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ON JAMERSON 

1 APPRECIATE THE NECES-
sity of rock paying its last re¬ 
spects to James Jamerson 
(American Grandstand, No¬ 
vember RECORD). I see the in¬ 
justice rock crit, by and large, 
has done Jamerson, and under¬ 
stand the desire to balance the 
scales. But let’s not confuse Af¬ 
firmative Action with art. Retro¬ 
active justice may make good 
public policy but it don’t make 
good rock criticism. 
When Dave Marsh says “Ja¬ 

merson deserves as much credit 
as any instrumentalist for chang¬ 
ing the way rock sounds,” does 
he really mean Jamerson or Mo¬ 
town itself? Marsh’s contention, 
on the face of it, is absurd. Ac¬ 
cepting for the moment that Ja¬ 
merson had as much creative 
control of the Motown arrange¬ 
ments as he says he had (person¬ 
ally I’m skeptical) it was the way 
Jamerson’s bass was featured, 
and not his creative “genius,” as 
Marsh and Marvin Gaye imply, 
that changed the way rock 
sounded. On their own, Jamer¬ 
son’s bass lines were nothing a 
competent guitarist couldn’t 
perform; and should we put Ja¬ 
merson, merely because he or 
someone at Motown thought to 
put the bass out front in the ar¬ 
rangement, in the same league 
with rock instrumentalists like 
Chuck Berry, Paul McCartney, 
Jimi Hendrix, Duane Allman 
and—gaffe!—the great jazz side¬ 
men? I think it patronizes Ja¬ 
merson’s important, limited 
achievement to do so, because he 
simply can’t match these artists 
expressively. And I wonder if we 
should take as gospel all Jamer¬ 
son’s revelations to Nelson 
George. My inclination is to 
trust the art before the artist. 

JEFF HAMILTON 
St. Louis. MO 

on his personal life (which is 
none of your business), why not 
focus on his and the band’s out¬ 
standing musical talent. Boy 
George is the best there is and 
you had no right to put him 
down the way you did. It’s like 
putting down God. 

KELLY DANDO 
Piscataway. NJ 

Ah, come on men, give in just 
a little will you? Where’s your 
sense of adventure? If you can 
stop raving on about the Boy’s 
appearance you just might learn 
something. Men take note: you 
don’t need those muscles, fast 
cars and loose talk to be mascu¬ 
line. Thanks, George, for break¬ 
ing down the barriers between 
masculinity and feminity. Men 
were beginning to get boring. 

LINDA KEATE 
Midvale. UT 
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MAD ABOUT THE BOY 

AFTER READING YOUR ar¬ 
ticle on Boy George (“What You 
See Is What You Get,” Novem¬ 
ber RECORD) I was left speech¬ 
less. You made him sound like a 
jerk! And those lies about his so-
called “romantic” relationship 
with drummer Jon Moss—give 
me a break! Instead of focusing 

CAUGHT 
AFTER SPENDING THE 
past five months researching and 
beginning a novel based on the 
life and music of Robert John¬ 
son, I was gratified to learn that 
there is to be a film about this in¬ 
fluential artist. However, David 
McGee’s article concerning 
Keith Richards’ involvement in 
the project (“Keith Richards 
Pays A Debt,” November RE¬ 
CORD) contained two inaccura¬ 
cies. First, a rare photograph of 
Johnson taken professionally in 
Memphis does exist, though few 
people have seen it. Also, “Love 
In Vain” was the first Johnson 
song the Stones recorded, but 
not the only one. “Stop Breakin’ 
Down” (Exile On Main Street) 
was also written by Johnson. In¬ 
cidentally, the Stones, chose not 
to give Johnson composing cred¬ 
it on either song. So much for 
paying tribute, Keith. 

DAVID GREENLAND 
Rockland, IL 

David McGee replies: Green¬ 
land is right on both counts. How¬ 
ever, a couple of comments are in 
order: a photograph of Johnson is 
apparently in the possession of a 
disc jockey named Steve Levere. I 
attempted to contact Levere, but 
he no longer works at the station I 
called, and the person I talked to 
there didn't know how to reach 

him. Unless Alan Greenberg al¬ 
ters the ending of his script for 
Love In Vain, though, a photo¬ 
graph of Johnson will appear on 

I the screen as the closing credits 
! roll. 

As for the Stones failing to give 
Johnson composing credit on 
"Love In Vain" and "Stop Brea¬ 
kin ’ Down, ” Greenland has sure¬ 
ly noted that the credit on the 
latter song is "Trad’l, arranged 
by Jagger, Richard, Wyman, 
Taylor, Watts. ” This is in accor¬ 
dance with the copyright laws. 
Since neither Johnson ’s family 
nor anyone representing him re¬ 
newed the copyrights on his songs 
years ago, those compositions 
have gone into the public do¬ 
main—as a specialist in copy¬ 
right law explained it to me, the 
songs are, in effect, no longer 
Johnson ’s and no one collects roy¬ 
alties for their performance. 

"Love In Vain, ” on the other 
hand, is credited to Woody 
Payne. At the close of our inter¬ 
view I asked Richards why this 
happened. His verbatim answer: 
"I think it was from a totally dif¬ 
ferent song, some country song or 
something. We just gave it to our 
office, or record company, said, 
'We don’t know who wrote this 
for sure, we think it was Robert 
Johnson, ' da-da-da. They went 
through the bloody books and 
came up with a song called ‘Love 
In Vain’ and credited it to 
this ... it was one of those, you 
know, executive slips, ‘adminis¬ 
tration foulups. ’ ” 

You can make of that what you 
will, but I see no reason to ques¬ 
tion the depth of Richards' feel¬ 
ing for either Robert Johnson or 
any of the blues artists who con¬ 
tinue to inspire his music. 

CORRECTION 

THE STORY ON TOM 
Waits in the November REC¬ 
ORD stated that his soundtrack 
for Francis Ford Coppola's film 
One From The Heart was nomi¬ 
nated for a Grammy Award and 
that Waits had a role in the film 
On The Nickel. In fact. One 
From The Heart was nominated 
for an Academy Award for Best 
Song Score, and Waits did not 
appear in On The Nickel but did 
write the movie’s theme song. 
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I THRILLER_ 
Michael Jackson Epic 

