great,” or, ‘That
sucks,’” or whatever. I think that’s
the best way to do it. That’s why
you have a producer—as an outside
input on your material.”

One thing that has remained con-
sistent throughout Van Halen’s five
albums is the sense of humor they
obviously have about what they
do—as evidenced by ‘“‘Happy
Trails.” In Roth’s words, “A lot of
people take Van Halen a lot more
seriously than we do. Van Halen,
we realize, is a fragile unit—most
rock 'n’ roll bands are. Who knows
what’s going to happen tomorrow.
Rock 'n’ roll musicians are a lot like
dogs that chase cars. They make a
lot of noise, they get a lot of atten-
tion, but they don’t last too long.
People burn their candles at both
ends, some people burn their candle
in the middle, some people take a
flamethrower to their candle. And
that’s where we come in. You get
seven times the light in half the
time.”

die Van Halen: “I think we ha vea little more class than most_rofk bands.”

ough. There’s variety. To me,
sic is music. Just because a gui-
{is loud it’s heavy metal? Or on a
like “Secrets” where I play 12-
“ng and it’s a little lighter, that’s
rock 'n’ roll? We’re not trying to
\wwage—as opposed to other bands
I smow who sit down to try to write
wp tune. I don’t try to write any-
mg. I guess we're all creative be-
se we're always so screwed up
*n we're in the studio. It’s a lot
wun; we're all in the same Twi-
" Zone state of mind.”
"he producer on Diver Down was
Templeman who signed the
1p to Warner Bros. and has pro-
wed all of their albums. “Most of
last album,” according to Roth,
«ddy’s eyes were so glazed and
{mted he couldn’t really even make
the board. On the first day of
wdown I remember finding Ted-
n the shower in the studio with
socks on and nothing else. I'd
e is mildly eccentric; conserva-
y speaking, I'd say Teddy is out
" mis planet. It’s hard to tell exact-
*hat he does. I know that he or-
«d a lot from the delivery guy at
liquor store, because I saw the
.. And he still calls me up late at
wat with various requests. But be-
s that, Teddy’s a wonderful guy.
5 about as far from a responsible
weence as one can get, and there’s
»nd of a kinship there.”
» don’t know what I would do if
wcouldn’t work with Ted any-
wc,” says Eddie. “I love the guy;
great. We all stand in a circle,
five of us, and we hum things

Roth also sees the humor and the
irony in a band of rock 'n’ rollers in
their mid-20s controlling an entire
floor of an L.A. high-rise filled with
secretaries, gofers, accountants and
God knows what else. “People al-
ways ask me, ‘Dave, what about the
money? What about the high-fi-
nance aspect of Van Halen or big-
time rock & roll in general for that
matter?” They say, ‘What about all
this hard-earned proletariat money
that is being spent on what comes
easily and nonchalantly to your-
self 7’ And my most favorite answer
to that is, I need that money. I can
use that money.

“Besides that,” he laughs, “the
machinery that revolves around
Van Halen is all done by our own
hand-picked criminal team or by
ourselves. We have the complete
creative control. That’s what they
give you instead of money when
you first sign up with the record
company, if you're lucky. So for
better or worse, all our little prodi-
gy, progeny, all our little tragedies,
are from our hearts and souls—and
our belt buckles.”

*“This seventh floor is like the ga-
rage,” Eddie says matter-of-factly.
“It’s just a place we need, to work
out of.”

Oddly enough, the members of
Van Halen rarely socialize when
they’re not in the studio or on the
road. “You know, I can’t stand
those guys,” Roth jokes, “and they
can’t stand me. The situation, quite
frankly, is intolerable. People have
some sort of compulsive desire to

PHOTO. LAURIE PALADINO

see a rock band as some sort of trib-
al animal, first and foremost, and |
think that’s the most self-defeating,
most incestuous situation you can
contrive for a band. Because if ev-
erybody likes the same thing and
everybody has the same experience,
then you start getting these bands
who play what I refer to as self-con-
scious rock. It’s all songs about
groupies, hotels, airports, back-
stage, bocgie down at ten o'clock
tonight, after the show, on the road,
lonely in the hotel. Doesn’t that
make you puke, man? If it’s a relat-
able emotion that you're having out
there in your Lear jet and people
can identify with it, okay. But it’s
hard to write a song about how
you're feeling lonely on a Lear jet
and have people out there feel just
as lonely without wondering,
‘Where’s my Lear jet?" ™

Does Van Halen make any con-
certed effort to deal with subject
matter that their audience can iden-
tify with?

“Hell no!”” Roth is hysterical.
“Who cares? Life is not a populari-
ty contest. We catch flak all the
time. Okay, the hardcore, staunch
heavy metal forthrights are deliri-
ous over one song; meanwhile the
female faction and the artistic types
are saying, ‘Oh, that’s too storm-
and-thunder for me, it’s too atavis-
tic.” All right, how many people
even know what rhat word means?
Then the next song, the artistic
types are going, ‘Oh, how sensitive,
it smacks of a withdrawn ambi-
ence.’ And the heavy metal head-
bangers are going, ‘Aw, it sucks.’
There’s really no conscious effort to
appeal to people, or certainly to ap-
pease people. I got this job so I
wouldn't have to appease
anybody.”

A large part of the reason that
Van Halen has a female audience at
all—as opposed to groups like
Black Sabbath and Ozzy Osbourne,
whose audiences are largely male—
is David Lee Roth the sex symbol.
““YVan Halen, I think more than
ever, is a family-oriented band,”
Roth declares. “I personally have
started three or four since January.
Van Halen is designed for all kinds
of people. Heavy metal has sort of
transformed itself over the past two
or three years into a kind of mon-
ster music for monster fans. The
same people who read and delight
in Monsterama and Phantasmago-
ria magazines are the ones who are
buying Judas Priest and Iron Maid-
en. Now that’s cool, because I buy
those magazines, too. But it also
has its specific audience—let’s rec-
ognize this going in—and that audi-
ence is at least 90 percent guys. I
think this is sad, because I like girls,
and I like to sing and dance for
girls. And over the years Van Halen
has cultivated what appears to be
about a fifty-fifty audience—judg-
ing by what it’s like back at the ho-
tel. And I think women can rock
and roll just as hard as men.”

Everything you've ever heard or
read about life on the road with a
rock band, Roth insists, is true.
And aithough he doesn’t choose to
publicize it, it is also true that
Lloyds of London has insured Da-
vid Lee against paternity suits.
Does it bother him at all that a
large percentage of the female Van
Halen contingent is there to look
rather than listen? “You’re talking
about my muse, about music, right?
Well, one can’t simply have the gift
of music; one must have an instru-
ment to manifest this gift of music.
So, are they coming, Dave, to see
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David Lee Roth: “Life is not a popularity contest. We catch flak all the time.”

your instrument? I sure hope so.
I'm a singer, man, and I just play
the hell out of my instrument. My
whole body is an instrument. It’s no
different from throwing your guitar
around, or setting your piano on
fire. And I see absolutely no aes-
thetic difference in somebody com-
ing to watch me play my
instrument than going to watch Ed-
ward play his. And, by golly, if
things work out well enough, per-
haps I can get somebody to play it
for me!’ ”

Things have definitely been
working out extremely well for Van
Halen in the four years since their
debut album, and Diver Down, their
most far-reaching LP to date, can
only add to what Roth calls the
“fairy tale.” What are the group's
plans, if any, for the future? What
will become of David Lee Roth?

“Well, Van Halen is not a finan-
cially-oriented band,” Dave points
out, still wearing his dark glasses.
“Never was, never shall be. If we
make money, great—we split it up.
If we don’t, then we don’t. We real-
ize what the pitfalls of this are in
the future—everybody says, ‘You
have to worry about the future, and
think ahead.” Well ... I’'m a son of
the beach. I like the beach. I like by
the water where the seagulls they
screech, I'm Dave the singer, a son
of the beach. My friends say, Dave,
why you stay here?’ I say, ‘I make-a
the money, I sell-a the beer. I live
by the water where the seagulls they
screech, I'm David Lee Roth, the
son of the beach.” I need a bathing
suit, is what I need. Now, at this
point in time, I wouldn’t mind
wearing that bathing suit in Tahiti.
But if we don’t have Tahiti in the
offing, then fine—we’ll stay by the
hotel pool.”

PHOTO: PAUL COX
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MUSICAL INSTRUMENTS

Sound Signatures

l n the space of one bar you can tell that you’re listening to a B.B. King, not so much because of what he’s playing, but how he’s
playing it—and why. His sound has character, and that’s what sets apart great musicians from journeymen. A personal sound
is the product of an innovator—an individual—and while it certainly has a lot to do with the trademarks of a particular instru-
ment, you’ve got to consider a player’s personal perceptions as well.

What makes a good musician? What makes a good instrument? And what makes for the perfect match? These are the questions
we'll be exploring on a regular basis in Sound Signatures, profiling the leading musicians and their trademarks; looking at the in-
novative, trend-setting instruments and what makes them tick; and probing the exciting new uses musicians find for this equip-
ment. In short, how they transform it into their own sound signature.

Pat Metheny

Three-Dimensional Guitarist Charts
An Acoustic / Electronic Future

“l 've always been drawn to musicians who played me-
lodically, and considered things phrase by phrase as
opposed to just running through patterns,” reflects guitarist
Pat Metheny. “I still feel that I play a little too busy, even now,
so I’'m always in the process of consolidating my vocabulary. I
think it takes real talent to narrow things down rather than
just coming up with more words.”

Which pretty much summarizes the impact Pat Metheny
has had on guitar playing since the release of Brite Size Life
(ECM), his 1976 trio debut with bass guitar innovator Jaco
Pastorius and drummer Bob Moses. At the tender age of 21,
this native of Lee’s Summit, Missouri had arrived at a solo
style that incorporated rock and jazz elements in a panoramic
Midwestern Americana of sound. His playing was thoughtful
and considered, making generous use of space and silence with
a dark ringing tone, while most other players were going for
maximum distortion and filling every square inch of the sonic
canvas with notes, notes and more notes in a busy, athletic
manner.

But as Metheny himself is quick to point out, “I’d say that in
my case a lot of it was for a long time the result of . . .” His
voice trails off, he chuckles, and fixes me with a broad, sheep-
ish grin: *. .. a real lack of technical ability. It wasn’t like I
necessarily didn’t want to play a lot—1I couldn’t. It’s just that
I’ve always tried to make the most of what I have rather than
banging my head against the wall about what I don’t have.”

So in recognizing his own limitations, Pat Metheny made a
breakthrough by concentrating on the quality of his sound, and
on Pat Metheny Group (ECM) he and keyboard collaborator
Lyle Mays established a singular ensemble signature on com-
positions like “San Lorenzo.” Over a churning, cymbal-heavy
rock pulse, Metheny and Mays created a rich chordal tapestry
that managed to reconcile acoustic and electronic elements in a
lyrical, understated manner. In the process, Metheny evolved
from a simple performance set-up (utilizing the Gibson ES-175
he’s played since he was 14, and a solid state amp, generally an
Acoustic), to a more elaborate configuration that enabled him
to get a distinctive ambient sound, in which notes would hang
in the air so he could play with them like plastic.

“Since I was about a senior in high school I always had an
Echoplex between the guitar and amp, usually behind the amp
so it wasn’t really noticeable; it was always there, but on so

little that most people couldn’t even understand why I used it
on everything I did. But it gave the guitar just a bit of extra
sustain that I liked. It made the guitar ring just a little bit
more.

“The only trouble with the Echoplex is that the tape kept
breaking and it was extremely noisy. So someone said, ‘You
should check out digital delays.” And right about that time we
did the album Watrercolors, and I didn’t know what a digital
delay was, but they had one in the studio that they stuck on the
track ‘Sea Song.’ And I really liked that sound, so as soon as I
finished I went back home and headed over to the Wurlitzer
store in Boston and picked up the MXR digital delay which
had just come in that day. At first I was just using it for a little
bit of slap. Then one day I was hangin’ out with Steve Morse of
the Dregs, and he saw this thing, and we started messing
around, and hooked it up a different way—between two amps.
And all of a sudden . . . that was the sound I’d been trying to
get forever and couldn’t get. It sort of took the guitar out of the
realm of one-dimension into the realm of th imension.”

Metheny’s fascination with digital delays led him to the Lex-
icon company, which was then in the process of developing the
Prime Time, a more musician-oriented version of expensive
studio delays. “So I took my guitar over there, and it was good
for them, too, because they got to have a musician’s input—I
still work with them occasionally—and I got a Prime Time
right around then, which allowed me to split it one more time.
That’s when I started using three amps (Yamaha G-100
heads). It allows me to get a bit more volume by using all those
amps and delays, but without playing loud. I've never been
drawn to a distorted sound, but I liked the idea of having a big
sound.”

“In some ways I’'m always a little reluctant to talk about the
digital delay thing that much,” Metheny offers by way of per-
spective. “People assume that if they play something through
that exact same set-up they’ll get that sound. And the fact is,
that 90 percent of my so-called trademark has to do with what
I play on the guitar. I've heard a lot of people trying to get that
sound with delays or choruses or whatever—and I can see
that’s what they’re aiming for—but it’s really more of a per-
sonal thing that has to do with touch.

“You know, I'm still considering the electric vs. acoustic
thing all the time, especially now that it’s getting to be more of
an (chuckles) ethical decision every day, what with the advent
of things like the Synclavier, the Linn Drum Computer and ail
that; because it allows you to do some stuff that’s pretty amaz-
ing without really doing it yourself. It’s a real interesting ques-
tion and I have no, well . .. feeling about it one way or the
other—I’m just trying to be in the middle of it. I mean, there’s
a certain power acoustic instruments have naturally, that no
electric instrument will ever have. But by combining electronic
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and acoustic instruments—with a certain amount of taste and
a real concern for balance—you can come up with a different
kind of sound that’s really happening.”