2 AN INNOCENT MAN 
Billy Joel Columbia 

g SYNCHRONICITY 
Police ¿<SA4 

4 WHAT'S NEW 
Linda Ronstadt Asylum 

3 GENESIS ~ 
Genesis Abonne 

g CAN T SLOW DOWN 
Lionel Richie Motown 

7 LIVE FROM EARTH 
Pat Benatar Chrysalis 

«COLOUR BY NUMBERS_ 
Culture Club Virgin Epic 

J FLASHDANCE 
Soundtrack Casablanca 

Ifl FASTER THAN THE 
SPEED OF LIGHT_ 
Bonnie Tyler Columbia 

II THE CROSSING 
Big Country Polydor 

12 PYROMANIA 
Def Leppard Mercury 

11 METAL HEALTH 
Quiet Riot Epic 

M SPEAKING IN TONGUES_ 
Talking Heads See 

15 TRUE
Spandau Ballet Cnrysahs 

JI BIG CHILL 
Soundtrack Motowr 

|p REACH THE BEACH 
The Fixx MCA 

I g LET’S DANCE 
David Bowie pca 

|g UH-HUH 
John Cougar Mellencamp 

2D PIPES O F PEACE 
Paul McCartney Columbia 

21 FEEL MY SOUL 
Jennifer Holliday Geffen 

22 ROCK 'N' SOUL, PART 1 
Hall & Oates KA 

23 ALIVE, SHE CRIED 
The Doors Elektra 

24 ELIMINATOR 
ZZ Top Warner Brothers 

2g Tn Fl DELS ~ 
Bob Dylan Columbia 

00 PRINCIPLE OF 
60 MOMENTS 

Robert Plant Atlantic 

37 the wild heart 
Stevie Nicks Modern 

28 BORN AGAIN 
Black Sabbath Warner Brothers 

29 LI TTLE ROBBERS 
The Motels Capitol 

3Q PASSIONWORKS 
Heart Epte 

01 MORE FUN IN THE 
NEW WORLD_ 
X Elektra 

32 HEARTS & BONES 
Paul Simon Warner Brothers 

33 CARGO 
Men At Work Columbia 

34 PUNCH THE CLOCK 
Elvis Costello Columbia 

33 LAWYERS IN LOVE 
Jackson Browne Etekua 

3g HELLO BIG MAN 
Carly Simon Warner Brothers 

37 SPORTS 
Huey Lewis & The News Chrysalis 

M SWEET DREAMS ARE MADE OF THIS_ 
Eurythmies KA 

38 THE PRESENT 
The Moody Blues Threshold 

48 MIKE'S MURDER 
Joe Jackson abm 

4| RANT 'N' RAVE 
* Stray Cats emi 

M  RHYTHM OF YOUTH 
Men Without Hats mca 

43 COLD BLOODED 
Rick James Gordy 

44 FLICK OF THE SWITCH 
AC/DC Atlantic 

43 DURAN DURAN 
Duran Duran Capitol 

Afi SHE WORKS HARD FOR 
™ THE MONEY_ 

Donna Summer Mercury 

47 y/R — U2 Island 

48 EVERYBODY'S ROCKIN' 
Neil Young Geffen 

48 THE REAL MACAW_ 
Graham Parker Amta 

58 FASCINATION! 
Human League abm 

31 TWANG BAR KING 
Adrian Belew island 

52 murmur 
REM tes 

33 TEXAS FLOOD 
Stevie Ray Vaughan Epic 

54 keep IT UP 
Loverboy Columbia 

55 1999 ~~ 
Prince Warner Brothers 

gg PLAYS LIVE ~ 
Peter Gabriel Gefíen 

gy TRASH IT UP! 
Southside Johnny & The 
JukeS Mirage 

gg NO FRILLS*"^ ~ 
Bette Midler Atlantic 

gg PLEASURE VICTIM 
Berlin Gefíen 

The Kinks Arista 

fil CLOSE TO THE 
0 1 BONE 

Tom Tom Club Sire 

82 ALPHA 
Asia Geffen 

83 madness" 
Madness Geffen 

84 STAYING ALIVE 
Soundtrack ISO 

83 THE HURTING 
Tears For Fears Mercury 

88 PIECE OF MIND 
Iron Maiden Capitol 

87 BUSINESS AS USUAL 
Men At Work Columbia 

M KILLER ON THE RAMPAGE_ 
Eddie Grant Portrait 

88 LISTEN 
A Flock of Seagulls Jim Arista 

78 frontier" 
w Journey Columbia 

71 GET IT RIGHT 
Aretha Franklin Arista 

72 CUTS LIKE A KNIFE 
Bryan Adams abm 

73 ALBUM 
* Joan Jett & The Blackhearts 

MCA 

74 TRAVELS 
’ Pat Metheny ecm 

73 NAKED EYES 
Naked Eyes emi 

76 

77 

78 

79 

80 

81 

82 

84 

85 

86 

87 

88 

89 

90 

91 

92 

93 

94 

95 

96 

97 

98 

99 

100 

j WHAMMY_ 
The B52 S Warner Brothers 

'GIRL AT HER 
VOLCANO 
Rickie Lee Jones Warner Brothers 

I SECRET MESSAGES 
ELO Jet 

I KISSING TO BE 
1 CLEVER 
Culture Club Virgin Epic 

TOO LOW FOR ZERO 
Elton John Gefíen 

INFORMATION 

Dave Edmunds Columbia 

FIELD DAY 
Marshall Crenshaw 
Warner Brothers 

OUTSIDE INSIDE 
The Tubes Capitol 

NEW GOLD DREAMS 
Simple Minds aam 

YOU BOUGHT IT, 
YOU NAME IT 
Joe Walsh Full Moon 

TAKE ANOTHER 
PICTURE 
Quarterflash Gefíen 

BODY WISHES 
Rod Stewart Warner Brothers 

THE KEY 
Joan Armatrading aam 

THE HIGH ROAD 
Roxy Music Warner Brothers EG 

DEEP SEA SKIVING 

Bananarama Polygram 

WHITE FEATHERS 

Kajagoogoo emi 

H2O_ 
Hall & Oates ka 

KIHNSPIRACY 

Greg Kihn Beserkley 

NON-FICTION 

The Blasters Warner Brothers 

LIONEL RICHIE 
Lionel Richie Motown 

AFTER THE SNOW _ 
Modern English Sire 

IN YOUR EYES 
George Benson 
Warner Brothers 

THE FINAL CUT 
Pink Floyd Columbia 

1 LOW RIDE 
Earl Klugh Capitol 

PRESENTED 
BY MILLER 
HIGH LIFE 
BEER 
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TO MAKE A CASSETTE TAPE SOUND LIKE MUSIC, 
YOU’VE GOT TO KNOW WHAT MUSIC SOUNDS UKE. 

Think about it. What other tape manufacturer also builds professional 
recording equipment including 24-track and digital studio tape 
recorders? What other tape manufacturer has 72 years of experience as a 
major record company? Other tape manufacturers may talk about "digital 
ready,” but do you know Denon developed the digital recording process 
in 1972? 

It is this unique combination of technical and musical expertise that 
led Denon to use Dynamic Distortion Testing to optimize DX cassette 
tape performance in the presence of real musical signals, not mere 
laboratory test tones. The result is the most musical of all cassette tape 
Denon DX-Cassette tape. When we claim it’s better, we say it with 

music. 

DENON 

DENON 

DENON 

DENON 

DENON 

DX1 90 

DX3 90 

DX4, 90 

DX7/90 

DENON 0X8'901 

DENON METAL DXM 90 

0*55' 01B 

DESON 
Nippon Columbia Co.. Ltd.. No 14-14. 4-Chome, Akasaka. Mi nato-Ku. Tokyo 107, Japan Denon America, Inc., 27 Law Drive, Fairfield, N.J. 07006(201) 575-7810 



CAN’T GET NO SATISFACTION 
Mitch Easter, the man who has everything, wants more 

and Hunter describes Afoot's other songs 
as “all about disastrous love.” 

“No,” Easter corrects, “ ‘Edge of the 
World’ is about people with dead-end 
lives.” 

PROVIDENCE, R.I.—Mitch Easter has 
lis own recording studio (Drive-In, in 
X'orth Carolina) where the Individuals, 
Pylon and other bands have recorded. He 
□reduces R.E.M.’s acclaimed records. 
He’s touring the country with his own 
□and, Let’s Active, whose debut EP, Afoot, 
•vas released by I.R.S. in October. 
But is the fair-haired southerner satis¬ 

fied? Heck no: “I think producing is a real 
cool thing, but I wouldn’t want people to 
hink Let’s Active is just a side project. A 
ot of people already think, ‘Yeah, he 
hought it would be cool to play like those 
bands, so he got a guitar.’ That’s not true!” 

Actually Let’s Active—Easter, bassist 
Paye Hunter and drummer Sara Rom-
weber—began working together about two 
years ago. The band’s sound has some of 
he same dreamy quality as R.E.M.’s, but 
with a jangly pop feel a bit like the Mon¬ 
tees’ Headquarters. Easter—a tough guy 
o satisfy—thinks these pop aspects are be¬ 
ing exaggerated by the press. 

“We’ve had all these reviews that say, 
Pure ’60s Merseybeat revival,’ ” he sighs. 
T don’t see that at all.” 

Easter (right) with Hunter and Rom weber: Why is this man smiling? 

For one thing, Easter points out, his lyr¬ 
ics tend to be dark and downbeat. “Leader 

“Oh,” the bassist smiles, “I didn’t 
know.” 

of Men” was inspired by the film Missing, So what is the deal, Mitch? Easter 

FORMERLY MICHAEL JACKSON 
Michael Gregory plays the name game 

BOSTON—What’s in a name? 
Well, suppose your name was Michael 

.'ackson. Suppose you were a black singer-
songwriter making dance-oriented pop 

music. And suppose you didn’t sing 
“ABC” and “I Want You Back” as a child, 
“Beat It” and “Billie Jean” as an adult, 
and recently record “Say, Say, Say” with 

shrugs. “I don’t know. My songs have to 
have at least a touch of something dark. I 
like happy songs but I somehow feel stupid 
writing them. I just saw an Al Jarreau vid¬ 
eo and everything in it was happy. I was 
shocked!” Easter smiles. “I’d forgotten 
you could write songs like that.” 

—Bill Flanagan 

Gregory: Can’t shake that name 

Paul McCartney. 
You might just have a 
severe identity prob¬ 
lem on your hands. 

“It was confusing 
even for me,” says Mi¬ 
chael Gregory Jack-
son, who changed his 
name to Michael 
Gregory nine months 
ago and has released a 
new solo album, Situ¬ 
ation X, on Island. 
“It’s just too compli¬ 
cated. He’s all over the 
place. It’s just impossi¬ 
ble to get away from 
that name.” 

Actually, Greg¬ 
ory—who, inciden¬ 
tally, quite likes his 
namesake’s music— 
got along for a num¬ 
ber of years as Mi¬ 
chael Gregory 
Jackson. But those 
were the ’70s, when 
he was pursuing a 

critically-acclaimed avant-garde jazz ca¬ 
reer, recording on the Arista/Novus label 
and playing with Anthony Braxton, Oliver 
Lake, Jack DeJohnette and others. 

Situation X is Gregory’s first full-fledged 
foray into the pop field and it’s his first al¬ 
bum period in three years. “I wanted to get 
into some more immediacy with the music, 
as opposed to the cerebral,” he explains. 
“I’ve always been into more rhythm-orient¬ 
ed music; I don’t see it as much of a change. 
I still feel I’m using very different forms for 
pop and rock music, very specific chord 
voicings and things like that.” 
At the time of this interview, Gregory 

was making plans to put together a crack 
five-piece band in hopes of touring starting 
in December. “There hasn’t been a band 
around for a number of years that has real¬ 
ly blown me away,” he says. “I can think of 
a Hendrix or the first Mahavishnu Orches¬ 
tra—that’s what I’m going for. I won’t be 
presumptuous and say (it will be as power¬ 
ful), but I’m going for a band that is very 
strong live. And I think the solos I’ll take 
will definitely pique someone’s curiosity as 
to who this guy is playing guitar.” 

—Jim Sullivan 
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WARMTH IS THE HOLY GRAIL 
Peter Godwin pushes the emotional content of his music 

NEW YORK—“All this, of course, is just 
part of my consumptive, melancholy, Ail¬ 
ing Artiste aura,” Peter Godwin says an¬ 
gelically, coughing and sneezing his way 

pallor that has since become de rigeur 
among certain English Bands in the Know. 
Today, though, warmth seems to be God¬ 
win’s personal holy grail. “You can use 
synthesizers to make music that’s soulless 
and cold,” he observes, “but that, I think, 
has been a bit over played.” Yet some crit¬ 
ics have been casting a jaundiced eye to¬ 
ward the number of dance-oriented tracks 
on Correspondence. “On my album, there 
are three songs which are slow songs,” 
Godwin explains. “They’re deliberately 
there because I wanted an album that 
started in one place and took you some¬ 
where else. I mean, ‘Soul to Soul’ is my fa¬ 
vorite track. I like soul music and I was 
quite consciously trying to push the emo¬ 
tional content of the song. Still, I have had 
quite a lot of compliments on my ‘cool and 
detached vocal approach’ recently, which 
is funny because when I sing, I certainly 
don’t feel cool and detached.” 

It almost sounds as if he’s disappointed 
by the reaction, though it seems to have 
strengthened his resolve not to get painted 
into the corner that the success of “Baby’s 
in the Mountains” and David Bowie’s 
Let’s Dance cover of Metro’s first single, 
“Criminal World,” could easily lead to. 
“I’ll be doing gigs in America soon,” he 
says. “I’m sure, through the live medium, 
that I’m going to get that rock edge back 
into it, which is something you lose a bit of 
in the studio. There’ll be no drum machine 
on stage.” 

—Dan Hedges 

through his first-ever American cold at 
PolyGram Records’ Manhattan offices. 
“Behind all the synthesizers, I’m really 
very 19th Century.” 

Somehow, you’d 
never guess it. 
Must be the 
clothes. But with 
the attention paid, 
first to his 1982 
Images of Heaven 
EP, and now to his 
first U.S. solo al¬ 
bum, Correspon¬ 
dence, Godwin’s 
European reputa¬ 
tion as a Swell 
Dresser/Man 
Ahead of His 
Time is attracting 
notice over here. 
As co-founder 

(with Duncan 
Browne) of the 
British band Met¬ 
ro back in the mid-
’70s, he helped 
pioneer the lan¬ 
guid, synthesized 
morphine-and-
French-cigarettes Godwin: “I don’t feel cool and detached.” 

AIMING FOR THE HORIZONTAL 
Mental As Anything plugs in and hopes something happens 

play the songs like the records if we’re go¬ 
ing to get successful, but he’s been asking 
us to do things for years and we haven’t 
paid attention," Smith adds with a goofy 

NEW YORK—“We write about a lot of 
traditional rock ’n’ roll themes—romance, 
drinking, the things we like—but we give 
’em a bit of a twist,” says keyboardist-vo¬ 
calist Greedy Smith, the looniest and most 
affable of the five ex-art students who 
formed Mental as Anything in Sydney, 
Australia, six years ago. “It’s really impor¬ 
tant to us to aim our lyrics on the horizon¬ 
tal rather than talking down to anybody or 
setting ourselves up as macho heroes. We 
don’t take ourselves seriously; nobody has 
ever taken us seriously.” 

Creatures of Leisure, the Mentals’ 
fourth Australian album, is their second 
American release (If You Leave Me, Can I 
Come Too?, released in the States in 1982, 
was assembled from their first three LPs). 
“It’s just a coincidence that it’s got a lot of 
songs about broken romances,” Smith ob¬ 
serves, noting the consistently antic ap¬ 
proach taken by the band’s four writers— 
himself, guitarists Reg Mombassa and 
Martin Plaza and bassist Peter O’Doherty 
(drummer Wayne Delisle sticks to the 
skins). “We just go in and record about 25 
songs, and the best 12 get on the album. 
We don’t think about theme—we just put 

The Mentals: Is this any way to run a band? 

the best songs on.” He characterizes the 
Mentals’ sound as “pumping music, some¬ 
thing you can dance to when you’re drink¬ 
ing. It’s pub-rock, Australian-style, I 
guess. 
“Our manager says we’re supposed to 

laugh. “Let him have the ulcer—this is still 
really a hobby for us. We’re supposed to be 
painters; that’s what we’re trained for. Mu¬ 
sic is good fun, but I don’t think it’s a ca¬ 
reer.” Really? “That’s what we keep telling 
our parents, anyway.” —David Gans 
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LOOKING FOR THE PAYOFF 
Will The Payólas have to come in under the table? 

TORONTO—“When people in the States 
find out we’re from Canada, they’re 
amazed we don’t sound like Rush or Tri¬ 
umph. Those bands did not inspire us.” 

Generally, when Bob Rock of the Pay¬ 
ólas speaks, you can take it to the bank. 
One of Canada’s most important bands, 
the Payólas successfully marry lean urban 

reggae and punk, much like labelmates 
(A&M) UB-40, for a beguiling and topical 
filigree. Their third album, the Mick Ron-
son-produced Hammer On A Drum, finds 
the Payólas coming of age as a recording 
entity, coupling their propulsive sound to a 
clutch of songs on such timely subjects as 
child abuse (“We felt as artists we should 
have the freedom to write about this kind 
of thing,” Rock says of “Where Is This 
Love”), nuclear horror and the joys of 
Christmas. Forceful and compelling music 
on a variety of levels, Hammer gives the 
quintet—Rock, Paul Hyde, drummer 
Chris Taylor, keyboardist Chris Living¬ 
ston and bassist Alex Boynton—their 
clearest shot yet at a much-needed U.S. 
breakthrough. 

“We’re one of those bands that had no 
intention of getting signed,” chuckles 
Rock. "But if we really want to continue as 
a band we’re going to need the States. The 
worst thing is to have to stop the writing 
process because you can’t afford it.” 

Still, the goals remain simple, break¬ 
through or no. “All we want to do is make 
good records. Our influences are only good 
records and good songs, whether it’s Tony 
Bennett or whoever. If some of the stuff 
sounds like Mott The Hoople and isn’t like 
current headbanging music, it’s because I 
like this kind of music. I can honestly say 
we’ve always done whatever we’ve 
wanted.” 

—Jonathan Gross 

’MATES DON’T SEND TELEXES’ 
Tartan Terror leaves Elton in the lurch 

thing more than a lark,” he commented. 
“There certainly were no contracts or formal 
discussions. Frankly, I don’t know what 

LONDON—A joint world tour by Elton 
John and Rod Stewart, which was appar¬ 
ently never on, is now definitely off. Such 
are the mysterious vicissitudes of rock su¬ 
perstardom. According to John, the two 
multi-millionaires had reached a gentle¬ 
man’s agreement which would take them 
through Europe and the U.S., but Stewart 
opted out. 

John, who is continuing his comeback 
with the single “Kiss the Bride,” appeared 
on the British television show American 
Football in his capacity as part owner of an 
English soccer team. Betraying obvious 
bitterness, he commented: “We weren’t 
going to play our old hits, but just new stuff 
and whatever struck us as fun to do at the 
time. I really thought it was a smashing 
idea. It was all set, but now it looks like it’s 
not going to come off at all. 

“I haven’t really heard from Rod; he 
hasn’t even given me a ring,” he continued 
after comments on the relative merits of 
the Raiders and Cowboys. “Rod sent me a 
telex, cancelling out. And I thought Rod 
was a mate, but you know mates don’t send 
mates telexes.” 
A spokesman for Stewart expressed sur¬ 

prise at John’s anger. “I doubt it was any- Elton and Rod: Goodbye gold-paved road. 
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STEPPING INTO THE VOID 
Big Twist bridges a blues generation gap 

CHICAGO—The small town of Colp 
didn't rate a dot in the 1983 edition of 
Rand-McNally’s Road Atlas map of Illi¬ 
nois. But 20-odd years ago, it was the un¬ 
likely black Las Vegas of the Southern 
Illinois region known as “Little Egypt”— 
the biggest stop on the R&B “chitlin’ cir¬ 
cuit” between East St. Louis and Cairo. 

Colp had a predominantly black popula¬ 
tion of 200, nine nightclubs (you can near¬ 
ly see some of their names in lights—Jr. 

lows was a trio of brothers from Terre 
Haute, Indiana, incomprehensibly named 
Larry Nolan (“Twist”), Ronnie West and 
Larry Williams (the latter sibling notori¬ 
ous at the time for not denying he’d origi¬ 
nated the hit “Boney Maronie”). It wasn’t 
until the early ’70s that this on-again, off-
again house band was “discovered” by sax¬ 
ophonist Terry Ogolini and guitarist Pete 
Special, a couple of white Chicago emi¬ 
grants making camp in the nearby univer¬ 

Big Twist (center) and the Mellow Fellows: Pioneering old 
audiences as well as new 

Hatchett’s, the Glass Pitcher, the New Or¬ 
leans Room), and two churches. The house 
band at Jr. Hatchett’s all through the ’50s 
was a blues trio called the Mellow Fellows. 

“It was the liveliest spot around,” re¬ 
calls Larry “Big Twist” Nolan, whose res¬ 
urrected version of the Mellow Fellows, 
based some 300 miles north in Chicago, 
has released a new LP on Alligator Rec¬ 
ords, as well as what may qualify as the 
first scripted video clip in the blues idiom. 
“At the time,” Twist continues, “Colp was 
wide open for gambling—paid off, of 
course. Acts like James Brown, Hank Bal¬ 
lard, Ike Turner and Little Milton used to 
come through. A lot of times they didn’t 
travel with a group, so the Mellow Fellows 
would practice the songs in the afternoon 
and we’d back ’em up that night.” 
The nucleus of the late ’50s Mellow Fel¬ 

sity town of Carbondale. Special recalls 
being “practically kidnapped” one night 
by Ogolini and taken to Buckner, Illinois, 
sort of a “subdued” Colp. In a roadhouse 
called Lyin’ Sam’s, where the band was 
partitioned from the rowdy crowd by 
chicken wire, two worlds made contact. 