Such sensitivity continues to inform Metheny’s music right
up to the present, and after several years of intense touring,
and a number of creative side projects (including a solo album,
New Chatauqua, the 80/81 sessions with Jack DeJohnette and
Charlie Haden, and a tour with tenor legend Sonny Rollins),
Metheny and Mays have further refined their approach wish
the addition of Brazilian percussion master Na Na Vasconce-
los, further blurring the distinctions between acoustic and elec-
tronic approaches on As Falls Wichita, So Falls Wichita Falls,
and their most recent release, Off Ramp. From the banshee
alto wailing of his guitar synthesizer on the title tune, to the
James Taylor-like affection of “Eighteen,” this is a charming
consolidation of everything Metheny’s been working on for
five years, and his most electronic album to date. ‘“You know,
there were a lot of things that went down under the name of
synthesizers that left a very bad taste in people’s mouths—
mine included. And also, for a long time, synthesizers didn’t
sound that good. They had to figure out how to process them
correctly, and what to do to make them sound a litle bit
more . . . I don’t want to say natural, because they still don’t
sound natural, but to make them a little easier to listen to, be-
cause electronic sounds can be very hard on the ears. But the
people who make synthesizers have made tremendous pro-
gress, and there are a few instruments now that are really re-
markable sounding, like the Synclavier.

“The thing about Off Ramp that I'm most happy with is
that in some ways—to me—it’s the first real use of synthesizers
in an improvised setting that seems to make sense. The Roland
Guitar Synthesizer has a very nice vocal quality, and it’s been a
real trip for me to learn how to play it, like starting over on a
lot of levels, but a lot of things I've been working on for years
translated immediately, especially the phrasing aspect. It’s also
been nice for me because I've always been a tenor player, and
now I can play soprano. I can get into that upper octave that I
always kind of heard up there, anyway—I kept banging my
hand in the cutaway of my ES-175 trying to get up there
(laughter), so that’s nice. It’s not so much a technical adjust-
ment as a psychological one, and the light, legato touch I've
always had turns out to be ideally suited for this instrument. A
lot of guitar things don’t work, but I find that if I think like a
horn player—which I've always tried to do anyway—intro-
ducing that breath element whenever possible, then you have a
lot more power than you’d have on a regular electric guitar.
You still have to sweeten the sound up a bit with some echo. I
mean, I love echo. I love it almost as much as Nancy, so there’s
echo on everything.”

Metheny also has an abiding love for growth, which ac-
counts for his ever-increasing popularity and the frequent invi-
tations he receives to collaborate with musicians as diverse as
Police guitarist Andy Summers and Indian violinist L. Shan-
kar, with whom he did recordings this past spring. His philoso-
phy of maturity extends to the advice he offers young players.

*“There’s an incredible legacy left to anybody who’s thinking
about improvising that I feel you can’t ignore; and in fact, you
have an obligation to learn about it—in depth. If you're 14 or
15 years old, and you’re just starting to improvise and get in-
terested in improvised music, you've got a lot of homework to
do, you know. And I've always been of the opinion that no-
body is going to make a step forward without a real careful
look back. At least not any substantial steps.” —Chip Stern

Al Duffy

Pearl Extender Series:Evolving The
Tonality Of Rock Drumming

ften a musician’s perception of an instrument’s worth is

influenced by the application he (or she) intends it for.
Drummers are notoriously finicky about the design and tuning
of their kits, because what's good for a jazz player might be
inappropriate for a rocker; and what sounds good in the studio
might not make it on stage. Talking with Pearl’s Al Duffy
(their #1 man in R&D and quality control, renowned among
top percussionists for inventing the chain bass drum pedal and
perfecting several custom drum designs), offers valuable in-
sight into the considerations that go into the making of a great
drum, and the subjective value judgements that each percus
sionist must make in determining what sound signature will
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best serve their needs.

“The snare drum is the heart of the drum kit,” Duffy ob-
serves, “and the most touchy of all the percussion instruments,
with the possible exception of the tympani, which is the epit-
ome of a percussion instrument—it’s the king of beasts, and a
whole different ball of wax altogether. But as far as drum set
playing and legitimate percussion work, the snare drum is very
important. And you're always looking for a snare drum that
will give you the ultimate sensitivity and maximum power. So
everyone spends a lot of time tuning snare drums, building
them in different ways, and trying to dope out some new or
revolutionary thing to help them achieve what they’re looking
for. Tone quality 1s very important, too, but in the legitimate
field, a percussionist wants a snare on which he can start the
Ravel Bolero at a whisper at the drum’s edge, and finish up
dead center using maximum power without having to shift
from snare to snare and without any changes in timbre.

*“Now the contemporary combo/rock and roll snare drum is
a different story altogether. They’re looking for power of
course, and some people are looking for a longer sound, which
is kind of a contradiction, because a snare drum is essentially a
short sounding instrument by the very nature of the beast. But
the sound of the snare drum has been changing over the years,
and that’s why I developed the Extender series of drums and
snares for Pearl.

*“I"d been working on the Extender principle for many years
before I came to Pearl. I said to myself, this works on tympani,
this extended collar, an oversized collar, so it should certainly
work on tom-toms. And it did. So I built myself a set which I
used for a long time working around New York. And at that
time I built myself a snare drum using the Extender feature
and it was terrible, perfectly awful sounding. But at that time
the whole concept of snare drum sound was totally different.
The pitch was higher and, of course, the short, crisp, clean
sound was in vogue.

“All this was before the evolution in drum sounds and appli-
cations. When I put this Extender snare drum together for
Pearl a year-and-a-half ago, it occurred to me that the concept
of sound had changed, and now I thought it’d work, and sure
enough it did. The idea is to get maximum stick response, but
with a low-pitched, wet sound that the kids are looking for. We
developed a higher hoop so that you could achieve rim shots,
and built in as much resonance as possible into the shell.

“Now the Extender not only extends the head over the shell
as the name implies, but extends the optimum pitch range over
a given diameter; usually with a drum the pitch is within a very
small parameter of maybe a major second or a minor third but
no more than that. Any pitch above or below that doesn’t
sound good—it’s either sloppy and loose or choked from being
overtightened. But with the Extender the optimum pitch range
is extended to about a perfect fifth, which gives you wider tun-
ing possibilities. Now, my intention is that once you’ve
achieved the pitch you want, if you don’t want the amount of
resonance that’s in the drum, well, okay—tape ’em up.”

— Chip Stern

Bill Cuomo

“Sometimes When You Find The Sound
You Find The Concept, Too”

“M ost of the work I do is overdubbing,” says synthe-
sizer wizard Bill Cuomo. “People bring me in
when their tracks are almost finished and they’re missing
something or something needs to be fixed or because they’re
looking for some extra spark. You know, ‘We need more
green,’ or ‘There aren’t enough clouds.’

**Some producers are musical and some are not. The ones
who are players will tell me what type of tone they want; they
want it thin or they want it high or they want pads instead of
unison notes—things like that.

*“The other kind of producer will say ‘Well, I just... uh
... well, you know what to do,’ and drop it in my lap.”

Cuomo was in on the recording of Kim Carnes’ Mistaken
Identity from the beginning because producer Val Garay want-
ed to do as much of the record /ive as possible. “There’s an
excitement you get when you do it live that you just can’t get
from overdubbing,” Cuomo explained. “When you make a rec-
ord you cut the track with a work vocal, and everybody’s there
going ‘God, that sounds great.” Then when you come back at

the end of the project and put on your mixing tux, a lot of the
sparkle has gone out of it because everybody’s heard it so many
times that they start changing things just out of a desire for
newness.”

“Bette Davis Eyes,” the Grammy award winning record for
which Cuomo is credited as the arranger, was a rough mix.
“When we recorded it, Kim did a reference vocal,” says
Cuomo. “The second engineer rolled off a rough mix and
saved it, and when we came back to mix the album we listened
to that tape and nobody wanted to change a thing.”

Cuomo points out that “Bette Davis Eyes” went through
many changes before that “magic take” could happen. “The
demo sounded like ‘Twist and Shout,’ ” he says. “I got to tell
you, it sounded like shit. I didn’t want to be the one to say it,
but I finally stopped the band and said *This really sounds dat-
ed. I think it needs something different to make it sound more
’80s-—some kind of riff.’ »

He played around for a while until he came up with an ar-
peggiated chord pattern, then he, Carnes and Garay re-built
the song from there, adding the other instruments one at a
time. “The lyrical idea is really mysterious, and for a tune to
make sense, the music has to agree with the lyrics. I wanted to
make ‘Bette Davis Eyes’ really dark. Not so many open major
chords to give it away. There are a lot of open I-Vs on that

Tecord—that’s what really sets up the attitude of the song.

“Once the lick was established, the whole concept was there
for everybody to work with. Everybody got excited and played
the shit out of it. Craig Krampf came up with the ‘trash drum’
sound on his Synare—everybody picked up the ball and ran
with it!”

Though it sounds rather like a guitar played through a
chorus, the arpeggiated chord riff that opens ‘“Bette Davis
Eyes” is played by Cuomo on his Prophet 5. “The great thing
about synthesizers is getting a sound to go with the notes
you’re playing. Sometimes when you find the sound you find
the concept, t00.” Cuomo lowered the overall pitch of the
Prophet 5 from A-440 to around A-437, then used the detune
control to set the second oscillator of each voice to around A-
444. He then added a touch of resonance to the filter “to give it
a little whaow. The oscillators were spread about as far as you
could get them. They were beating against each other, but the
resultant pitch was right around A-440. That’s why it sort of
sounds like a 12-string guitar.

*“Using a synthesizer frees you up to create just about any
mood you want. You can paint with it. You can blend in and
add really nice icing to a song without intruding and changing
the feel.”

Cuomo recently added an Oberheim OBX-A to his synthe-
sizer set-up. “I'm really into using the Prophet S and the OBX-
A together because they complement each other. For soloing,
you can really cop inflections with the Joysticks on the Ober-
heim. Keyboardists are all frustrated guitarists, you know.
We’ve always been confined to semi-tones and are just dying
for that fluid concept that’s so nice about the guitar.”

— David Gans

BILLY VERA'S
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Board and bed in L.A.

Billy Vera

BILLY VERA

Brand new music for a
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Tom Scholz

«] Want It To Sound Like Real Life,
That’s The Whole Object.”

T om Scholz is a real rock and roll tweak, a diligent perfec-
tionist whose consuming passions are engineering and
music. Scholz’s torrid guitar playing (with its surreal, larger-
than-life feedback and sustain), hook-laden songs and pains-
taking production techniques resulted in the album Boston
after seven years of work. As a group, Boston set new stan-
dards for the arena rock genre, but clearly, it was Scholz’s
wide-ranging vision and expertise that accounted for their un-
precedented multi-platinum debut success. The dilemma for
Scholz and Boston is that their new albums come around about
as often as Halley’s Comet. By the time Boston’s second al-
bum, Don’t Look Back, emerged, their popularity had peaked,
and the record only sold 4,000,000 copies. Some problem, huh?

“There’s no doubt about it,”” Scholz said, sitting in the of-
fices of Scholz Research & Development, “that the record
company would like me to do a record every six months. Un-
fortunately, if I did that I’d sound like all the rest of their art-
ists. What I’m trying to do is an album every few years that I
can be real happy with. I mean, that’s about the most they can
hope for. If I'm happy with it then there’s a reasonably good
chance that someone else will be, too.”

If it ever comes out. Boston’s next, tentatively entitled Third
Stage, was originally projected for the summer of 81, yet here
it is almost the summer of '82 and still Scholz slaves away in
his home studio, his skin becoming paler and paler from lack
of sunlight. Is it soup yet, Tom?

“Well, I’m getting pretty anxious to finish this damn record,
and believe me, I've been working on this album in earnest for

Understanding

Technology
Series

The Anatomy
Of A Great Amp

over two years. It's a monumental project, that’s the only way
to describe it. Nobody can understand why it’s taking so long,
and it’s very frustrating because the songwriting takes an enor-
mous amount of time. For every song that’s actually written
and done and gets on the record, I probably throw away about
another 50 ideas of some sort. On the first album, I figured it
out once; every minute of music on that represents about 300
hours of work in a studio or a practice room. I just don’t see
any reason to try and pump something out that isn’t up to par.
I want it to sound like rea! life, like you’re out there doin’ it on-
stage in some huge arena—that’s the object.”

All this attention to details can be wearing on the nerves,
and Scholz has programmed in diversions in his regimen to
keep his brain functioning. I spend about ten or fifteen hours
a week working on other stuff, designing gizmos, and just gen-
erally daydreaming. You just can’t stay in some dark studio
until three in the morning, then pop out of bed and get right
back into that dark studio. If I did that I wouldn’t have the
ability to even recognize a good song.”

Which is where Scholz Research & Design comes in. “It
gives me a chance to get away from itall a couple of hours each
day. I'll come in here, and instead of thinking about work I
start spacing on these contraptions.”

Among the most practical and popular of Scholz’s contrap-
tions is his Power Soak. “It’s simply an attenuating box that
cuts down the power before it gets to your speakers. It does
that because it converts perfectly good power into heat (laugh-
ter). As simple as that. In the process you get to run your amp
into its natural distortion range, and the sound you get is the
sound of your output stage overdriving, as opposed to your
typical master volume thing. You can set up your amp to
where you want it to sound good, ignore everything else about
the volume and so forth, and set the Power Soak at the volume
level you want—so it ends up acting as your final volume con-
trol. What's inside is just a big collection of power resistors all
hooked up in such a way that when you switch it through its

various settings it won’t mismatch
the impedance with your amp. You
simply interface the Power Soak be-
tween your speaker and the output
stage of your amp. I developed it
because it was impossible for me to
turn up my amp where I needed to
for the proper amount of overdrive;
at times, things were so loud, I
couldn’t hear the tracks in my
phones, and I had no idea what my
guitar was sounding like on the
tape. Then when it came to playing
onstage, the Power Soak enabled us
to get a big sound without so much
noise that we couldn’t hear each
other, and a lot of bleed into every-
body’s mics.