“There he was, playing drums and sing¬ 
ing country and blues standards in this 
Godforsaken honky-tonk,” Special says of 
his first encounter with Twist. “The thing 
that impressed me was that he had a trade¬ 
mark on everything he sang. Every time he 
told a story through a song, it was very 
much a Big Twist story.” 

Special suggested they start up a band 
and go on the road, “but Twist was leery— 
unsure of what my story was and where I 
was coming from. It took a year for me to 
persuade him I was for real.” 

Twist confirms his skepticism: “I 
thought Pete was full of shit that first 
night. I’d heard it all before. He finally 
convinced me to get ambitious, ’cause he’s 
a doer. He’s persistent.” 
From meager origins as a four-piece 

blues combo (Special, guitar; Ogolini, sax; 
Twist, vocals and drums; and Twist’s 
brother Ronnie on Hammond B-3 organ 
and bass pedal), the reconstituted Mellow 
Fellows did eventually catapult their ro¬ 
tund frontman into a blues land of milk 
and honey—Chicago. But not before Spe¬ 
cial and Ogolini received their baccalaure¬ 
ates in the blues (neither member ever 
having made it to classes at Southern Illi¬ 
nois University once they'd discovered the 
action in Colp and Buckner). 
“We travelled three primary circuits,” 

says Special. “We’d play the college scene 
in Carbondale. Then we’d do Holiday 
Inns. Then we’d steer down to Kentucky 
and Tennessee and play the chitlin’ 
circuit. 
“To college kids, we were the authentic 

Chicago blues band. To the Holiday Inn 
crowd, Twist was a Fats Domino figure. In 
the South, we played to a black blues 
crowd. Surprisingly, we didn’t have to 
change our music from one to another.” 

In 1979, the band signed with the here¬ 
tofore bluegrass-bent Flying Fish label, 
and cut two albums that, according to Spe¬ 
cial, “were good, but a little off-base. We 
spent far too much time making things 
sound clean and nice and pretty and not 
enough time concentrating on the heart 
and guts of the sound. Of course, we were 
in the studio for the first time and weren’t 
really in the driver’s seat.” 

That’s all changed now that Twist and 
his eight-piece rhythm and brass revue 
have gone across town to Alligator Rec¬ 
ords, which, like Flying Fish, is operated 
out of a wood-frame house by a staff of 
five. The difference is that Alligator’s 
knowledge of blues marketing is second to 
none. When AOR ceased to be a viable 
market for Alligator releases, label exec 
Bruce Iglauer began to notice black sta¬ 
tions like WXOL-AM, Chicago, and 
WLOK-AM, Memphis, rolling back to 
their roots. Twist, in his refined, post-hon-
ky-tonk state of voice, evoked the feeling of 
Little Milton or Clarence Carter. He was a 
natural to fill that void. To make sure of it, 
the band tapped Gene “Daddy G” Barge, a 
former staff producer for Chess Records, 
to co-produce (with Special) its Alligator 
debut, Playing For Keeps. 

“Pioneering old audiences as well as 
new ones—that’s important,” says Special, 
who, of course, was weaned on the chitlin’ 
circuit when it was still wild and woolly. 
“A lot of the singers from the Little Mil¬ 

ton generation aren’t around these days,” 
echoes Twist. “But that audience never 
went away. If we’re heard on the radio, 
there’s an audience that’ll buy our record. 
They’ve been lookin’ around for our sound 
for years.” —Cary Baker 
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BUNNY MATTHEWS 
NEW ORLEANS 

'TIME FOR A 
BRIGHTER DAY’ 

Remembering 
James Booker, 
1939-1983 

T
here’s always an exception to 
quite a few rules,” New Orleans 
pianist James Booker, who died 
November 8 at the age of 43, once 
said. “If you’re qualified to be an 

exception, that’s something that’s quite 
natural to draw all kinds of negative re¬ 
sponses and it’s very difficult to deal with 
and for this reason. I’ve been just about on 
the brink of insanity three or four times. So 
I usually keep myself kinda posted on what 
time it is. It’s time for a brighter day be¬ 
cause we’ve had a whole lot of the other 
way.” 
The exceptional Booker, son of a profes¬ 

sional dancer from Texas turned Baptist 

addict—I didn’t ask to be hit by that am¬ 
bulance. It was an accident.” 

At 11, Booker began a regular stint on a 
New Orleans radio station, displaying his 
keyboard prowess on the piano and organ. 
As “Little Booker,” he cut his first single, 
“Doing the Hambone,” three years later, 
under the direction of bandleader Dave 
Bartholomew, who, at the same time, was 
introducing Antoine “Fats” Domino to 
the world. According to Booker’s recollec¬ 
tions, he was the man (or boy) responsible 
for the piano on several of Domino’s great¬ 
est hits. His friends, Booker said, warned 
him to stay away from the less-than-angel-
ic Bartholomew but Booker, as throughout 

Booker: A lifetime quest for euphoria 

preacher and a gospel-singing mother, was 
born December 17, 1939 in New Orleans 
and spent most of his childhood in the Gulf 
Coast town of Bay St. Louis, Mississippi. 
He was considered a keyboard prodigy and 
began classical piano lessons while still a 
toddler. At 10, he taught himself to play 
the saxophone and the same year, he was 
critically injured after being hit by a speed¬ 
ing ambulance. 

Booker would later attribute his lifetime 
quest for “euphoria” (which included the 
use of large quantities of alcohol and her¬ 
oin) to the accident, explaining: “I was giv¬ 
en morphine and that’s probably the first 
experience of euphoria I ever experienced. 
You know if you get hit by an ambulance, 
they’re not going to let you just lay there 
and suffer. So if some of these rumors 
about me are true—about me being a drug 

his career, had his own idiosyncratic meth¬ 
od of judging business associates: “I went 
to his house, counted his Cadillacs and I 
said, ‘Well, if that’s the way you do it, then 
shit, me and Dave gonna be partners.’ ” 

Booker, however, would never have the 
commercial success of either Fats Domino 
or pianist/bandleader Huey “Piano” 
Smith during the ’50s or early ’60s. His one 
hit record, “Gonzo” (named after a char¬ 
acter in the film, The Pusher), landed on 
the Billboard charts on November 11,1 960 
and rose to 43 before peaking. Ironically, 
the record—an organ instrumental—owes 
more to latter-day surfing sounds than to 
the slow simmer of New Orleans second-
line funk. Not that Booker ever owed alle¬ 
giance to any one particular style—during 
the course of performing a single selection, 
Booker would meander from the etudes of 

Chopin to the polyrhythms of Professor 
Longhair to a snippet of something he’d 
once heard in a Jerry Lewis movie (Book¬ 
er’s favorite actor) to a sordid, gutsy blues 
which neatly evolved into “He’s Got the 
Whole World in His Hands,” the perennial 
Sunday School favorite. 

“I like variety,” Booker said. “I like the 
freedom to express that variety. That’s 
something that has to be earned and you 
can’t earn it overnight.” 

In 1970, at New Orleans’ most famous 
rhythm and blues nightclub, the Dew 
Drop Inn, Booker was arrested by police 
officers, who had observed him attempting 
to conceal a bottle of white powder in his 
coat pocket. The same year, Booker pled 
guilty to “attempted possession” of heroin 
and was sentenced to two years at hard la¬ 
bor at Louisiana State Penitentiary at An¬ 
gola. Because the crime was his first 
offense, Booker was released after serving 
approximately half his sentence. 

Producer Richard Perry, who had first 
encountered Booker while producing a 
Fats Domino album, hired Booker to play 
piano for some Ringo Starr sessions, and 
Booker cut a string of live albums in Eu¬ 
rope, generally recording for anyone who 
had a spare $1,000 in cash. 
Rounder Records, which had released 

Booker’s 1977 Swiss album (New Orleans 
Piano Wizard: Live!) in the U.S. in 1981, 
sent producer Scott Billington down to 
New Orleans in October of 1982 for a 
three-day session which resulted in Book¬ 
er’s Classified album. The week before the 
session, Booker was hospitalized with a 
seizure and when the session finally com¬ 
menced, Booker spent two days in a corner 
of the studio, staring at the wall. On the 
third day, as Billington prepared to return 
to Massachusetts without any tapes, Book¬ 
er cut the entire album in four hours. In the 
middle of Professor Longhair’s “Big 
Chief,” Booker looked at his watch, 
stopped playing and walked out of the stu¬ 
dio, announcing that he had to get to the 
bank to cash his session check. 

Booker’s death, according to the coro¬ 
ner’s report, was due to intestinal bleeding 
and heart and lung failure. As Jim Russell, 
a veteran New Orleans record man who 
had presented Booker at sock hops during 
the ’50s, said the day of Booker’s funeral, 
“Booker was a man who lived 430 years in 
43 years.” 