“I’ll change the gain to fit the sit-
uation. Sometimes I'll just crank
the amp all the way to ten, absolute-
ly run it into distortion, and there’ll
be so much gain and feedback that
if you take your hand off the guitar
it'll go crazy. But generally in the
studio, if I want to record a real
heavyhanded guitar solo, I'll mic
the amp real close, and keep the
Power Soak real low, say, at the
third notch. So every time you turn
the Power Soak down a notch,
you’re halving the power output—
the guitar’ll be wailing, but the vol-
ume isn’t ear splitting.”

So if the Power Soak (only
$99.50, by the way) is the key to the
Boston sound signature on the first
two albums, a brand new device
Scholz calls the Rockman is the key
to the sound of some songs on the
next release. “I was just sick and
tired of hassling and wasting time in
the studio trying to get a good gui-
tar sound; you know, the amp is
probably the least important link in
the whole chain, and after all the
fiddling and knob turning I might
still not get a sound I liked. So I
block diagrammed this thing, and
filled it with about a million ICs to
give me all these stages of distortion
and compression (and a few things
that aren’t even out on the market).
So what I’'ve got now, in perfectly
balanced stereo, is a chamber-type
echo, doubled guitar sound. So you
can get either a high-energy, high
sustain rock and roll sound, or a su-
per-clean sustain with punch and
balls but no dirt or grunge. You can
just plug it direct into the board or
direct into the P.A.—forget the
amp!

“I'm really excited about the
Rockman. But I'm probably going
to take so much shit for having this
gadget come out at the same time or
before the record, that I'm wonder-
ing if I should keep it a secret. A lot
of people have the wrong impres-
sion of this whole thing and the way
I work. But I don’t care. My second
love is engineering. I’ve been in-
volved in building stuff all my life,
and P’ll probably always be doing
that and playing music, too. So I
don’t care what people might think.
But if you’ll excuse me, could we
continue this talk again some other
time, because I've got to get back to
the studio now.” —Chip Stern




THE RECORD / JUNE 1982

19

Hi-Fi Without Fear

By Chip Stern

ou
wouldn’t
even be
reading
this if you
didn’t love
music. Music
is one of the big-
gest parts of our
lifestyle,buthow
many of us,
left to our own devices, could put
together a good component sys-
tem—or would even care to for that
matter. A good audio system can
open up worlds of sound that here-
tofore might have been hidden from
us; instruments and parts we never
knew existed, even after repeated
listenings.

The path to good music repro-
duction isn’t as impenetrable a ritu-
al as it seems. Yet it’s a fact that the
mere idea of buying audio equip-
ment is intimidating; and how
many would be as psyched out by
the notion of purchasing a televi-
sion or even a car?

The problem is that, to be cold-
blooded about it, the average listen-
er doesn’t have much of a concept.
But don’t feel too bad, because au-
dio dealers and the audio industry
haven’t really done a very effective
Job of delineating a clear-cut image.
We’re way past the days of dragon-
toothed tone arms, and $700 worth
of fruitwood entombing $100 worth
of electronics, yet the popular con-
sciousness and conception of audio
is still emerging from the ice age,
when “stereo” components stood
side by side with Maytags, Frigi-
daires and Hoovers. In just the past
five years, the level of technology in
consumer audio (not to mention
video and computers) has made a
quantum leap forward, and the
quality of an average low to mid-
priced system has increased dra-
matically, offering first-time buyers
features and performance that
would have been prohibitively ex-
pensive a short time ago.

In short, the range of product we
have to choose from has never been
better, and it's less and less likely
that the equipment we purchase
will be out-and-out junk. It is, how-
ever, quite possible (probable, in
fact) to randomly piece together a
system that you plain don't enjoy.
The whole art of assembling a truly
ideal system is in matching the
components, and understanding the
trade-offs and compromises neces-
sary in light of budget limitations,
listening environment, and subjec-
tive assessments; in realizing that a
system is only as good as its weakest
link (and comprehending how one
component can compensate for the
relative weakness of another); and
most importantly, in learning how
to listen. Listening. This is generally
where people get hung up in the
mystique of audio, because instead
of using their ears to make a consid-
ered judgment, they get bogged
down in numbers jargon.

This is not to suggest that “specs”
are meaningless; but the point of
this section is to take a slightly dif-
ferent tack than the usual test bench
approach. Because when you’re
talking about specs, you’re dealing
with measurements arrived at
through the use of calibrated signals
and test tones—not music. If you
were to view a typical piece of music
through an oscilloscope, you'd see
that it’s an incredibly complex series
of waveforms and sudden peaks.
Specs refer to controlled measure-
ments made under ideal circum-
stances, and they give us an idea of
the performance parameters of a
particular piece of equipment; but
they don’t tell the whole story—
they don’t tell you how something
sounds, or why components with
similar specs might sound radically
different. Ideally the test bench
should be used to confirm what the
ears perceive, and not the other way
around.

Hi-Fi Without Fear will give you
clues about what to listen for; refer-
ence points for your ears. Not the
way audio components measure,

but the way they sound—the way
they play music. This means dis-
cussing concepts in stereo, concepts
in components and how to get the
best match for your money. And
where to spend your money—how
to determine what your priorities

good deal of distortion in high ener-
gy rock, and by the time the music
comes through the recording pro-
cess, the vocals and instruments
have been subjected to so much
compression, limiting and signal
processing it doesn’t much matter

4313s; because the people produc-
ing records have to make assump-
tions as to how the typical listener is
going to hear their music. So the
Auratones are there as a reference
point for systems that only have a
single transducer, such as car radi-
os, while the JBLs represent a
mean, a typical home speaker, ad-
dressing the listening tastes of a
typical record buyer.

But if in addition to rock, you lis-
ten to acoustic music or music with

“People get hung up in the mystique of audio, because
instead of using their ears to make a considered judge-
ment, they get bogged down in numbers jargon.”

are. In other words, how critical a
listener are you? How much music
do you listen to? Specifically, how
much /ive music do you hear, be-
cause that’s the standard by which
to judge true music reproduction—
live music gives you reference
points for how musical instruments
actually sound. Now if all you ever
listen to is high energy rock and
roll, these reference points aren’t so
critical, because the main thing
you’ll want from your audio system
is powerful bass, screaming highs
and maximum volume; there’s a

what you listen to it on, because it’ll
sound relatively the same—then it’s
Just a question of what frequencies
you want emphasized and how loud
you intend to blast things.

We’re not putting down rock, of
course, just trying to give you some
perspective. Because an awful lot of
the music being produced today is
processed to sound good to the av-
erage listener on an average piece of
equipment. Not good or bad, but
typical. This is why you’ll see so
many top recording studios
equipped with Auratones and JBL

a lot of vocals and midrange infor-
mation, then your choice of equip-
ment, particularly speakers and
cartridges (your transducers), be-
comes much more critical: these
transducers will alter the sound and
image of recorded music just as pro-
foundly as a mixing console. Sub-
jective judgments notwithstanding,
the sonic accuracy of your system
now becomes a much more critical
factor.

This being the case, you have to
figure out what part of the system is
most important to you. That is to

say, are you going to buy a system
and live with it steadfastly fothe
next ten years? Then you should
consider very carefully what your
favorite speaker is in a particular
price range. Maybe you can see
yourself making some adjustments
in the system as your ears become
more educated, perhaps stepping up
to a better pair of speakers. If so,
then you’ll have to think carefully
about future power requirements,
because you might be interested in
speakers that need a good deal of
wattage just to reach the sound
pressure levels of your current rig,
and if you move to a larger space,
well, what sounded full and rich in
your old room, might sound thin
and distant because there isn’t
enough power to project and fill the
room with music.

So there are a lot of questions to
ask before you set foot in an audio
listening room or consider buying a
system. This is why it’s important
to understand the range and limita-
tions of your source—the rec-
ord itself. Next time out we’ll ex-
plore the path from recording and
mixing to the mastering and cutting
process, because whether your sys-
tem ends up costing $400 or
$80,000, the source has more to do
with how your system will sound
than any single component.

LOGEX

Professional
no-hassle
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Since any recording task worth doing is worth
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right tools. You need a professional console
which gives you flexible control over the sound,
designed with the logical simplicity that gets
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The “New Breed” Logex Series consoles

represent a departure from other approaches
by providing clean, professional sound that
reflects the straightforward philosophy of
signal flow found in Sound Workshop’s larger,
world-class consoles.

A step-up from imported units compromising
professional quality for price and cosmetics,
Logex is a sensible step-down from complex
and high-priced consoles. Its design intelli-
gence is revealed in a clean, uncluttered layout

with color-coded graphics. Logex is available
in two mainframe sizes for 8 or 16-track re-
cording. All of the important functions are
concentrated into one “human-engineered”

design.
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for those who want professional quality
without the hassle.
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The ‘Lost Soul’ Series:
Diamonds In the Rough

[ % 14

Lost Soul, Volumes 1-3

Various Artists
Epic

By Vince Aletti

ike Lenny Kaye’s legendary
Nuggets album, Lost Soul is an

intriguing, left field reissue project
with an idiosyncratic point of view
and the conviction that not all pop
music history is made on the Hot
100. The thirty songs on these three
albums are for the most part ob-
scure singles by little-known or only
fitfully famous performers—artists
like Jackie Moore, Bobby Womack,
Gwen McCrae, Howard Tate,

Brenda & the Tabulations, Laura |

Lee, Z.Z. Hill, Joe Tex, and Betty
LaVette. Released on CBS labels
between 1961 and 1978, with the
bulk concentrated in the mid-Sev-
enties, these songs had at best only
minor commercial success, often

because they were hopelessly out of |

step with the trendy sound of the
moment. But set free of that mo-
ment, given both historical weight
(if only as eccentric footnotes) and

THE RECORD / JUNE 1982

timelessness by their inclusion here, |

many of these singles revive with re-
markable vitality and charm.

If there is a unifying style to this
quirky selection, it is a decidedly
traditional one: the predominant in-
fluence is Southern, Stax/Volt
R&B, basic and bluesy, with only a
few examples of the glossy, orches-
trated, urban soul sound more typi-
cal of the period. By choosing
material in this conservative mold,
compiler Joe McEwen (the liner
note’s Mr. C) seems almost perverse-
ly anti-modern (certainly anti-dis-
co—only the Philly Devotions’ “I
Just Can’t Say Goodbye™ hints at
the style that dominated black mu-
sic during these years). A lot of
these cuts sounded reactionary at
the time of their release; some still
do—there’s a stubborn closed-in
quality that nearly paralyzes several
tracks. But the majority of the se-
lections avoid that anachronistic
trap by utterly transcending their
period, and the best are resilient, in-
sinuating, vivid: minor classics,
rough diamonds.

A number of these gems are inev-
itable: Howard Tate’s “Ain’t Got
Nobody To Give It To,” Lou Court-
ney’s “What Do You Want Me To
Do,” Laura Lee's “I Need It (Just

As Bad As You),” and “Give It Up |

(Turn It Loose)” by Tyrone Da-

|

i

vis—all marvelous, expressive rec-
ords, their warmth undiminished
(though Davis sounds a bit stiff in
this company). But the real delights
here are the unexpected ones—a
few genuine rediscoveries and reve-
lations. Among them: *“See About
Me” by Don Covay & the Good-
timers, the oldest cut here, dated
but wonderfully evocative, echoing
the Shirelles and the Drifters; the
Staple Singers’ measured gospel
version of “Crying in the Chapel”
with Mavis Staples in the lead; Z.Z.
Hill’s tribute to motel room adul-
tery, “Love Is So Good When
You’re Stealing It,” done with the
perfect Johnny Taylor ache in his
voice; Gwen McCrae’s Ann Pee-
bles-style performance, tart and to
the point, on “I'm Losing the Feel-
ing”; and the dramatically (some-
times  hysterically)  overstated
interpretation of *“That’s How
Strong My Love Is” by a woman
named Mattie Moultrie (that’s her
smirking on the cover of volume 3).
The standout, though, and the most
modern cut here, is Jackie Moore’s
extraordinary “Personally,” a sup-
ple, syncopated Paul Kelly song she
delivers with such seductive, easy
grace it’s all but impossible to resist.

For archaeologists of black mu-
sic, nothing is more satisfying than
digging into a mountain of 435s and

THE OVATION CUTAWAY: REACH FOR IT.

Voted “Best Jazz Guitarist” for
the last five years by the
readers of Guitar Player Mag-
azine, Al DiMeola continues to
take his music to new and ex-
citing places. And wherever Al
goes, he takes Ovation.
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Cutaway Roundbacks. Four
models take your music to new

places ...

allowing free ac-

cess to the upper frets for ex-
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Hear Al DiMeola
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album, “Electric
Rendezvous” on
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Ovation Instruments, Inc., A Kaman Company
Blue Hilis Avenue Ext., Bloomfield, CT 06002

coming up with a great, obscure
record. Lost Soul retrieves three
volumes of them—some great,
some merely obscure—and, though
one might argue with the selection
(only one Laura Lee? no Eloise
Laws, Linda Hopkins or Manhat-
tans?), the riches are too abundant
for any soul fan to ignore.

Tap City
For Dave
Edmunds

DE7
Dave Edmunds
Columbia

By Wayne King

Ithough D E7 is Dave Ed-

munds’ first full-fledged effort
done without the Rockpile imprint
since 1977's Ger 11, his obsession
with all the vital forms—country,
rockabilly, Chuck Berry—of pre-
Beatles American rock 'n’ roll con-
tinues unabated

Like his other records, D E7
opens with a bang: **From Small
Things (Big Things One Day
Come),” a composition penned by
one B. Springsteen. Seems that the
Boss, having recorded and discard-
ed the number during sessions for
The River, handed it to Dave when
touring Britain last year. And he
couldn’t have been wiser in choos-
ing the right man to cover the song.
“From Small Things” gathers all its
disparate elements—Berry-style
lyrics, rockabilly singing, punchy
horn section and pounding barrel-
house piano—to kick up a storm, a
sound and fury that, like the best
rock 'n’ roll, signifies everything.
This powerhouse rendition, aided
by its position as track one, side one
and the magic of Springsteen’s
name, could give Edmunds his first
solid FM hit. It’s too bad that much
of the LP comes off as tepid in
comparison.