Booker himself issued his own epitaph 
during an interview five years earlier: “If 
he handles the ivories right, he’s the Ivory 
Emperor. If he’s just a piano player that 
oughta be making zillions and ain’t, he 
ain’t nothing but a Piano Prince.” O 
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GUEST PASS I 

GINA ARNOLD 
CHEATING 
THE 
FANS 

T
he hype surrounding David Bow¬ 
ie’s American tour this summer 
reached epic proportions ‘round 
about July when, in a Time maga¬ 
zine cover story which made him 

out to be the progenitor of every style of 
music to hit the airwaves since 1969, Jay 
Cocks called Bowie “the perpetual next big 
thing.” Since that story, every Sunday sec¬ 
tion in every paper from North Platte, Ne¬ 
braska, to New South Wales has had a 
feature on the former Thin White Duke, 
even though 12 years ago these same “re¬ 
spectable” papers would hardly devote 
even one column inch to the more daring 
Ziggy Stardust. The backlash of all this 
misplaced publicity has yet to hit, but hit it 
will, the same way it hit Bruce Springsteen 
in 1975 when his face became the third 
ever to grace the cover of Time and News¬ 
week in the same week. 
The difference between the Bowie over¬ 

hype and the Springsteen debacle is fairly 
marked, however. The faith that Jon Lan¬ 
dau, Dave Marsh and Jay Cocks had in 
Springsteen has yet to wane, and although 
the hoopla of 1975 was premature, the 
truth of the claims made by the artist’s sup¬ 
porters bore fruit with a bullet in years to 
come. The David Bowie hype, on the other 
hand, is of a more insidious nature and its 
implications are far more sinister than the 
innocent raves parlayed into big publicity 
for Springsteen Besides being about 10 
years overdue, the Bowie raves were utter¬ 
ly unfounded on any immediate claim to 
rock ’n’ roll genius. His latest album, Let’s 
Dance, met only lukewarm praise upon its 
release in April, with reviewers quick to 
criticize the record’s dearth of new materi¬ 
al, among other things. Three of the eight 
tracks on Let’s Dance were remakes of pre¬ 
viously-recorded material, and the five 
others did not match the excellence of his 
earlier work. The album was certainly ac¬ 
cessible and polished, thanks to producer 
Nile Rodgers, but, far from breaking new 
ground, this merely underscored Bowie’s 
acumen as an employer. 

That Bowie didn’t sell out a number of 
his stadium concerts this summer is not so 
surprising in light of these facts. After all, 
who are his fans? Either they are cult fol¬ 
lowers dating back to the days of Ziggy, or 
they are teenyboppers who think Bowie’s 
cute. Under ordinary circumstances he 
would have played the larger arenas and 
all his dedicated followers could have lined 
up for front row seats. Instead, the unques¬ 
tioning acceptance of the tour as last year’s 

Big Rock Event succeeded only in puffing 
up the potential audience to include some 
celebrity watchers: behold the wonders of 
rigorous and constant promotions and ad¬ 
vertising. The ordinary rock fans, the le¬ 
gions who fill stadiums, don’t know or care 
about David Bowie, despite Let’s Dance, 
despite Merry Christmas Mr. Lawrence, 
despite what Time magazine says. They’ve 
never heard “Heroes” or “Panic In De¬ 
troit,” and frankly, they wouldn’t like 
them if they did. The industry’s creation of 
a huge media event out of Bowie’s tour to 
some extent backfired. The manufactured 
hysteria didn’t fill stadiums, though it did 

A complete sepa¬ 
ration of perform¬ 
ing artists and 
recording artists 
may be the next 
step necessary in 
the revitalization 
of rock ’n’ roll. 
sell more tickets than otherwise would 
have been bought, but it also alienated 
some of the aforementioned long-time 
and/or newly-impassioned fans. 
As it was I stayed home with a lot of oth¬ 

er disillusioned fans. Seeing an artist in a 
16,000 seat arena is no great joy but at least 
there is a semblance of it still being a rock 
concert. There’s something unholy about 
stadiums, even apart from the discomfort 
and the indignity of paying to go watch a 
television screen. In rock ’n’ roll atmo¬ 
sphere is everything, especially for an artist 
like Bowie who capitalizes on glamour. 
There is nothing glamorous about a stadi¬ 
um, and I didn’t have to make a personal 
appearance to find that out. 
One can only hope the lag in ticket sales 

for groups like Asia, Bowie, and Culture 
Club, all of whom are selling lots of re¬ 
cords, will teach the industry the differ¬ 
ence between a concert and an event. The 
disparity between the excellence of a lot of 
new records on the market and the incon¬ 
sistency of the accompanying perfor¬ 
mances—or lack thereof, in the case of 
Michael Jackson and some other popular 
recording artists—demonstrates what’s 

wrong with today’s vision of rock ’n’ roll. 
“Rock of the Eighties,” the phrase used 

by so many new music radio stations, is ob¬ 
viously meant to be heard and not seen—at 
least, not seen live. In the music business, 
apparently, all the energy and spirit inher¬ 
ent in rock itself is considered dead weight. 
And who knows—maybe that’s a good 
thing. A complete separation of perform¬ 
ing artists and recording artists may be the 
next step necessary for the revitalization of 
rock ’n’ roll. When Michael Jackson 
spends nearly a million dollars on a video 
project instead of going on tour, one begins 
to see the gap MTV and its cohorts are cre¬ 
ating. Record companies that pour money 
into video in order to increase record sales 
will most likely end up ignoring groups 
whose live show transcends their records 
or who might not be photogenic enough 
for television. If this happens, then artists 
who are really dedicated to rock ’n’ roll in 
the old-fashioned sense—the Fabulous 
Thunderbirds, the Blasters, Bob Seger, 
Bruce Springsteen and the Clash all spring 
to mind—will go back to plying their trade 
on the club circuit. They’ll probably have 
more fun at it anyway, to hell with the 
big bucks; and I know the fans will have 
more fun. The irony of it all will be 
that this could come to pass because of the 
new music, which in turn stems from punk 
rock, whose central tenet was a rejection 
of vinyl perfection, tours, stadiums and 
superstars. 
The Bowie situation may not portend all 

this. It may simply be the apex of all the 
bad aspects of the last 10 years of rock ’n’ 
roll: the marketing, the mass producing 
and the media hyping of a very fine artist. 
Ultimately, this process cheats the fans. 
Perhaps Bowie’s tour will come to symbol¬ 
ize the ultimate separation of the visual 
and the spiritual aspects of rock. Let’s keep 
our fingers crossed, anyway, because the 
way things stand so far, to quote Johnny 
Rotten via Bowie’s old friend Iggy Pop, 
“This is no fun, no fun at all.” O 

Gina Arnold is a freelance writer based in 
Palo Alto, California, and editor of Waves, 
an in-house publication for radio station 
KFJC in Los Altos Hills, California. 

Guest Pass is an open forum for anyone wishing to 
express an opinion on an issue relevant to contem¬ 
porary music. Manuscripts should be no more 
than 1000 words in length, typed, double-spaced 
and accompanied by a self-addressed, stamped en¬ 
velope. Send to RECORD/Guest Pass, 745 Fifth 
Avenue, New York, N.Y. 10151 
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INFILTRATE 
A N D 

DOUBLE-
CROSS 
A bit of covert action pays off for 
Huey Lewis and the News 

BY DAVID GANS HUEY LEWIS AND THE NEWS HAD 
a great year in 1982: Their second album, 
Picture This, earned them some serious re¬ 
spect in the form of airplay, MTV exposure 
(for “Do You Believe In Love?”), critical 
approbation and record sales. It’s all in ac¬ 
cordance with a strategy which Lewis— 
vocalist, harp blower and songwriter— 
flippantly describes as “infiltrate and dou¬ 
ble-cross.” Loosely translated, this means 
“make the music the record company 
wants to hear, and then once you’ve got 
some dues under your belt, slide on over to 
the stuff you dig and go for the gusto!” 

So why did Lewis and the News sweat 
out most of 1983 in a holding pattern with 
no record in the stores? “Because Chrysa¬ 
lis Records went through a reorganiza¬ 
tion,” Lewis explains as he takes a seat 
behind his manager’s desk. (The label 
abandoned its independently-distributed 
status last year in favor of affiliation with 
CBS, a move which could be seen as a re¬ 
duction of the relative sizes of Chrysalis’ 
fish in the expanded pond of a multination¬ 
al combine). “We didn’t feel they were in a 
position to promote our new record prop¬ 
erly, so we held on to the tapes.” For em¬ 
phasis, he reaches behind him into a closet 
and pulls out a carton containing a reel of 
2" tape—one of the actual master reels of 
the third News LP, Sports. 
The News-vs.-Chrysalis scenario was 

similar to that of Tom Petty’s famous hold¬ 
out prior to Hard Promises, but the good-
natured Lewis refused to let it get him down. 
“In fact, we recut a couple of songs -‘The 
Heart of Rock & Roll’ and ‘I Want a New 
Drug’-because after going on the road 
and playing them for two months, we final¬ 
ly arrived at the arrangements we should 
have had in the first place. 
“We flirted with other record compa¬ 

nies, but when it was all said and done, 
Chrysalis got themselves back together 
and made us an offer we couldn’t refuse.” 
The legal battle to escape their contract 
would have been a long, drawn-out affair, 
Lewis notes, “and we wanted to put the 
record out anyway.” The label guaranteed 
the band enough additional money to 
make up for any shortfall that might have 
occurred had the company’s business 
changes affected its ability to move the LP. 

Lewis’ musical “double-cross” seems to 
be paying off for all concerned. “Heart and 
Soul,” the first single from Sports, charged 
up the charts, taking the LP with it, and 
the video is in heavy rotation on MTV. The 
songs on this third album evince more soul 
and blues influences than the first two LPs, 
and there’s even a cover of Hank Williams’ 
“Honky Tonk Blues.” 
“Our philosophy has always been that 

there are only two kinds of music: good 
and bad,” Lewis observes. “I like a lot of 
modern stuff, but I also like the old songs. 