The problem with D' E7 is one of
repetition. When Edmunds is
touching up his renowned canvas of
sound with new musical shades,
such as the uncredited accordion
(old buddy Bob Andrews?) that em-
bellishes *‘Louisiana Man”’ and
“Bail You Out,” the record is in-
triguing. When he’s giving us the
same old song with a new title (such
as *“Paula Meet Jeanne” or “Other
Guys Girls’’) I begin to wonder
whether the label, reading *“Dave
Edmunds Productions Limited,” is
credit or confession. No one can ar-
gue that his mixture of various rock
styles isn’t epic, at times heroic, but
it’s not often illuminating. What’s
disappointing about D E7 is that,
just when Edmunds hits you with a
tune that shows sparks being struck,
he falls back into mere revivalism.
This is nowhere better demonstrated
than with the two closing numbers.

“One More Night” is a revela-
tion, the first time Edmunds has
presented that beautifully soaring
voice of his alone, with no accom-
paniment save piano. No cast-of-
thousands Spectorian chorale
battling with a heavily-echoed vocal
this time, just a breathtaking per-
formance that fills you with the
power of the song and its singer.
Why he then follows it with another
capable but perfunctory run-
through of Chuck Berry—*Dear
Dad” this time around, a post-pris-
on release from 1965 that deserves
its obscurity—is a mystery. Instead
of ending D E7 on a high note, he
allows the record to fade o1 a
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throwaway. Get It, the blueprint for
all his solo efforts and still his most
satisfying one, had the same diffi-
culty when a precise imitation of
Sun-era Elvis blunted the impact of
the classic *‘Little Darlin’.”” The
fact that Dave Edmunds stiil has
such problems means that perhaps
some outside thinking is necessary
to light that spark in him, and to
keep it going before it’s extin-
guished for good.
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Love Me Tender
MCA

16 Original Big Hits
B.B. King

Fantasy

By Chip Stern

fter last year's rollicking There

Must Be A Betier World Some-
where's, Love Me Tender is a sur-
prising about-face. B.B. King has
gone from the barrelhouse to the
boudoir in a single bound with an
album designed to compete with El-
vis Presley and Kenny Rogers on
their own turf; and while it won’t
make anybody throw away their
Ray Charles records, it ought to
further King’s stature as a pop star
and singer.

The mix of Love Me Tender is
just that: reverberant, nostalgic, full
of pregnant pauses. It reflects in
part the strategies of producer
Stewart Levine; the blue-eyed gos-
pel feeling of the Nashville session
players, strings and background
singers; and a back-door appropria-
tion of the Stuff sound (which, in
the person of Eric Gale, is certainly
a long nod to B.B.). The Pomus-Re-
bennak song, “A World I Never
Made,” is an appropriately ironic
epilogue by a black man to the
country genre that is supposedly a
white man’s turf. But King cuts
through such nonsense, and his
held tones and melisma point up
the connections between black and
white musical roots and cultural/
social longing.

In short, Love Me Tender works
as the pop-country-r&b combina-
tion it set out'to achieve. Those
looking for a shot of the blues are
advised to traipse down memory
lane and into the Fantasy/Mile-
stone vaults for a listen to B.B.
King’s Sixteen Original Big Hits, a
superb collection. King’s primal pe-
riod was a unique synthesis of down
home and big city blues: the yearn-
ing, twisted cries and hollers that
conclude “Sweet Sixteen” take one
all the way back to the Mississippi
delta—an incredible performance.
On the other hand, “Bad Luck”
and “Three O'Clock Blues” pro-
phesize the coming of rock in the
barking distortion of the guitar
sound, while **You Upset Me
Baby” reflects the jazz influence of
Charlie Christian and Django Rein-
hardt in its jagged, linear flow.

Still, as pungent as King’s guitar
work is throughout (and the melan-
choly opening tears of *“My Own
Fault Darlin’ ” says it all), it is the
emotional range of his vocals which
dominates this collection, offering
an enlightening contrast to the ma-
ture, assured lover’s tenor of Love
Me Tender. The sound of young
B.B.’s voice was alternatingly
knowing and naive in its sensual
declamations. They set up the
bursting tension and anticipation
which can only find fruition and re-
lease in his confessional guitar
breaks; even more: interesting are
the examples of B.B.’s singing be-
fore he’d quite found his own high,
pinched plea—the influence of Roy
Brown is keenly felt.

The man’s a blues singer alright,
and if the laments and exultation of
“Ten Long Years,” “Sweet Little

Angel” and “You're Breaking My
Heart” prove anything, it’s that
while the blues can be learned, they
be better when they’re earned.

The Name of This
Band Is Talking Heads
Talking Heads

Warner Bros.

By Roy Trakin

ew York’s downtown avant-
funk darlings trace their own
roots chronologically over the last
five years in this double-live LP. As
with all enterprises of this sort, the
enjoyment is in the recollection.
Leader David Byrne has been a
list-maker since his art-school days,
so it’s no surprise The Name of This

Band . . . reflects an intellectual un-
derstanding of the way his group
has developed from a primitive,
near-acoustic trio that struggled to
make rhythmic and melodic sense
of its material to a confidently
funky, nine-member soul com-
mune.

Unfortunately, this two-record
set doesn’t take us back to those
seminal CBGBs days, but instead
starts with the already-accom-
plished group which recorded its
*77 debut. The Heads were consid-
erably bolstered then by the addi-
tion of keyboardist/guitarist Jerry
Harrison, the erstwhile Modern
Lover who added musical flesh
onto the skin-and-bones of Byrne
and his husband-wife rhythm team,
drummer Chris Frantz and bassist
Tina Weymouth (now the Tom
Tom Club). The songs selected by
Byrne betray his own ideas about
the Heads’ historical significance in
the new wave scheme of things—
“New Feeling,” “A Clean Break,”
“Don’t Worry About the Govern-
ment”—as well as his own personal
reaction to pop success— ‘‘Pulled
Up,”” ‘‘Artists Only,”” *‘Stay
Hungry,”” *“‘Memories (Can’t
Wait).”

The Talking Heads were the
white middle-class once again
claiming pop music for its own,

with a self-conciousness consistent-
ly undercut by ecstatic silliness, as
when Byrne squawks like a decapi-
tated chicken in *“Psycho-Killer,”
turning the song’s malevolent con-
notations on their head, raising its
tongue-in-cheek repression into a
rockin’ catharsis. And, when things
threaten to get too arty, as on the
incipient Eno drones of *‘Stay
Hungry,” some Doors-like key-
boards filter through to ground the
archness in the verities of *60s pop,
the Talking Heads way of deflating
their own pretensions.

The newer numbers, representing
the tour of *80 -’81 and the Heads’
experimentation with African tribal
rhythms, sound even better in this
looser, more improvisatory setting
than they did on last year’s Remain
In Light. Like a stage show com-
mitted to film, the material is
opened up, as the spontaneity re-
quired by the percussive riffing is
given its full scope.

The Name of This Band Is Talk-
ing Heads merely affirms what
most afficionados had suspected all
along. All those extra musicians
only added layers onto what was a
pretty natural, razor-sharp rhythm
to begin with. This most progres-
sive of all punk bands can’t get
much better; from now on, they can
only get bigger.

Diamond

Spandau Ballet
Chrysalis

By Nick Burton

Ithough Spandau Ballet’s rath-

er plodding album, Journeys
To Glory, makes Diamond seem vi-
brant by comparison, there’s no get-
ting around this LP’s dry,
humorless viewpoint. More than
anything else, the band now seems
concerned with fashion, with pos-
ing, with rote reproductions of
styles of music that were too me-
chanical to begin with.

Diamond has apparently been de-
signed to display songwriter-guitar-
ist Gary Kemp’s versatility. The
first side is comprised of four disco/
funk songs with an arty European
flavor. Yet only “Instinction” has
any life, while *“Chant No. 1,”
“Paint Me Down" and *‘Coffee
Club” are remarkably stillborn, de-
spite Kemp’s ‘‘dance record”
intentions.

Side two displays Kemp’s *“New
Romantic” stance, again to no
avail. “Pharaoh” and ‘“Missionary”
are interesting as sort of de-synthe-
sized Ultravox songs. Regardless of
Kemp’s best efforts, all the tracks
on Diamond suffer from emotion-
less execution.

© 1982 PolyGram Records, Inc.

Manutactured and Marketed by

PolyGram Records™
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C’mon, Let’s Go
Randy and the Rainbows

Love Needs
The Harptones

Here We Are
Eugene Pitt & the Jive Five

There’s A Moon Out Again
The Capris

Crazy For You
The Mystics

Ambient Sound

By David McGee
ecause doo-wopp singers seem
to improve with age, it’s fitting
that the Ambient Sound series—re-

corded in “Natural Stereo” (what-
ever that is) in a decidedly declassé
studio in Queens, New York—be
devoted not to reissuing old sides
(although that too would be a noble
venture), but to capturing in the
here and now some of the genre’s
finest artists. Three of the five al-
bums in this release offer a broad
overview of distinctive approaches
to doo-wopp; one is intermittently
interesting; and another—the Mys-
tics’ album—is of little import. The
Mystics were one-hit wonders in
1959 with a Doc Pomus-Mort Shu-
man song called “Hush-A-Bye";
though they've remained active on
the circuit, their performances now
lack passion.

Like the Mystics, the Capris had
only one major hit, 1961’s “There’s
A Moon Out Tonight.” Two of the
original group members have de-
parted, but one has been replaced
by Tommy Ferrara, who once sang
bass with the Del-Satins, a group
that backed Dion on his first post-
Belmonts sides. The most impor-
tant member is still around,
however, and his are the best mo-
ments on the record. Nick Santa-
maria, lead singer and composer of
“There’s A Moon Out Tonight,”
remains a convincing Italian croon-
er with an easy swagger in his voice
that’s at once arrogant and vulnera-

ble. The title song is merely a re-
write of the group’s hit, but
Santamaria’s passion is convincing
nonetheless. By the same token, he
hits falsetto notes on ““To Be
Loved” that are breathtaking. Un-
fortunately, these splendid perfor-
mances are offset by some rather
bland material; and a pathetic,
wimpy interpretation of John
Lennon’s ‘“‘Imagine’’ tends to
grate on one’s nerves beyond all
reason.

On the other hand, albums by
Randy and the Rainbows, the
Harptones and the Jive Five are all
worthy efforts, despite some flaws.

“Denise” (1963), was translated to
French by Blondie on Plastic Let-
ters. Appropriately, the Rainbows
return the favor by offering yet an-
other “Denise” rewrite (the first
was in 1963, “Why Do Kids Grow
Up”) entitled “Debbie.” Lead sing-
er Dom “Randy” Safuto is a proto-
typical tenor lead, a la Dion, and
the group as a whole projects the
sort of enthusiasm that is the very
essence of doo-wopp's celebratory
side. It’s when the Rainbows slow
down that they have problems, as is
indicated by their sappy, turgid ren-
dition of “Weekend With You,” a
‘““Ten Commandments of Love”
clone.

Randy and the Rainbows’ one hit, .

If Randy and the Rainbows rep-
resent doo-wopp’s politics of joy,
then the Harptones, with one of the
genre’s legendary romantic lead vo-
calists in Willie Winfield, are the
quintessence of ballad-oriented
groups. Only Winfield and Raoul
Cita (songwriter and musical direc-
tor) remain from the aggregation
that cut two group harmony clas-
sics, “Sunday Kind of Love” (1953)
and “Life Is But A Dream” (1954).
But in Lowe Murray and Linda
Champion they have two excellent
vocalists whose sensitivity to Win-
field’s style is impressive. Love
Needs is simply one beautiful, con-
trolled performance after another.
Winfield is noted for careful diction
and the dignity of his approach to a
song, both evident on this outing.
Of special interest is “Love Needs
A Heart,”” written by Jackson
Browne, Valerie Carter and Lowell
George: if you're not familiar with
“Sunday Kind of Love,” there
could be no better demonstration
than this of the vocal command and
intuitive brilliance peculiar to Wil-
lie Winfield.

Eugene Pitt, the Jive Five’s lead
singer (and sole survivor of the orig-
inal quintet), is responsible for one
of doo-wopp’s most memorable per-
formances, on the group’s 1963
classic, “My True Story.” Pitt’s
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personal baritone has lost none of
its grit or subtlety; he probably un-
derstands a lyric better than any of
the singers here—he is, after all, in
a league with other doo-wopp leg-
ends such as Vito Picone and Poo-
kie Hudson—and uses this oppor-
tunity to flex those chops in
dramatic fashion. “Never Never
Lie” is a *“My True Story” update,
reuniting forevermore the boy and
the girl of the original tale. This one
lacks its forerunner’s O. Henry
twist, and Pitt is less the disinter-
ested observer than he putatively
was on that earlier record. “Never
Never Lie” is about the healing
power of love; Pitt’s vocal is so as-
sured that you can visualize him
shaking a fist at the world as he tes-
tifies, daring you to question the pu-
rity of his intentions. The other
songs feature similarly potent per-
formances, including a nice, low-
key reading of Becker and Fagen's
“Hey Nineteen.”