I Why can’t we have the same kinds of 
j songs—the same kinds of emotions—as 
the early rock’n’roll, but with modern 
kinds of sounds?” 
Which takes us back in time to Clover, a 

hard-luck band whose personnel roster 
tells a tale of talent ill-served by circum¬ 
stances. In addition to Lewis and 
keyboardist Sean Hopper (now a member 
of the News), Clover included multi-
stringsman John McFee, a frequent side¬ 
man on Elvis Costello and Carlene Carter 
albums (and others) and a member of the 
last edition of the Doobie Brothers, and 
Alex Call, a songwriter (Tommy Tutone’s 
“867-5309/Jenny,” Pat Benatar’s “Little 
Too Late,” et al.) and singer whose whose 
debut solo album included “Just Another 
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Saturday Night,” a popular video on 
MTV. 

In their Sonoma County hippie days, 
21over recorded two albums of countrified 
^ock for Fantasy Records. From 1972, 
when Lewis and Hopper joined, until 
[•976, the band languished in California 
-laying gigs and hoping for an opportune 
-;cord deal. A gig at Los Angeles’ Palomi¬ 
no club caught the attention of Nick Lowe 
Mid his manager, Dave Robinson. 

“It turns out these guys were fans of 
Clover,” McFee recalls. “Nick was in a 
hand, Brinsley Schwarz, that was like a 
Clover copy band. One of their songs had a 
lyric that went, ‘Gonna saddle up and ride 
away, back to the hills where Clover plays.’ 
And Jake (Riviera, Robinson’s partner in 
Stiff Records) was saying, ‘If you guys 
came to England you’d kill ’em.’ ” When 
Robinson and Riviera landed them a re¬ 
cording contract, Clover moved lock, 
f ock and babies to England—just in time 
for their eclectic, countrified rock’n’soul 
sound to be blasted back to the Stone Age 
by the Sex Pistols. After cutting two un-
s iccessful albums and backing Elvis Cos¬ 
tello on My Aim Is True, Clover was over. 

But Lewis had to keep playing—“I 
couldn’t be a carpenter any more, it was 
too late for that.” He arranged a series of 
j-His at Uncle Charlie’s, a tiny club nearby 
C orte Madera, and invited the neighbors 
ia to play. From these informal sessions, 
dubbed “Monday Night Live,” a group co-
a esced that was briefly known as Huey 
Lewis and American Express, then took 
the name Huey Lewis and the News. In ad¬ 

dition to Lewis and Hopper, the lineup in¬ 
cluded guitarist Chris Hayes and three 
former members of a funky, jazzy Marin 
rock band called Soundhole: bassist Mario 
Cipollina (younger brother to ex-Quicksil¬ 
ver guitarist John), drummer Bill Gibson, 
and saxophonist-guitarist Johnny Colla. It 
was also during the Monday Night Live 
gigs that Lewis emerged as the confident 
vocalist and frontman we see today. 
As the popularity of the News increased, 

representatives of the major record labels 
started to haunt their gigs. Signing with 
Chrysalis in 1980, the band recorded Huey 
Lewis and the News with engineer-produc¬ 
er Bill Schnee, who’d worked with Pablo 
Cruise and Boz Scaggs, among others. 
“The first album had some great songs on 
it, but the sounds could have been better,” 
says Lewis. It also showed a stylistic focus 
much narrower than that displayed by the 
band in its club performances—but that’s 
what “infiltrate and double-cross” is all 
about. Slowly, carefully, Huey Lewis and 
the News reintegrated the R&B, blues and 
soul into their material, and by the time 
they went to record their second album the 
skinny ties and vaguely New Wave postur¬ 
ings were put aside in favor of a more natu¬ 
ral presentation, both musical and visual. 
“The reason we (produced) the second 

album ourselves was because it was a ‘do-
or-die’ album,” Lewis explains. “It was ob¬ 
viously going to have to be ‘commercial,’ 
with a hit single or two—or three. I felt 
that if someone was going to draw that line 
and still not lose the personality of the 
band, it ought to be us. 

“It took us five or six months of ‘going 
to lunch in LA’ to convince everybody— 
including ourselves—that we could pro¬ 
duce it.” The gamble paid off when “Do 
You Believe In Love” cracked the charts 
and became a favorite video on MTV. “I 
knew it was commercial, but I didn’t know 
it was going to be a hit until I heard it on 
KFRC (San Francisco’s leading Top 40 
station). When I heard the song on the ra¬ 
dio, in the scheme of things, it took on a life 
of its own. It was 77 on the singles chart, 
but I knew it was going to be a hit.” 

Despite music video’s contribution to 
the success of Huey Lewis and the News, 
the singer has mixed feelings about its in¬ 
creasing importance to a recording artist’s 
career. “It’s good because it breaks new 
acts,” he says. “Until MTV, music was go¬ 
ing nowhere. A lot of deserving bands have 
broken on MTV that wouldn’t have made 
it otherwise. 

“But just like the book is usually better 
than the movie, the song is usually better 
than the video. Sometimes I think videos 
are best made to songs that don’t mean 
anything. If you have a song that’s lyrically 
very visual—-maybe it’s ambiguous—a vid¬ 
eo just makes that three-dimensional song 
two-dimensional.” 

Video isn’t what Lewis is most interest¬ 
ed in, though. “I’m more concerned with 
the music,” he asserts, “but nowadays 
you’d betterbe interested in the visuals, be¬ 
cause that’s what sells. There’s no question 
about it: video is the cutting edge, where 
FM radio was before. And,” he admits, 
“M-T-Bee been bery, bery good to me.” O 
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HOW CAN A BAND 

BE ACCUSED OF 

SELLING OUT 

WHEN ALL IT EVER 

WANTED TO DO 

WAS BUY IN? 

BALLET 
THEIR AIM IS TRUE 

BY MARK HUNTER 
PARIS 

TONY HADLEY’S ACCENT IS 
N orth London working class, but his look 
L urban gentleman: the puff of an ascot at 
L.S throat, shirt buttoned nearly to the col¬ 
lar, pressed, pleated slacks, and a short 
Laircut that emphasizes a mild wave in his 
cark hair. He’s the image of a young man 
c i the rise, and that’s appropriate, because 
S landau Ballet, for whom he’s lead singer, 
are rising quickly indeed. With their single 
* True” having reached the top ten in 
America, England, France, and elsewhere, 
and the album of the same name ascending 
t> the top 20, Spandau’s five members 
(sone older than 24) have gratified their 
outspoken desire “to be on the pedestal of 
f gh success,” in Hadley’s words. 

Sipping a drink in a hotel bar, Hadley 
p -ojects a sense not only of triumph, but of 
vindication. “We were considered superfi¬ 
cial when we started,” he recounts, “in the 
s¿nse that the music press didn’t believe we 
could be honest, unless we were contrived. 
It was as though a band that could come 

along and be fashionable and visual had to 
be contrived. Which was nonsense.” 

It was, in a way. It’s Spandau’s natural 
advantage that Hadley’s circa 1940 mati-
née-idol looks (he's influenced in that di¬ 
rection by a lifelong admiration for Frank 
Sinatra) and bassist Martin Kemp’s tough¬ 
guy features photograph wonderfully. So 
well, in fact, that in 1978, a year before 
Spandau was formed, Kemp was doing bit 
parts in TV series, while Hadley was fea¬ 
tured in a three-part photo serial for a true 
love magazine (as the blackmail victim of a 
jealous girl, saved when she’s killed by a 
hit-and-run driver). When Spandau 
emerged from the London “soulboy” disco 
scene with a blast in 1980, wearing kilts 
and dashing blouses draped over them by 
up-and-coming designers, shock waves 
were felt throughout the British music in¬ 
dustry. “Here were five people, very 
young, dressed very fashionably—which 
was a part of growing up—being pretty re¬ 
bellious,” says Hadley with a half-rueful 
grin. 
The rebellion consisted mainly in saying 

that being young and looking sharp mat¬ 
tered, and that “old men” (a favorite Span¬ 
dau expression) playing rock didn’t. From 
the start Spandau has made no bones about 
their disdain for the established stars of 
rock ’n’ roll, either as artists or as models 
for their own career. As “True” indicates, 
they learned their music by “listening to 

Marvin (Gaye) all night long,” not all that 
revolutionary a procedure. But one might 
say Spandau has helped create a bit of a 
revolution, all the same. They—especially 
songwriter keyboardist Gary Kemp and 
manager Steve Dagger—did so by exploit¬ 
ing superbly two still-growing media for 
pop music, discos and video. These chan¬ 
nels for music are in Spandau’s veins, the 
keys to both their sound and their success. 
American musicians were burdened by 

fear and loathing of disco music in the mid-
to late '70s, despite several new bands, like 
the Talking Heads and Blondie, scoring 
early hits with tracks tailored for discos. 
Spandau’s members, however, never went 
through the “disco sucks” phase. In the 
1970s, when they were all students at 
North London’s Owens Grammar School, 
they were hanging out in the soulboy clubs, 
where the fare was Donna Summer, the 
Trammps, and Bodtsie Collins. “It was a 
massive scene,” recalls Hadley, “which no 
one was paying attention to. The music in¬ 
dustry and press were more interested in 
groups playing smelly bars. But a lot more 
people go to discos than go to concerts.” It 
was a crowd to whom the right look mat¬ 
tered, and one which lacked a band to call 
its own. “We never actually created a 
scene,” stresses Hadley. “It was already 
there.” As Steve Dagger said in 1981, “All 
you needed was a band to go onstage wear¬ 
ing those clothes”—the clothes the kids in 
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ing those clothes”—the clothes the kids in 
the soulboy discos were already wearing— 
“and they’d have it made.” 
There were some details to work out 