Ultimately, Pitt, Winfield, Safuto
and Santamaria lay their emotions
on the line when it counts most. If
you live outside of New York, New
Jersey or Philadelphia, you could
probably be talked into believing
that doo-wopp is dead. These rec-
ords are a convincing rebuttal to
that argument: the pure expression
of the human heart is a sound that
cannot be stilled.

| Pelican West
Haircut One Hundred

| Arista

By Nick Burton

Iready something of a sensa-

tion in the U.K., Haircut One
Hundred’s stateside debut—with its
odd but suprisingly effective mix of
funk, salsa, and pop—is a welcome
delight.

Pelican West's opening cut, “Fa-
vourite Shirts (Boy Meets Girl),”
sets the tone for the bulk of the LP:
funky, with a heavy emphasis on
Mark Iiford Fox's Latin percus-
sion, and appropriately choppy gui-
tar work from Heyward and
Graham Jones. Perhaps the band’s
best asset is sax man Phil Smith,
whose solid soloing and staccatto
brass drrangements give funk tunes
such as “Love’s Got Me In Trian-
gles” and “Calling Captain Au-
tumn” added punch.

The real gems here are Hey-
ward’s pop songs. *“Love Plus One”
(one of the bands top five UK. sin-
gles), “Fantastic Day” and *‘Sur-
prise Me Again” show Heyward’s
knack for melodic pop, and fit nice-
ly into the Haircut’s direction. Well
produced by Bob Sargeant (The En-
glish Beat), Pelican West is a fine
first album.
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Sound D’Afrique
Mango

By Chip Stern

his charming set of six different

African pop groups points to
the directions western rock and r&b
bands may soon find themselves ex-
ploring if they wish to continue
making creative dance music in the
1980s. Sound D’Afrique is as good a
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body talk record as you’re likely to
hear in 1982.

In searching for the roots of this
music, listeners may find them-
selves in a ‘‘chicken or the egg”
quandary. Clearly these musicians
from the Cameroun, the Ivory
Coast, Upper Volta, Zaire, Senegal
and the Congo (all former French
colonial possessions) weren’t im-
mune to influences from James
Brown, Jimi Hendrix and Sly
Stone. But then again, the prece-
dents for American popular musics
can be traced to the antiphonal call-
and-response and polyrhythmic
spendor of African folk music.

Unlike reggae, where the rhythm
is a lazy, behind-the-three beat af-
fair, with sultry shanking acompan-
iment, this African high life music
is more driven and propulsive, more
firmly planted on the one. In a cari-
cature of western electric guitars—
bent out of shape and lovingly dis-
torted like a Picasso painting—the
twin rhythm players bubble along
gaily in a pool of echo and reverb,
their kora-like percussive strums
and arpeggios falling in between the
cracks of the hustling soul beat
(anyone remember the Watusi?).
The chanting vocals (part French/
part African) just pop along like a
set of steel drums, probably the
most African element of this music.
Still, anybody who has ears for
Earth, Wind & Fire, the Police or
Bob Marley ought to catch on
quick. Sound D’Afrique is just too
joyous to be believed.
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Industry Standard
The Dregs

Arista

By Chip Stern

Ithough the Dregs are proba-

bly too smart and technically
proficient to ever qualify as a bona
fide Southern rock band, they are
clearly in a class by themselves as
far as instrumental rock is con-
cerned, and never have they better
delineated their collective vision as
on Industry Standard. Guitarist/
composer/producer Steve Morse’s
squealing, celebratory Telecaster
combines the best of the chicken-
fried boogie tradition with the high-
wire, heady metal antics of Jeff
Beck, Jimmy Page’s chordal mos-
trosities and Brian May’s elegaic
counterpoint; yet his best breaks
never have a life of their own apart
from the content of the song
structures.

On his spirited kiss-off to the re-
cord industry, ‘Blood Sucking
Leeches,” Morse supercharges the
grinding, thematic riffs by weaving
his way in and out of the beat with-
out ever falling into DiMeolian
scale excesses. Yet on the very next
composition, “Up In The Air,” he
teams with Steve Howe for an airy
classical duet that is all open sky

shit-and-howl-at-the-moon shoot-
out like “Where’s Dixie?” there’s
no doubt about where their roots
lie.

What makes it all work is the
near-terminal  intensity  bassist
Andy West, drummer Rod Mor-
genstern and keyboardist T. Lavitz
brew up on every song, combining
the linear flow of jazz with the rau-
cous syncopations of rock—if they
avoid the easy stylizations of the
post-Mahavishnu  era they might
just achieve a breakthrough in the
way we think of rock rhythm sec-
tions. Morse and O’Connor cut
through it all like daredevil dirt-
bikers, singing in direct opposition
to the rhythm flow, creating a deli-
cious anticipation for collisions, sei-
zures, melodic tension and surging
unisons.

They’ve even added vocalists as
part of their current strategy on
“Crank It Up” (Alex Ligertwood),
and the Little-Featish California
funk groove, “Ridin’ High” (Pat-
rick Simmons). Industry Standard
epitomizes the regional populism
that regularly revitalizes rock, and
unlike the chumps on the cover
farming their crystal balls amidst a
wasteland of dead dinosaurs, the
Dregs are busting through without
any marketable postures—only mu-
sic. So move over.
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Drums Along The Hudson

The Bongos
JEM/PVC

By Stuart Cohn

he best thing about the Bongos

is that they don’t come on too
strong. Like a latter-day T. Rex
(whose ‘“Mambo Sun” is covered
here), they favor simple songs sung
and played simply. The songs don’t
explode but melt into the mind to
be remembered later.

Singer Richard Barone has a wil-
lowy, breathy style which suits the
allusive quality of most of his lyrics.
The best Bongos songs—*“The Bull-
rushes,” “Glow In The Dark,” “Ze-
bra Club,” *‘Question Ball”’—
present an image or two and leave it
to the listener to make the connec-

tions. Lyrics are rarely more than
two verses and often pose questions
like ancient riddle songs.

The basic *60s Anglo-pop style of
the songs is pared down a la early
Talking Heads, but without the
Heads’ herky-jerky rhythms. The
Bongos’ beat is more relaxed and
suburban, and Barone makes good
use of acoustic rhythm guitars to
create a hushed, intimate atmos-
phere.

The Bongos occasionally echo
the past, but they play interesting
games with the style (“‘Speaking
Sands,” at 29 seconds, is a miracle
of compression). From the high-
speed power chording of “In The
Congo,” to the primitive hand
drumming of “Question Ball,” each
of the 15 tightly-arranged tunes on
this LP has a little something to
remember.

Grasshopper
J.J. Cale

Mercury

By J.C. Costa

J. Cale’s first two vinyl offer-
ings, Naturally and Really (on
Shelter), were chock full of modern
standards like “After Midnight,”
“Crazy Mama,” “They Call Me

The Breeze” and “Cocaine.” Musi-
cians were the first to get the news,
and people like Eric Clapton and
Lynyrd Skynyrd pointed the way
with covers of Cale’s better tunes.
But for a talent as quirky as J.J.
Cale’s, these albums have proved to
be tough acts to follow.

Seems like the material gets thin-
ner with each new LP, and Cale’s
effective but monochromatic, laid-
back shuffle 'n’ moan vocal style
only enhances the tedium when the
hooks aren’t there. Typical of his
approach, Grasshopper features a
not-so-wide variety of country blues
into rock ’n’ roll tunes, recorded in
various Nashville and L.A. studios
with a subtly-shifting cast of friends
and studio pros. The production al-
ternates from slightly over-pro-
duced (“Does Your Mama Like To
Reggae™) to slightly under-pro-
duced (“Devil in Disguise”) with
no real center or focus.

“Downtown L.A.” completes a
curious evolutionary cycle: Cale
sounds like Dire Straits, who were
initially burned for ripping him off
in the first place. Cale still functions
with nearly unconscious ease, safely
ensconced within genre material
like “Mississippi River” and “One
Step Ahead of the Blues.” But there
just isn’t anything of real conse-
quence to hold onto.

Obsession

with

ce

“The PL80 is the
only mike I'll use!”

The consistently high quality of
Crystal’s standing-room-only concerts
is a demonstration of her obsession
with excellence and it says a lot about
the equipment she chooses to use.

The PL80 was designed for enter-
tainers. Entirely new applications of
available computer-assisted tech-
nology were used to ensure that the
PL80 performed exactly as it was
originally designed to. Extensive field
testing with groups like Journey and
stars like Crystal Gayle were used to
check the designs every step of the
way. That is Electro-Voice's obsession

with excellence.

The result is an entertainer's micro-
phone that sounds exactly like you
want it to. Its crisp high end and mod-
est bass boost enhance a perform-
er’'s voice without compromising the
performer’s vocal quality. And it
sounds that way on stage, not just in
a sterile test environment.

‘I've used a lot of other mikes in my
career and without doubt the PL80

llence...

gives my voice a truer sound than

| could ever get using any other
microphone’ That is Crystal Gayle's
obsession with excellence, and her
statement says it all! Give your voice
the sound it deserves. Get your
voice a PL80 at your Electro-Voice
PL microphone dealer!

and tranquility, a complete contrast
to the get-down fervor of boogie.
Yet on beautiful ensemble pices
like “Chips Ahoy,” Morse manages
to combine both feelings, suggesting
Elizabethan lute melodies and folk-
loric southern fiddle tunes over jag-
ged, shifting rhythms. What’s most
encouraging about compositional
workouts such as “Conversation
Piece,” “Vitamin Q” and the jazzy
rave-ups of “Assembly Line” is that
Morse and the Dregs have finally
emerged from the shadows of the
Mahavishnu Orchestra (who be-
yond their positive contributions,
inspired the vogueish, techno-geek
trend towards unison masturbation
and pseudo-classicism), infusing
their work with genuine bluegrass
snap and funk, instead of maudlin
art-rock leftovers. And when Morse
and national fiddle champion Mark
O’Connor hook up on a real eat- |

Crystal Gayle insists on using
the Electro-Voice PL80 microphone.

Electroloice
a QU'm ompany
600 Cecil Street, Buchanan. Michigan 49107
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Classified Advertising

Fan Clubs

Looking to advertise by mail?
THEN YOU SHOULD PLACE A CLASSI-
fied ad in THE RECORD. Regular classified
ads cost 75¢ per word, 16-word min. Illustrat-
ed classified space is $40 per col. inch, 2-inch
min. THE RECORD, Classified, 745 Fifth
Avenue, NY, NY 10151. For further info.,
call Patti Fiore at (212) PL8-3800.

Free Hit LPs

NEWLY RELEASED ALBUMS, ALL
artists, at no cost. Free details. Muzik, 855-
RC6 Main, Springficid, MA 01105.

Free Promotional Albums
CONCERT TICKETS, STEREOS, ETC.
Information, Barry Publications, 477 82nd
St., Brooklyn, NY 11209.

Waylon
CONCERT AND MAIL ORDER
information (615) 327-0823. Day or night.

Audio Equip

Woofers-Mids-Tweeters
X-OVERS, ALL NEW 1982 CATALOG
featuring the largest selection of brand-name
speaker components and accessories in U.S.
Computer-assisted designs for Subwoofers,
Satellites, Polyprop/Ribbon Towers and
many more. Complete cabinet plans included
in catalog. Send $1 to: SRC Audio, Dept. 81
RD2, 3238 Towerwood Dr., Dallas, TX
75234-2376.

Books & Publications

Police: Visual Documentary
BRITISH IMPORT BY MILES A
colorful day-by-day log of the Police, chroni-
cling their rapid rise to fame and glancing
back at Prof. Sting along with his other roles,
Andy's days with the Animals and more, and
the whole Copeland clan responsible for the
band's phenomenal worldwide success.
$12.95 plus $1 shipping from ROCK READ,
Dept. RD, 799 Broadway, New York, NY
10003. Or send for our free catalog of over
100 best books on rock 'n’ rofl!

K 7 i T SR A S I, T e T Ay TRSAPT

Buttons

WORLD'S ONLY BUTTON STORE—
over 60,000 designs available! No button we
don't have! Design your own too, sizes 1",
1947, 13,7, 1%, 2V, Sayings, rock, punk,
everything! Catalog—$1, Buttonmasters, Box
129, Dept. RD, Bridgeport, PA 19405. (215)-
277-1966.

T T e R AT SRR ST =l

T-SHIRTS: THE FOLLOWING ARE
available for $7.50 ppd.: Doug & Bob
McKenzie; Quarterflash; Moody Blues;
Queen; Tubes; Pretenders; Iron Maiden-Kill-
ers; Ozzy Osbourne-Blizzard & Diary; Rush-
Exit Stage Left, Moving Pictures & Logo,
Rainbow; Black Sabbath-World Tour, Mob
Rule, Hard Rule & Heaven & Hell; Hendrix;
Acrosmith; Tull; Skynyrd; Yes; Nugent;
B.0.C; Journey-Departure, Escape, & Cap-
tured; Who; Stones-Tongue & Group;
Shenker; Benatar; Boston; Def Leppard. The
following double-sided T-shirts are available
for $8.50 ppd.: Jerseys $12.50 ppd. Iron
Maiden-Killers & Maiden Japan, Number of
the Beast; Judas Priest-Point of Entry; Plas-
matics-Omni Maximus; Van Zandt-Round
Two; Blackfoot-Marauder; Pat Travers-Ra-
dioactive; Krokus; Grand Funk; Riot; Tygres
of Pan Tang; Saxon; Ramones. We also have
Go-Go's $10, Pretenders $§10, Adam & Ants
$9.50, Van Halen 78-79-80-81 $9; Motorhead
$9; Stones '81 Tour Jerseys-Jet or Dragon
$12.50. We have a full line of jerseys, posters,
baseball caps, tour programs & many more T-
shirts. Catalog—50¢. Shirts are domestic—

TUBES - TUBES - TUBES.
Feebrained fans - Join newly reorganized
Tubes Intefnational Fan Club. Send stamped
(SASE) return envelope to: Box 659, San
Francisco, CA 94101.

Gifts & Merchandise

Warning: The Surgeon General
HAS DETERMINED THAT FLOUR
sifters are hazardous to your exotic herbs,
spices, and teas. Discover Dr. Clean. Over
10,000 sold already. $6.95 to Dr. Clean Inc.,
Box 5464, Roanoke, VA 24012.

EVERYTHING'S VIDEO CASSETTES!
Features, rock video, old television, religious,
sports: Cataiog $3. Amateur, professional
XXX-video: $2 (sign “over 21™"). Alternative
Video, 171 Adams, Stockton, CA 95204.

Instruction

PLAY HOT LEAD GUITAR IN ONE
week guaranteed without reading music.
Booklet includes over 70 rock licks, plus
tricks, scales, theory, techniques, more. Send
$4.95 to: Hotlicks, Box 270D, San Geronimo,
CA 94963.

NATURAL HIGH! PURE SOUNDS
that carry you into a new universe of pure
pleasure. Cassette - $25. GL Brown Compa-
ny, Box 652-RD, Eden, NC 27288.

Musicians

Musicians - Get With It!

WHY WAIT FOR THE RIGHT GROUP
or right musicians to find you? You can find
them! Call us - the music industry’s largest
nationwide referral & get things rolling now.
Professional Musicians’ Referral

Toll Free 800-328-8660

Or East Coast Ofc. 609-547-7096

Or West Coast Ofc. 714-527-5611

BUILD YOUR OWN LIGHT SHOW FOR
$100. Sixteen lights, control board. Plans $10.
Lights, Box 704, Springficld, OH 45501.

LEARN TO PLAY THE DRUMS IN LESS
than a week. Free details. Professional Drum-
mer, Box 20056, Detroit, Mich. 48220.

KEYBOARD PLAYER FOR NO. SAN
Diego County R&R group needed. If you're
serious & willing to work, call (714) 744-7497
for more information.

TIDAL WAVE BAND MOVING TO
Boston will hold interviews for the following
three positions: keyboards, soundman, agent.
Ted, RR 2, Box 251, Galesburg, IL 61401.

ATTN: NEW WAVE, PUNK, REGGAE

TAR -FARING WINGS! LEADING

design attraction. Color proof-$2. Wind-
shield decal - $7. Wonderwave, Box 219-C
Malverne, NY 11565.

Records & Tapes

Records/Tapes/Imports
ENORMOUS SELECTION OF IM-
ports and domestic releases. Audiophile, Jap-
anese, cutouts, new releases. Speedy, efficient
mail- and phone-order service. Charge orders
welcome. Free catalog—new and updated!
Moby Music Company

14410 Ventura

Sherman Oaks, CA 91423

Imported Rock Albums
LOWEST PRICES & BEST SELECTION
of superstar releases anywhere! English, Japa-
nese, German and Canadian albums our spe-
cialty. We also feature domestic, audiophile &
cutout LPs at superdiscount prices. For our
free catalog, write:

World Wide Music.

Box 264, Dept RD2

Hasbrouck Heights, NJ 07604

Oldies by the thousands
COMPREHENSIVE CATALOG OF ALL
the best-selling 45 rpm oldies from the last 40
years. Special offer: enclose this message with
1st order of six or more records & receive one
free. Credit cards accepted. Send $2 to:
American Pie (213) 3914088

P.O. Box 66455, Dept-RC6

Los Angeles, CA 90066

Ozzy Osbourne

AC/DC, HENDRIX, SABBATH,
many others. Excellent records and cassettes
at outstanding prices. Free catalog. Music
For You, Box 595N, Newington, CT 06111.

Shane’s Record Finding Service
FROM ROCK TO FOLK, PUNK TO
jazz, industrial to easy listening, we can find
Jjust about anything ever made! Give us a try!
We aim to please! Send request plus 3-20¢
stamps for catalog. Box 6314, San Rafael, CA
94903.

RARE ROCK TAPES FROM 1960s, 1970s,
1980s. Send for free catalog. Acme, Box
14438, Dept. RD, Minneapolis, MN 55414.

GOLDEN OLDIES. THOUSANDS OF 45
Records available. Send $2 for catalog. Stew-
art Estep Records, Box 10243, Dept. RD, Al-
exandria, VA 22310.

4151 RALPH RECORDS! DANGER-
house! Bomp! Rhino! Rough Trade! Just six of
more than 350 hard-to-find independent la-
bels in our 450+ page catalogs. Free informa-
tion from Square Deal Records, Box 1002,
Dept. RR, San Luis Obispo, CA 93406. Deal-
er inquiries welcome!

FREE! HOTTEST AUCTION LIST
anywhere! 4 times yearly. Finest Record
Stores, 2400 8th Ave., Greeley, CO 80631.
RARE RECORDS AT LOW PRICES!
Send stamp for catalog to: J.S. Laido, Box
A230, New York, NY 10159.

groups. We are gearing up for tours.
Interested in touring? Send photo & 45 or cas-
sette to: T.O.U.R. 2, 2120 Russell, Detroit,
MI 48207.

NAT. RECORDED DRUMMER SEEKS
professional rock group. Will tour. (716) 838-
2144.

SATIN PANTS, ETC. FOR ENTERTAIN-
ers etc. Write/call for catalog. Enclose $1 re-
fundable with order. Satin Sales, Dept. 4A, 7
South Sth St., Minneapolis, MN 55402. (612)
333-5045.

DO YOU GET INTO SINGING AND
playing John or George? “Ringo” and I, both
18, want to collaborate. Rich; F.1.T., Box
6208, Melbourne, FL 32901.

WANTED: FEMALE LEAD GUITARIST,
female bass, female dr to form band

100% cotton, high quality. S,M,L,XL. Rock
Tops, Inc., Dept R6, New Hampton, N.Y.,
10958.

DRUMMERS/PERCUSSIONISTS!
“I've Got Rhythm" T-shirts, S-M-L-XL,
$8.50. Drum Headquarters, 1416-E South Big
Bend, St. Louis, MO 63117.

OLD & NEW WAVE T-SHIRTS,
jerseys, sweatshirts & buttons—Beatles,
Yardbirds, Monkees, Doors, Bowie, Zappa,
Stray Cats, Black Flag, Pistols, Dead Kenne-
dys, N.Y. Dolls, seven Clash desi Also

with male singer. My musical influences are
Zeppelin, Stones, Who . . . call (419) 537-
9000 9-S during week or (419) 865-9218. Ask
for Bill.

Wanted: Rock Interviews

FOR ROLLING STONE MAGAZINE'S
“Continuous History of Rock & Roll” radio
program. Original material only. Must be air
quality. Payment upon acceptance. Not re-
sponsible for unsolicited tapes! Call or write
Roxy Myzal at ROLLING STONE Maga-
zine, 745 Fifth Ave., New York, NY 10151;
212-350-1278.
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Q-Bounce

Attention all of you quarter-bouncers. This s
it, the onginal and official quarter-bounce
game. Presenting the most challenging set of
rules and beautitul sotid wood playing board.
For those of you who don't know what
Q-Bounce s, it's the most unique adult drink-
ing game on the market. Not available mn
stores. °

To order your game send $9.50 postage &
handiing included, in check or money order 10.
Sovi Inc. RD

DRUMMER, 10 YEARS EXPER-
ience wants F.T. 50’s, 60's band anywhere
U.S.A. Vocals and equipment. Phone (507)
433-5803 or write 311 4th Ave. NE #6, Aus-
tin, MN 55912.
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Posters & Phetos

Buddy Holly, Eddie Cochran, Gene Vincent.
Many, many more top-quality T's $6.50 each,
postpaid or send 25¢ for illustrated catalog.
Gang of Printers, Box 908-REC, Salem, NH
03079.

Collector’'s items

SCARCE BEATLE COLLECTIBLES!
1964-dated deck playing cards: mint, sealed,
boxed $18. Huge illustrated catalog $1. Stone-
mountain, Box 1735, Cherry Hill, NJ 08034.

BEATLES MEMORABILIA CATALOG.
Records, T-shirts, many items. Send $1 for
catalog. Olympia Enterprises, Box 91153, Los
Angeles, CA 90009.

RABID FAN - THE COLLECTOR'S
companion. Memorabilia exchange, informa-
tion network. FREE classified ads. Sample is-
sue $1. Rabid Fan, Box 40716-C, St.
Petersburg, FL 33743.

Front row & offstage photos!!
BEATLES, STONES, SPARKS, QUEEN,
Pil, Petty, Heart, Costello, Zeppelin, Pistols,
V. Halen, Cars, Skynard, AC/DC, J. Priest,
Midler, Abba, Hendrix, REO, Tull, J. Taylor,
Journey and 400 other rock, metal, Southern
and female performers. Longest in the photo
business, largest selection, fastest service and
highest quality by far! Buy the best! Send $1
for sample/catalog. Indicate favorite band(s)
for sample photos.

Pines Pboto Ltd.

P.O. Box 1122, Dept. D

Madison Square Station

New York, NY 10159

Rock & Country Color Photos!
3 X 5s /8 X 10s, 150 PERFORMERS.
Send $1 for beautiful illustrated catalog. Men-
tion favorite.

“Smile”

Box 15293-RE

(e ke, VA 23320-0293

ATTN DEADHEADS. LIMITED EDI-
tion, licensed 1982 Grateful Dead calendar.
Twelve color 9 x 12 concert photos. Rare his-
torical facts. Extra photo included. $6.50
postpaid, check or money order. Xenolith
Productions, Box 24782-RS, Seattle, WA
98124.

Who or Pat Benatar Sample
PROFESSIONAL COLOR PHOTOS OF
every rock band, including top female per-
formers. Fast service! Highest quality! Cata-
log $1. DB Photos, PB-Box 2413WB,
Scottsdale, AZ 85252-2413.

147 Riverbend Bivd.

St. Albans, W. Va. 25177

W. Va. residents include 5% sales tax Outside
U.S.A. add $3.00 for Shipping. Dealer in-
quries invited.

RECURD

1-Shirts

Available in a Black-T with
white logo or a White-T with
a red logo ... 100% cotton.
Quality hand silk-screened.
S, M, L, XL. $8.50 deliv-
ered . .. 2 for $15.00

Send check or money order to:

MAGNOLIA PRODUCTS

84 FAIRVIEW DRIVE
ALBERTSON, N.Y. 11507

ALY, State residents add 7% sales tax
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WINTERLAND'’S TOP ROCK
T-SHI
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Group licensed concert/album T-shirts, 100% U.S cotton, at quantity discount pricest Just $8. ea./Two
$45./Three $21./Four $28./5ix $39. Acd $1. per shirt postage. Cal. res. add 6% sales tax. Indicate size

(S/M/LUXL) In [ }s below. Check here [} for FREE CATALOG of Winteriand'’s Top Rock T-Shirts! '

) { ) Roliling Stones: ‘81 Toure [ ) J. Priest: Brit. Steele [ ) Osbourne: Modmane { ) Reo:logoe [ ]
§({ )Benator:togoe [ ) Rush:logoe { )T Petty: Hard Promisese [ ) Skynyrd: Whiskeye { ] {
§ Journey: Escape e [ ) Sabbath: Mob Rulese { ) Seger: Against Winde { } Scorpions: Logo e

{ ) Mendrix:910 Universes [ ) Gr.Dead:Colloge® [ ) Starship:ModernTimese { }ironMai- 1

den: Killers® { ) Osbourne: Blizzarde { ) Pretenders: Twoe { ) Sabbath: Demon

1 i
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ICNECK/A'O?IIV ORDER fo: I8!, 1716 Main S$t.: 300, Venice, CA 90291
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T-SHIRTS

THE BASEBALL JERSEY in Black body with
% length white sleeves, white togo. Or white
body, navy sleeves, navy logo. 50-50 poly-
cotton, $9.95

THE CLASSIC “T" SHIRT in Black, Red or Navy
with white Rolling Stone fogo. Or white “T" shirt
! with red logo. All 100% cotton. $6.95

THE SWEAT SHIRT in Biack, Red or Navy with
white logo. White sweat with red logo. Or gray
sweal with black logo. $12.95

THE MIGHTSHIRT (not shown) V-neck, knee
length with 2 side slits. In Black or Red with
white logo. $12.95

FREE! Deshk top cigarette lighter with purchase
of 3 or more items.
Ali available in S, M, L & XL
Add $1.50 per item for postage & handling.

Send check or money order to:
MAGNOLIA PRODUCTS,

84 Fairview Drive

Albertson, N.Y. 11507

N.Y. State residents add 7% sales tax

A COAT-OF-ARMS FOR THE TOKERI
A COAT-OF-ARMS FOR THE ROCK &ROLLER!

et Pk
Above left Intellectusl, mywsterioua, in
cool 0olours, the supreme statement for
Tokersl Right Werm. energetic, hot
colours for the Rocker! 100% cotton.
White. bleck, it biue. red, tan. S-M-L-XL.
T-shirts $10.00. 50/50 Jerseys $12.50.
P&H §1.50, Cait add 0% saies tax These
products onty from: (TS A BUMMER,

LTD, Box 7139, Buena Park, Caifomia
90622-7130

oy Topes

To order by mad, send money 5

or M IVISA {card number, expira-
tion dete and si ). PLEASE 800 ship-
ping nwammn
more (U.S n higher). C.0.D. to
mm%mm:uwm
3% handiing charge. To order by phone
call: 212 1720.

QUALITY TAPES
54 £201 T Sirest, Dept. WD, Breskiys, NY 11238

CARVIN

Catalog

hundreds of dollars.

Systems.
Write or Call now!

Escondido, CA 92025.

Name

Pro-Line Guide

# Before you buy a Guitar, Amplifier, Mix-
er, Speaker or P.A. System, get the
FREE 80 page CARVIN Color Catalog!

# Compare Carvin's exceptional vatues
and see the latest pro equipment. Buy
DIRECT at Pro-Net prices — saving you

# Components include JBL, Renkus-
Heinz, Electro-Voice, Celestion, etc.
Also, a compiete line of replacement
parts for your guitar. Find out about
Carvin's new Tri-Amped Sound

CARVIN, Dept. RC80, 1155 industrial Ave.
PH T14-747-1710

cwwsasCARVIN FREE CATALOGeevees
O Encilosed $1 for Rush First Class Mail.