first, of course. Gary Kemp, the best musi¬ 
cian in the band—he’d been writing songs 
since his parents gave him his first guitar at 
the age of eleven, in 1970—spent the time 
between leaving school and starting Span¬ 
dau living off odd jobs and the dole, while 
checking out the punk movement. “The 
punk thing was doomed to failure,” com¬ 
ments Hadley. “It was a welcome change 
from the boring mega-groups, but its main 
effect was to lay the ground for future gen¬ 
erations of groups, like us.” Kemp would 
say later that “punk wasn’t smart enough, 
it wasn’t interesting enough, and there 
weren’t enough girls.” His first attempt at 
finding an alternative was a power pop 
band with Hadley, guitarist-reedman Steve 
Norman and drummer John Keeble, all of 
whom would later join Spandau Ballet (a 
name taken from a graffito in Berlin). The 
addition of Kemp’s younger brother Mar¬ 
tin, who had never played a note of bass 
before joining Spandau, seems as much a 
tribute to punk’s head-first amateurism as 
it is a shrewd acknowledgement of the 
right image being as important as the right 
sound. After six months of intensive re¬ 
hearsals, the band played its first gig—a 
private party for 50 enthusiastic friends— 
on November 17, 1979. A month later 
Spandau gave a concert at the soulboy 
Blitz club, for an audience packed with re¬ 
cord company heavies, nearly all of whom 
immediately offered contracts. (Chris 
Blackwell of Island Records reportedly 
wanted to sign Spandau after hearing the 
first three songs.) 
A lot of young bands would have lost 

their heads at this point, but not Spandau. 
They knew exactly what they needed: pow¬ 
er over the diréction and promotion of 
their career. This theme and desire runs 
through everything the band does, in busi¬ 
ness and in music. You can catch a hint of 
it in “True” when Hadley croons (remem¬ 
ber, he’s a Sinatra fan) that he wants to 
take “the sound of my soul” and “bring it 
to the world.” He comments, “We had to 
change things—the industry had become 
bland and set in its ways. We wanted to 
create music for the people in clubs and 
discos, in an environment where the group 
had control.” In practical terms, this 
meant that when Spandau finally signed 
with Chrysalis (after “playing the compa¬ 
nies against each other,” admits Hadley), 
the band also demanded, and received, a 
monetary commitment for a video with ev¬ 
ery single. Spandau also established their 
own production company, described by 
Hadley as “a framework to get into things 
like video, books”—they’re releasing a his¬ 
tory of the band soon—“and signing other 
groups, when we’re not so bloody busy.” 
Not incidentally, the group also retained 
the right to choose their own video and 
record producers, to ensure control over 

their image and sound. 
Spandau used their power by tapping 

the disco medium in a new and impressive 
way. “We looked heavily into the medium 
of 12-inch singles,” says Hadley. “Black 
American artists were doing 12-inchers, 
but they were just instrumentals—there 
wasn’t anything different. We turned it up¬ 
side down, so there was always something 
new happening. You were entertained 
completely in seven minutes, and you 
couldn’t get away from it on the dance 
floor.” The concept is exemplified by 
“True,” which moves from quiet instru¬ 
mental passages to full vocal harmonies, 
climaxing in Norman’s spare sax solo. 

Spandau released 12-inch singles, start¬ 
ing with “To Cut a Long Story Short,” 
three weeks before edited radio versions, in 
conjunction with video clips. That first sin¬ 
gle sold half a million copies in England, 
and, as the band had hoped, eliminated the 
need for extensive touring. “We said, you 

Spandau knew 
exactly what they 
needed: power 
over the direction 
and promotion of 
their career. This 
theme and desire 
runs through ev¬ 
erything the band 
does, in business 
and in music. 
don’t have tour to promote records,” com¬ 
ments Hadley. “It could be better done 
with 12-inch singles, to give people an ap¬ 
petizer. We don’t play out that often, but 
the most important thing is that when we 
do, the kids come and see us.” What the 
kids see is a well-rehearsed, elegantly 
staged show, in carefully-chosen venues 
like London’s Royal Albert Hall—“In¬ 
stead of walking into a grotty, beer-stained 
place, they’re in one that’s architecturally 
beautiful.” 

It’s not Spandau’s fault that there’s a 
tremendous irony in the success they’ve 
gained through soul formulae worked out 
by Black artists, who are largely denied ac¬ 
cess to the video outlets that have brought 
Spandau to the world (for example, only 
Michael Jackson, and to a lesser extent 
Prince, Eddy Grant, and Shalamar have 
won regular airplay on MTV, which slot¬ 
ted “True” in heavy rotation). “To be hon¬ 
est, every form of pop borders on Black 
music,” says Hadley. “You can’t get away 
from it.” Like Pat Boone, whose stardom 

in the ’50s derived from covers of black 
rhythm and blues hits, Spandau have made 
it big partly because the originators of their 
style are unacceptable (especially on the vi¬ 
sual level) to a young, white mass audi¬ 
ence. Yet Spandau are not merely 
imitators. As Hadley says, “We’re not a 
rock’n’roll band at all”—nor, for that mat¬ 
ter, a soul band, despite their evident influ¬ 
ences—“we’re a pop band.” That is, a band 
that uses current genres effectively, with¬ 
out creating one of their own. 
What they have created, or rather re¬ 

vived, is the concept of pop artists not as 
youth leaders (in the manner of the Clash, 
for instance) but as youth representatives. 
Spandau are acutely aware of the differ¬ 
ence. Hadley explains, with just a touch of 
a sneer: “If you look at the ’70s groups, the 
demi-gods, they either lost contact, or nev¬ 
er had contact with their audiences. They 
were like puppets on a string, in glittery 
suits and outrageous costumes, which was 
not significant to the audience—there was 
no parley. Our audience is into the same 
things as us, clothes- and idea-wise. We 
could say, ‘Let’s design an outfit that 
would shock the world,’ but that wouldn’t 
mean anything. Sally Jones down the road 
wants to feel she can get involved, too.” 
Dressed to match her style, playing the 
beats she knows how to dance to, Spandau 
gives her the chance. And when Sally goes 
to the scene, Tommy who lives next door 
goes after her. 

“I like to think,” Hadley opines, “that 
the audience can gain confidence out of 
what we have to say. We were exactly like 
them four years ago, doing a job.” They 
still are, actually, only now for their own 
limited company, with offices in London. 
“It shows that you don’t have to have a lot 
of money to be a success,” Hadley con¬ 
cludes. No; you only have to want to make 
a lot of money, an attitude Spandau has 
never kept secret. Consequently, unlike the 
punks, whose initial audience smelled be¬ 
trayal when their heroes graduated to the 
big time, Spandau can never be, and never 
has been, accused of selling out. 

Or, as Hadley puts it, “We didn’t have a 
neo-political stance, or say the record com¬ 
panies stink.That’d be ridiculous—you 
need their muscle to promote effectively. 
What we said was that the existing frame¬ 
work in which we wanted to promote the 
music wasn’t right, and that’s what we 
wanted to change.” 

In the process Spandau, along with 
Duran Duran, Culture Club, and a few 
other “new, young, visual bands,” in Had¬ 
ley’s phrase, have brought pop music back 
to an earlier era, when its message, if it had 
one, was entirely implicit in its style and 
attitude. It’s an approach perfectly suited 
to the emerging visual trend in pop music, 
and it’s to Spandau’s credit that they were 
among the first to realize how the times 
have changed. “We really wanted to prove 
a point,” states Hadley, “and we proved 
it.” True. O 
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DEAN JOHNSON 
«WRONG’ 
SONGS, RIGHT 
PLACE 

In defiance of 
South African 
policy, Juluka 
plays on 

J
ohnny Clegg and Sipho Mchunu are 
outlaws. Not rock ’n’ roll outlaws 
who throw chairs through motel 
windows, mind you, but serious mu¬ 
sicians who face years in prison 

should they sing what the authorities in 
their homeland of South Africa deem the 
-’wrong” songs; outlaws whose perfor¬ 
mances in South Africa are “technically il¬ 
legal,” according to Clegg, because their 
band, Juluka, refuses to obtain a govern¬ 
ment-required permit to play for integrat¬ 
ed audiences; outlaws who refuse to hold 
their tongues in public. 

“I’ve said some incredible things on 
stage,” Clegg states. “I’ve said the only fu-
ure is a non-racial future and that we 
don’t need politicians. For two hours our 
tudience gets to see a non-racial future act¬ 
ed out on stage.” Politics, the outlaw image 
ind good old-fashioned sweat—all central 
elements of the rock ’n’ roll myth—are 
jniquely combined in this multi-racial sex-
et. The simplest part of the story is that 
.’uluka’s name is the Zulu word for 
'sweat.” 
Sweat is something that comes naturally 

o South Africa’s most popular live act, 
whose music blends western folk styles 
with the traditional sounds of the Zulu. 
Courage, too, seems native to the personal¬ 
ities of Juluka’s principals, Clegg, a 30-
year-old white Englishman, and Mchunu, 
his long-time Zulu friend (the other four 
bandmembers—drummer Zola Mtiya, 
keyboardist Glenda Millar, bassist Gary 
van Zyl and flute and sax player Scorpion 
Madondo—are essentially backup musi¬ 
cians with no say in the group’s direction). 

Clegg himself has been arrested and 
threatened with deportation. Though he’s 
1 ved in South Africa since he was seven 
(□is family moved there from Zimbabwe 
M'ter moving to Zimbabwe from England), 
Fe is still an English citizen. Mchunu has 
teen shot at by police who didn’t recognize 
hm. Juluka has had shows stopped in mid¬ 
sang, others shut down before they even 
began, with police using dogs and tear gas 
t □ disperse the audiences. 