Address

City

State Zp

RC%0

LIFE TOO S

RD$,2000 Center, Berkeley, CA 94704

GET INSTANT RESPECT

WHENEVER YOU WEAR ONE OF THESE NOT NICE T SHIRTS! (BUY 4 TAKE | MORE FREE!) 1 BEAM ME
UP. SCOTTY. THERE'S NO INTELLIGENT LIFE DOWN HERE 2. FUCK EM IF THEY CAN'T TAKE A JOKE 3.
GREAT SPIRITS HAVE ALWAYS ENCOUNTERED VIOLENT OPPOSITION FROM MEDIOCRE MINDS (Aibert
Einstein) 4. PARDON ME. BUT YOU'VE OBVIOUSLY MISTAKEN ME FOR SOMEONE WHO GIVES A SHIT §.
TIME FLIES WHEN YOU DON'T KNOW WHAT YOU RE DOING 6. t USED TO BE DISGUSTED NOW I'M JUST
AMUSED 7.WE'LL GET ALONG FINE AS SOON AS YOU REALIZE 'M GOD 8. AGE AND TREACHERY WiLL
ALWAYS OVERCOME YOUTH AND SKILL 9. LIVING WELL IS THE BEST REVENGE 16. HOW MUCH SIN
CAN 1 GET AWAY WITHAND STILL GO TOHEAVEN? 11. LEAD ME NOT INTO TEMPTATION 1 CANFINDIT
MYSELF 12. THERE 1S INTELLIGENT LIFE ON EARTH. BUT I'M JUST VISITING 13.1 GUESS YOU HAD TO
BE THERE 14. I'M REALLY ENJOYING NOT TALKING TO YOU LET'S NOT TALK AGAIN REAL SOON. OK?
15, 'M NOT PLAYING HARD TO GET. | AM HARD TO GET 18. 'VE DONE SO MUCHWITH SO LITTLE FOR
SO LONG THAT NOW | CAN DO ANYTHING WITHNOTHING 17. YOU CAN GET MORE WITHA KIND WORD
AND A GUN THAN YOU CAN WITH A KIND WORD 18. WHEN I'M GOOD I'M VERY GOOD BUT WHEN I'M
BAD I'M BETTER 19. WE ARE THE PEOPLE OUR PARENTS WARNED US ABOUT 20. IT'S HARD TO SOAR
LIKE AN EAGLE WHEN YOU'RE SURROUNDED BY TURKEYS 21. QUESTION AUTHORITY 22. SO? 23. THE
TORTURE NEVER STOPS 24. LIFE IS LIKE A SHIT SANDWICH THE MORE BREAD YOU HAVE THE LESS.
SHIT YOU HAVE TO EAT 25, WHEN CHOOSING BE TWEEN TWO EVILS | ALWAYS LIKE TO TRY THE ONE
I'VE NEVER TRIED BEFORE 26. THOSE OF YOU WHO THINK YOU KNOW EVERYTHING ARE VERY
ANOYING TO THOSE OF US WHO DO 27. THERE ARE NO RULES 28. HAVE AN ORDINARY DAY with
(Un)"Smiling Face” 2.1 DON'T CARE | DON'T HAVE TO 30. MADNESS TAKES ITS TOLL 31. DON'T TAKE
gmousu YOU'LL NEVER GET OUT OF IT ALIVE 32. WHY LOOK HERE FOR THE JOKE? IT'S
ALL AROUND US 33. 1 USED TO KNOW ALL THAT STUFF 34. EVERYONE NEEDS TO BELIEVE IN
SOMETHING | BELIEVE f'tL HAVE ANOTHER BEER 35. YOU DISGUSY ME, BUT I LIKE IT 36. WHEN IN
CHARGE. PONDER WHEN IN DOUBT, MUMBLE WHEN IN TROUBLE. DELEGATE, 37. THE MEEK SHALL
INHERIT THE SHIT 38. THERE IS NO GRAVITY THE EARTH SUCKS! 39. HOW CAN | TELL YOU | LOVE YOU
WHEN YOU'RE SITTING ON MY FACE? 40. ZAPPA 1S FRANK 41. I'M THE PERSON YOUR MOTHER
WARNED YOU ABOUT 42. | DO MY BEST TO BE JUST WHO | AM. BUT EVERYBODY WANTS ME TO BE
JUST LIKE THEM 43. WHEN THE GOING GETS TOUGH THE TOUGH GO SHOPPING 44. DON'T FUCK WITH
MY REALITY 45. LET'S GET PHYSICAL 46. DON'T BE HUMBLE YOU'RE NOT THAT GREAT 47. YOU CAN
FIND SYMPATHY BETWEEN SHIT AND SYPHILLIS IN THE DICTIONARY 48. WHATEVER (T IS M AGAINST
1T 49. IF YOU'RE LOOKING FOR ME. | JUST LEFT 50. ALL | WANT IS A LITTLE MORE THAN I'LL EVER GET
$1. ARE YOU MAKING THIS UP AS YOU GO ALONG? 52. 'M NOT REALLY HERE THIS IS JUST A
HOLOGRAM $3. RAISE HELL 54. HOW CAN I LOVE YOU IF YOU WON'T LIE DOWN? 55. I'D RATHER BE
PISSED OFF THAN PISSED ON 56.1 DON'T GET EVEN IGETBETTER 57. WHEN | WANT YOUR ADVICE I'tLL
BEATIT OUT OF YOU 58. THIS IS ANICE PLANET TO VISIT. BUT t WOULDN'T WANT TO LIVE HERE 59. OH
REALLY? 60. TOO RIPPED. GOTTA GO 1. WHAT THE FUCK. OVER? 62 THIS IS IT? 83, NO SHIT
SHERLOCK? 84. IF IT'S NOT FUN, FORGET IT! 8. WE SHOULD FORGIVE OUR ENEMIES. BUT ONLY
AFTER THEY VE BEEN TAKEN OUT AND SHOT 66.1T°'S NOT MY JOB' 67. DON'T GIVE ME ANY SHIT 64.
YOU DON'T WANT TO KNOW 89. NO MORE SMALL TALK 70. IT'SNOT WHETHER YOU WINOR LOSE IT'S
‘HOW YOU LOOK PLAYING THE GAME 71. GOD IS DEAD AND | WANT HIS JOB 72.LET'S TALK DIRTY TO
THE ANIMALS 73. SHUT UP ANO DANCE 74.LIFE IS TOO IMPORTANT TO BE TAKEN SERIOUSLY 78, I CAN
TELL YOU'RE LYING YOUR LIPS ARE MOVING 78.1 MAY BE GETTING OLDER. BUT | REFUSE TO GROW
UP 77.1 TALK TOMYSELF BECAUSE IT'S THE ONLY TIME | CAN HAVE AN INTELLIGENT CONVERSATION
78. POWER MEANS NOT HAVING TO RESPOND 79. NEVER TRY TO TEACH A PIG TO SING IT WASTES
YOUR TIME AND ANNOYS THE PIG 80. WHY ARE WE ALL PUT HERE TO SUFFER AND DIE? 81. ONWARD
THROUGH THE FOG 82. NEVER KICK A MAN UNLESS HE'S DOWN 83. I VE ALWAYS BEEN CRAZY. BUT
IT'S KEPT ME FROM GOING INSANE 84. EVERYTHING YOU KNOW IS WRONG. BUT YOU CAN BE
STRAIGHTENED OUT 85. NO GOOD DEED GOES UNPUNISHED 08. 1D RATHER HAVE A BOTTLE IN
FRONT OF ME THAN A PRE-FRONTAL LOBOTOMY 87. WORK IS THE CURSE OF THE DRINKING CLASS
88. TELL ME LIES 89. PUNISH ME WITH KISSES 90. ARE YOU FOR REAL” 91. I'D RATHER BE IN BED 92.
CAN'TLIVEWITHEM CANTLIVE WITHOUTEM $3. OON'T TAKE EVERYTHING SO IMPERSONALLY 84. IF
IT DOESN'T FEEL GOOD DON'T DOT 95. ONLY THOSE WHO ATTEMPT THE ABSURD CAN ACHIEVE THE
IMPOSSIBLE 96. 'M NOT DEAF I'M IGNORING YOU 97. REALITY POLICE #8. LIFE AS WE KNOW IT
DOES'NTEXIST 99. LET'S GET DRUNK AND BE SOMEBODY 100. ONE PERSON WITH COURAGE MAKES A
MAJORITY First quatity 100% cotton HANES medium weight t-shirts directly hand silk
screened. Six colors available: White print on BLACK (B). NAVY (N), or RED (R): or Black print
on WHITE (W), LIGHT BLUE (L). or YELLOW (Y). Indicate 2nd and 3rd color choices. We may
substitute colors unless you specity otherwise. This usually isn't necessary. S/M/L/XL. BE
SURE TO SPECIFY SIZES AND COLORS (PLEASE!) $8.95 each (including postage and
handling for 4-6 week delivery) TAKE 1 MORE FREE WITH EVERY 4 YOU BUY! RUSH
SERVICE: Add $1 per t-shirt for 2 week delivery. CA people add 6% sales tax. US Funds Only.
MONEYBACK GUARANTEE. CATALOG $1 (FREE WITH ORDER) IMAGE DESIGNS, #1141
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Sat/29
11:30 AM. The Kids Are Alright (1979

Cinemax A first-rate retrospective of the
Who's career via old promo films,
new and old concert footage, TV in-
terviews and variety show appear-
ances. Narrated (sort of) by Ringo

~ Starr. Among the musical highlights:
*A Quick One,” Pete Townshend's
pre-Tommy mini-rock opera, as per-
formed on the unreleased Rolling
Stones film, Rock and Roll Circus.

5:30 PM Melissa Manchester

Home Box 13 Concert

e Filmed before an appreciative audi-
ence, this HBO special captures one
of the top pop vocalists of the day in
a lively performance. Glitzy stuff, to
be sure, but Manchester is often ef-
fective, particularly on her hits,
**Midnight Blue.” **Don’t Cry Out
Loud™ and “Whenever I Call You
Friend.”

11:30 PM. Njght Fligh’t

3:30 AM, Featuring: Devo, a segment on ro-

UsA bots, the Plastics; The Doors Are

Network  (Oper (an erratic but interesting doc-
umentary of the Doors, circa 1968,
rehcarsing in an empty concert hall
and being interviewed travelling to
and from the venue); The Police in
concert; New Wave Theartre featuring
the Blasters.

11:59 PM Quarterflash In Concert

ny Marv and Rindy Ross and compa-
ny—one of the year's biggest new
acts—in concert at the Old Lady of
Brady Theatre in Tulsa, Oklahoma.

Sun/30

1:10 A, Blackboard Jungle (1955
i Glenn Ford portrays a school teach-
330 8/2, er trying to cope with the violence
/5 and anger at a tough New York City
high school. Considered in many
quarters to be the first rock 'n’ roll
film for its effective use of Bill Ha-
ley's “Rock Around The Clock™ as a
theme song heralding the emergence
of a youth subculture.

Mon/31

8:30 M. Touched By Love 9:0)

Home BoX Siarring Deborah Raffin and Diane

Offics  Lane. Raffin plays a teacher of
handicapped Childrenwhocan't reach
one emotionally-withdrawn young-
ster (Lane), until the day she discov-
ers the girl’s obsession with Elvis
Presley and encourages her to begin
a correspondence with the King of
rock 'n° roll. Presley is glimpsed
briefly, but once, on a clip from the
Ed Sullivan Show. Simplistic but of-
ten poignant drama.

Tues/1

9. Mean Streets 1973)

C X Not a rock movie in the literal sense,
4130 6/5, by director Martin Scorcese’s effec-
8/9 tive use of a rock soundtrack to con-
vey information about the
characters’ style and sensibility helps
establish a compelling point of view.
Starring Harvey Keitel and Robert
DeNiro.

Wed/2

11:30 AM. The Blues Brothers s

She John Belushi and Dan Ackroyd
transfer their Jake and Elwood Blues
routine to the big screen with only

TV & Video Calendar

Anne Francis gets a taste of high school hi-jinks, circa 1955, in Blackboard Jungle.

Blackboard Jungle

Glenn Ford plays a dedicated high school teacher trying to cope with the brutality and violence he
encounters at a New York City high school. The effective use of Bill Haley’s “Rock Around The
Clock” as a theme song in this 1955 production, directed by Richard Brooks, marks the first time
on film that rock 'n’ roll was pinpointed as a vital component of the emerging youth subculture. Its
box office success was ensured when Clare Boothe Luce, then-Ambassador to Italy, called it a
degenerate film and succeeded in having it withdrawn as the U.S. entry to the Venice Film Festi-
val. Kids loved it. 7:10 AM, May 30, Cinemax. Also airing on 6/2, 6/5.

The Kids Are Alright

First-rate retrospective of the Who’s career via old promo films, new and old concert footage, TV
interviews and variety show appearances. Narrated (sort of) by Ringo Starr. 11:30 AM, Cinemax,

May 29, June 1.

The Wanderers

The film version of Richard Price’s atmospheric novel about growing up among street gangs in the
Bronx in the early *60s. An east coast, toughened-up version of American Graffiti. Terrific sound-
track. 8:00 PM, June 3, Cinemax (airing throughout June).

moderate success. That's because
Jake and Elwood are only moderate-
ly interesting and musically irreie-
vant. Stay tuned, though, for some
excellent performances by James
Brown, Aretha Franklin, Cab
Calloway and Ray Charles.

Birth Of The Beatles (1979
A dramatization of the Beatles’ early
Cinemax; years originally made for U.S. televi-
aiso sion by Dick Clark Productions.
6/8.10, Mostly mediocre, but not without
6/19.22. some telling moments. The songs are
8/25.30 performed by a group called Rain. A
cast of unknowns.

9 AM,
P

Thurs/3

12 soon. Elvis (1979)
HomeBox Starring Kurt Russell as Elvis, Shel-
Office: ey Winters as Gladys Presley. Fair-
also 6/8. {o-middling TV movie chronicling
6/9,8/1, Presley's career up to the Las Vegas
8/15,  comeback years. Russell's (Presley’s)
8719, vocals are capably dubbed by Ronnie
8/21,  McDowell. A fine, balanced effort by
8/28  Russell, heretofore known for play-
ing simpletons in Walt Disney films.
Directed by John Carpenter.

SPM.  Livewire

BPM  Aow Wave: The history, such as it is,

Nickel-  of punk rock. Among the guests: Pe-

0deoR  neope Spheerts, director of the film,
The Decline of Western Civilization.

8PR,  The Wanderers (1979
Cinemax; The film version of Richard Price’s
6/8, atmospheric novel about growing up
e/, among street gangs in the Bronx in
6/15, the early "60s. Directed by Philip
8/19,  Kaufman (Jnvasion of the Body
8/23.  Snatchers), this is an east cost,
m toughened-up version of American
Graffiti, with a superior rock 'n’ roll
soundtrack. Worth seeing, if only for
the casting of the Fordham Baldies
and the Ducky Boys, the latter being
the gang Price called “a punk killing

machine.”

Fri/4

8AM A Country Music Tribute
To Kitty Wells

A salute to one of country music’s
most influential singers, whose 1952
hit, *It Wasn't God Who Made Hon-
ky Tonk Angels,” secured for her
legendary status. In addition to
Wells,the show features Tammy
Wynette, Lynn Anderson, Tom T.
Hall, Hank Williams Jr., Merle Kil-
gore, Charly McLain and Roy Acuff.

Fri/11

m, S?ecial Delive

1P split Enz: the intrigﬁx’;g New Zea-
land band in concert. This is the U.S.

premiere showing of a film shot dur-
ing Split Enz’ Australian tour.

Wed/16

sAn.  Peter, Paul and Mary

8:30 M, The folk stars of the *60s reunite for a
°  concert. The songs are dated, the am-

time;aite bience overly mellow, but the senti-

8/28,  ments are as applicabie today as they
8/28  were in their own time.
Thur/17

sm.  Livewire

8PR  fmages: A discussion on how images

Micksl- ;e created or remade or broken

odess  completely. Bow Wow Wow is
scheduled to appear.

Fri/25

330" Special Delivery
Don McLean: a concert special with
McLean performing *‘American
Pie, ’and other songs.

Doobies

Continued from page 1

Grove”) before leaving in the mid-
*70s, will appear on the tour. When
asked about this report, a spokes-
man for Bruce Cohn, who manages
both the Doobies and Johnston,
said, *“Who knows?”

Michael McDonald’s first solo
LP is due out in July. He’s also pro-
ducing the debut album by Delta
(featuring his sister,-Maureen
McDonald, on vocals) and Amy

Holland’s second album for Capitol
Records. Cornelius Bumpus, who
joined the Doobies just prior to the
making of 1980’s One Step Closer,
and shared the lead vocal on the ti-
tle song with McDonald, has just
released a solo album, 4 Clear
View, on Broadbeach Records.
He’ll be on the road before and after
the Doobies tour with a jazz band
of his own. “I’'m going back to my
natural habitat,” said the good-na-
tured saxophonist. *I like playing in
small clubs, where you can see ev-
ery member of the audience.”
Guitarist John McFee and per-

cussionist Bobby LaKind are cur-
rently producing an album by
Japanese singer Eikichi Yazawa,
and their plans include touring the
Far East with him, joined by Doo-
bies drummer Keith Knudsen.
McFee and Knudsen are moving
their studio, Lizard Rock, to south-
ern California from Knudsen’s Ma-
rin County property. No specific
plans were announced for drummer
Chet McCracken and bassist Willie
Weeks, but both were in demand as
session players prior to joining the
Doobie Brothers and are hardly ex-
pected to be idle. ~ —David Gans

e —

Daniels

Continued from page 3

ing up from the flames, the other
freezing in the cold night air listen-
ing to these guys talk. They’d speak
on anything from ghost stories to
last years crops. Just sitting around
chewing tobacco and talking. Most
of it was just big old lies, but it sure
made fine listening.”

Since scoring with “Uneasy Rid-
er” in 1972 the CDB has been a
mainstay of the once-robust South-
ern rock movement. Their appear-
ance at Jimmy Carter’s inaug-
uration in 1976 symbolized to many
the CDB’s ascendance to top of the
Southern rock heap. But to contin-
ue categorizing them is to ignore

the band’s pleasing eclecticism.
Windows features a mix of country,
rock, bluegrass, and R&B that is
quite distinctive. While Daniels’ vo-
cals and his prowess on guitar and
fiddle are the music’s central focus,
guitarist-vocalist Tom Crain, key-
boardist Taz DiGregorio, bassist
Charles Hayward, and drummers
Fred Edwards and James Marshall
are all substantial talents, who con-
tribute greatly to the band’s texture
and personality.

When asked about rock below
the Mason-Dixon line, Daniels re-
plies, “I never really saw what was
happening as a genre of music,
though there were some similarities
between the groups. If you looked
at the Allman Brothers, the Mar-
shall Tucker Band, Wet Willie, the
Outlaws, Lynyrd Skynyrd and our-

selves, you'd see that almost to a
man we were raised in the same
economic, social and religious envi-
ronment and could relate to each
other on a personal basis. Yet the
music was different. The old All-
man Brothers were a blues band.
Lynyrd Skynyrd was definitely a
rock ’n’ roll band. Marshall Tucker
has more country leanings. We’re
somewhere in the middle. Unfortu-
nately, tragedy with the deaths of
Duane Aliman, Berry Oakley, Ron-
nie Van Zant, and Tommy Caldwell
really took a lot out of the bands
and the scene. But Marshall Tucker
is recording again. The Allmans
have re-grouped. Both of those
groups are only a record away from
being back at the top. Don’t count
us out. The south can still do it
again, partner.”

Cash

Continued from page 5
mostly. If you have the confidence
to know you can get that note, then
you can concentrate on the emo-
tional aspects of the song.”
Somewhere in the Stars, like the
first two, was produced by Rodney
Crowell, and while having your
spouse as your producer is hardly
unique—Emmylou Harris’ long-
time producer, for instance, is hus-
band Brian Ahern—it has to bring
some added tension to the home
scene. Rosanne, however, is at ease
with the situation; as she puts it, “I
sleep with him, after all.”” And
Crowell, she adds, “is very diplo-
matic. He doesn’t ever say, ‘That

was bad.” He says ‘You can do bet-
ter.” We’ve gotten to the point
where we don’t go home and start
fighting about it.”

Growing career, growing family,
growing confidence, a good mar-
riage that’s getting better: you
might say that Rosanne Cash is on
something of a roll these days. She
doesn’t expect it to last—at least
not all of it. “I told Rodney when
we made this album, ‘They’re
gonna fry me this time, the critics
are gonna fry me.” I'm just due for
it. I got such good reviews last time
that it’s my turn. Critics are a fickle
lot.” Could be, but Cash won’t be
too dismayed even if that does hap-
pen. “We shouldn’t take all this too
seriously, anyway,” she says. “It’s
not like we’re Van Gogh or
somebody.”

Barton

Continued from page 11
though, was a showcase at the min-
iscule Continental Club, where she
entertained Wexler and prospective
management and booking agents
who had flown in from L.A.
Although the cream of Austin’s
performers crammed the club’s
postage stamp stage that night-in-
cluding Doug Sahm, Augie Meyers,
Joe “King” Carrasco and both Jim-
mie and Stevie Vaughan, the night
belonged to Lou Ann. Ripping

through her eight-song set with a
vengeance, Barton displayed a ma-
ture stage presence that was whole-
some yet seductive.

“All singing has three aspects
from my point of view,” Wexler of-
fers. “The head is the musicality,the
throat is the instrument—the
chops—and the heart is the emo-
tion which you project. And there
are very few singers who combine
these three attributes in a maximum
fashion.

“Aretha did, Ray Charles did,”
Wexler smiles, “and I think Lou
Ann does.”
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| No,-No You Got It All Wrong

| The Pretenders’ James Honeyman-Scott is shown backstage with Eddie Van Halen before one of the final shows on th
| Pretenders’ U.S. tour. Van Halen joined the group onstage for “You Really Got Me” and “Wild Thing.”

~ PHOTO MERRY ALPERN

'Strawberry Feld Forever

In a rare public appearance, Yoko Ono unveiled plans for a John Lennon
memorial designated for the triangular island of Central Park now known
as Strawberry Fields. Ono is asking for contributions of trees, stones, flow-
ers, shrubbery, etc., from all over the globe as a symbolic gesture of world
harmony. Over 30 countries have already responded to Ono’s request.

- = d _ %{f‘ -
PHOTO: CHUCK PULIN
David And Sis(ters) :
Having tapped out on rock stars with their parents, the Record has come up
‘I;iath' ;hje idea of rocs:}ll( stars and their twin sisters, for this issue at least. Here, My God They Remember Me!
vid Johansen is shown with his sisters, Karen (left) and Elizabeth, at Studio Biton Jolin, whose cusrent Sinzie, »eo s .
: : 82 A . gle, “Empty Garden,” is his strongest record in several years, recently performed on Satm
34 in New York during an exhibit of rock photographer Bob Gruen’s work. day Night Live. He's pictured here during a rehearsal with SNL's Eddic Murphy and the show’s g'uaﬁlost. Johnny Cas
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Go-Go’s Go Platinum
Zoetrope Studios was the site of a party held in April in honor of the Go-Go's album, Beauty and the Beat, being certified platinum. Highlight of the féte was the premiere of the band’s new one-hour
eo, Totally Go-Go’s. Among the celebrities in attendance: Rick James (left, next to Belinda Carlisle), Martin Sheen (center, behind Charlotte Caffey) and Timothy Hutton (right, next to Kathy Valents

PHOTO. ROBERT MA
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Beu Olls : PHOTO. CHUCK PULIN

Chick Corea, vocalist Gayle Moran and actor Dudley Moore are shown backstage at the Savoy in
New York, just after Corea’s show on April 10, which also was the club’s last show, as it shut-
tered its doors the next day.

PHOTO: STAN HYMAN

Okay, Turn On The Electricity

John Wetton, vocalist and bassist for Asia, is shown standing out-
side the band’s rehearsal studio in, of all places, Lititz, Pennsylva-
nia. Asia—Wetton, Carl Palmer, Steve Howe and Geoff Downes—
are currently on the first leg of a sold-out tour of the United States.
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Vangells

op Of The Chart

NOW THAT THE FILM CHARI-
ots of Fire has won an Academy Award
for Best Picture, it’s fitting that Vange-
lis’ evocative soundtrack should reach
the top of the album chart.

Vangelis Papathanassious has had a
long and distinguished career in popu-
lar music, although he’s only recently
come to the attention of contemporary
music buffs in this country. Television
viewers will recall his subtle but force-
ful soundtrack for Carl Sagan’s Cos-
mos, while rock fans will recognize
him by the two albums he’s made with
former Yes member Jon Anderson,
one of which, Friends of Mr. Cairo, has
now been reissued by Polydor. He also
wrote the score for Costa-Gavras® ac-
claimed film, Missing, and has com-
pleted scoring Blade Runner, a film
starring Harrison Ford.

What pleases Vangelis most about
his success is the freedom it’s brought
him. “I can play jazz tomorrow if I feel
like it,” he says, “or I can do pop or
rock. But let me explain: music is a
whole thing; it is not just one thing. I
hate to get bogged down with labels.” &

LIVE ON THE SUNSET STRIP

——-—— t.

Top New Entry

LAUGHS ARE EASY TO COME
by for so seasoned a pro as Richard
Pryor, but the ability to encase each
laugh in a tear, and to force you to
question your own attitudes, is a mark
of greatness. Having literally been giv-
en a second life after suffering near-fa-
tal burns in a freebasing accident last
year, Pryor emerges, in his first public
performance since that accident, as a
more mature, sensitive comic, still
raunchy, but extremely wise.

Two of the observations here—
they’re not really routines—are excep-
tional. In “Africa,” Pryor tells the sto-
ry of the search for his roots. Although
he offers some hilarious anthropomor-
phic descriptions of wild animals’ reac-
tions to humans, it’s his comments on

why he can no longer use the word
“nigger” that gives his message unusu-
al impact. Similarly, his account of
freebasing, and the spell of the pipe, is
so horrifying it ought to be played re-
peatedly for anyone who finds the hab-
it romantic. Rarely has a comedian
performed so valuable a service for his

public. &

[
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Top Debut Album

NOW ENTERING ITS 45TH
week on the chart, the Go-Go’’ first al-
bum, Beauty and the Beat, has spent
most of its life in the top 20, thanks to
two hit singles, “Our Lips Are Sealed”
and “We Got The Beat.”

Why are these five perky young girls
so popular? For one, their music is irre-
sistible. The trebly, distant guitars are
an ’80s interpretation of Dick Dale’s
seminal surf stylings, while the driving
beat and the smart lyrics about love
and lust reflect a thoroughly modern
sensibility. Their close harmonies re-
call the Shangri-Las, but it’s when lead
singer Belinda Carlisle takes over that
things begin to happen. She has a
smooth, sweet pop singer’s voice, but
her tough phrasing often resembles
Patti Smith’s, and underneath there’s a
vulnerability that adds poignancy to
the Go-Go’s stories.

Has success spoiled the band? “I
look at our getting bigger like it’s a job
promotion” is guitarist Jane Weidlin’s
disarming reply. ‘“‘But Il tell you
frankly—we’d like to be bigger than
REO Speedwagon.” o
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