But this is business as usual for Clegg 
and Mchunu, who began performing to-
Ether 15 years ago. Clegg’s mother, a na-
twe of Zimbabwe, had married a Royal Air 
Force pilot stationed there and returned to 
England with him Six months after John¬ 
ny’s birth they divorced, and she moved 
back to Zimbabwe. A Zulu flat cleaner 
who worked in the Clegg’s building be¬ 
came a father figure of sorts to young 

Mchunu (left) and Clegg: Music for a non-racial future 

Johnny and it was he who introduced 
Clegg to Zulu music and customs, which 
the latter immersed himself in with the fer¬ 
vor only a convert can muster. Mchunu, 
now 32, was a gardener and street musi¬ 
cian who had heard tell of a white kid in 
town who played Zulu music as if he’d in¬ 
vented it. He searched out Clegg and the 
two formed an unshakable friendship, 
though the government and many of its 
citizens frowned on such biracial 
fraternization. 

“It wasn’t easy for us to get together,” 
Mchunu remembers. “We used to meet in 
the bush sometimes. He would take me to 
his house, but I wouldn’t feel happy there 
because if the police caught me they would 
lock me up.” 
Formed in 1981, Juluka has to date re¬ 

corded four albums, including their U.S. 
debut, Scatterlings, recently released by 
Warner Bros. One might expect the songs 
to be heavy on political rhetoric; instead, 
they’re airy and upbeat, designed for danc¬ 
ing. As Clegg sees it, those whose only ex¬ 
posure to African music has been via the 
Nigerian pop of King Sunny Adé have 
much to learn about Zulu sounds. 
“The Bantu speaking people of South 

Africa do not have the incredible poly¬ 
rhythms and drum poetry of the tribes of 
Nigeria. What we do have that they 
haven’t developed as much up north are 
chants, incredible melodies and rhythmic 
use of language. In nearly all of our 

choruses you’ll find the rhythmic use of 
words, even the English ones.” 

Yet Juluka has its critics, particularly 
purists who feel the group’s fusion of West¬ 
ern and Zulu music is not only a bastard¬ 
ization of a proud musical heritage, but a 
blatant attempt to cash in on America’s 
burgeoning interest in African music. If 
Mchunu and Clegg have a modus operan¬ 
di, though, it’s simply to use music as a 
unifying force in their segregated land. 
“We are not an English group or a Zulu 
band,” Clegg asserts. “We are a South Af¬ 
rican group. We are African. If Juluka is 
seen as a Zulu band, then we’re just fitting 
into the government’s policy. We are try¬ 
ing to provide a music that stands for a uni¬ 
fied Africa and for non-fragmentation. We 
have to have a multi-national and multi¬ 
racial peg in our music on which to hang 
our hopes and aspirations for a non-racial 
future in my country. That’s important. 
“We don’t want to come here on a band¬ 

wagon,” Clegg stresses. "We’ve made our 
stand in our country. We’ve been arrested. 
We’ve had shows closed. But I love my 
country and Sipho loves it, and we’re not 
going to leave it. It’s not a matter of com¬ 
ing over here to enlist sympathy; we’re 
here because of what Sipho calls the Driv¬ 
er, some force, and we never expected it. 

“It’s just unfortunate that for a long, 
long time we won’t be able to come here 
and just play our music. People will expect 
to hear our story, too.” O 
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FIRE 

EW&F’s Philip Bailey 
withstands the test 
of his solo testimony 

O
nstage with Earth, Wind & Fire, 
Philip Bailey is the flamboyant 
falsetto voice behind, and occa¬ 
sionally in front of, Maurice 
White. Offstage, his demeanor 

matches his comparatively conservative 
attire of (for this day, at least) blue jeans, 
sport shirt and black leather jacket. He 
speaks deliberately, but frankly, and in the 

Sailey: “The character of one’s 
life is measured by the trials 
he’s going through and the 

temptations he stands against.” 

measured but confident manner of, say, 
Stevie Wonder, whose speaking voice Bai¬ 
ly’s resembles. Clearly, this long-standing 
member of one of the world’s most popular 
t ands is acutely conscious of not only play-
ig a specific foie in EW&F but of the need 
D divorce himself from that role—and he 
».■ill tell you it is only a role—in order to 

keep body and soul together. He’s done 
this by refusing to make EW&F the sum 
total of his life. In Los Angeles, where he 
lives, Bailey leads a gospel group called the 

I Living Epistles and helps coordinate a 
[ weekly Bible study for entertainers, held 
on Thursday nights in Donna Summer’s 
recording studio. He’s also a family man, 
with four children ranging in age from 
three to 12. 

Finally, he’s set himself apart from 
EW&F in one other important way—by 
recording a solo album, Continuation, for 
Columbia Records. Produced by George 
Duke, whose most recent achievement be¬ 
hind the board was Jeffrey Osborne's ac¬ 
claimed Stay With Me Tonight LP, 
Continuation is Bailey’s foray into black 
pop, a showcase certainly for that familiar 
falsetto (like Luther Vandross, Bailey 
claims Dionne Warwick and Aretha 
Franklin as his primary vocal influences) 
but also for the full range of Bailey’s voices 
from baritone to first soprano, all in service 
of a strong collection of songs, including 
some co-written by Bailey himself. 

This then is a man who seems to have 
the best of many worlds. So why not ask 
for a little bit more, especially when you 
know it’s there for the taking? Don’t mis¬ 
understand—it’s not ego run wild we’re 
talking about here, but simply a refusal to 
recognize limits. Or as Bailey puts it: 
“There’s so much more to me than what’s 
on my record. And perhaps that’s always 
gonna be; perhaps that’s something all art¬ 
ists feel, that there’s still more and if they 
get a record where they can say, ‘That’s it, 
I got it, that’s me,’ then it’ll be over for 
them. Even though my record’s been ac¬ 
cepted as a fairly good record, I think it 
could be better. But then, I think things 
can always be better.” 
Hence one of a couple of sources of Bai¬ 

ley’s anxiety to do well. He set out to make 
his first solo project “a more progressive 
record that would have a good balance of 
popular commercial songs as well as a 
more innovative and progressive type of 
music.” Thus the selection of Duke as pro¬ 
ducer—but what Bailey was looking for 
was not the man who seems to have an un¬ 
canny facility for black pop but rather “the 
jazz-oriented George Duke” who could do 
justice to some of the left-field material 
Bailey had prepared. “George was a little 
apprehensive about that,” Bailey says. 
“Being a popular producer now, he knows 
what’s going to sell records and what’s not 
going to sell. So he had to make me happy, 
but he had to get a record out too. What he 

did contribute was a comfortable atmo¬ 
sphere of love and support for me. I was 
under a lot of pressure coming out of 
Earth, Wind & Fire.” 
And right there is the second level of 

Bailey’s concern. No matter where he 
goes, Maurice White follows. “There was a 
whole lot of different head trips I was go¬ 
ing through to do this album. It’s like being 
in the shadow of the fire of Maurice, and 
not wanting to disappoint him. I was a 
hard client. I’d listen to certain stuff, then 
start to compare it—‘Oh man, that’s not 
progressive enough, doesn’t have enough 
changes in it. Wonder if Maurice is gonna 
like that? What’s he gonna think?’ It was 
incredible. 

“Finally,” he adds, “I realized I was es¬ 
tablishing a new market for myself, and 
perhaps if the album had been way out 
there it wouldn’t have been received the 
way it has been. I have to understand that 
my audience is going to grow with me; I 
can’t take for granted the Earth, Wind & 
Fire audience. It was really like walking a 
tightrope to get this project done, but it 
turned out the way it was supposed to turn 
out. That’s all I can really say.” 

Well, not quite. Looking back, Bailey 
gains a fresh perspective on the experience, 
one born of the understanding gained from 
being washed in the blood. “There’s never 
a testimony without a test,” he points out. 
“There’s no goal that isn’t tempered in the 
fire. I think the character of one’s life is ac¬ 
tually measured by the trials he’s going 
through and by the temptations he stands 
against. One way my spiritual beliefs have 
helped me is in teaching me not to take this 
thing too seriously. I realize that life is not 
for always and try to keep my objectives in 
order. I have my priorities—God, family, 
then everything comes after that. I’m not 
going to sit here and scream, ‘Why didn’t I 
get what I wanted!?,’ you know, and mess 
up relationships, because that is not cool!” 
Oh, and about the album title. This is, 

after all, an artist’s solo debut, yet it’s 
dubbed Continuation. “I’ve always 
thought of records as report card evalua¬ 
tions,” Bailey offers. “You listen from al¬ 
bum to album and figure out where you’re 
at and kind of evaluate your talent. I al¬ 
ways said my first solo album would be 
called Continuation because it would just 
be a continuation from one facet of my mu¬ 
sical career to the next.” 

So the second album will be titled... 
Bailey laughs his warm, soft laugh. “I 

think I’ll call it The Eleventh Grade. ” 
With graduation day in sight. O 
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SINCE EMERGING FROM THE NEW 
York underground in late 1977, Talking 
Heads have set the standard for progressive 
music that rocks both the mind and body. 
Their debut LP, Talking Heads 77, fused 
catchy, wound-tight rhythms drawn from 
soul music and white pop with edgy lyrics 
that depicted love as a dangerous distrac¬ 
tion from work, extolled the virtues of civil 
servants, and celebrated a polyglot “psycho 
killer” incited to violence by boring conver¬ 
sation and bad manners. Clearly, a weird 
new day had dawned in American music. 
Four subsequent studio albums have con¬ 

sistently refined and developed the compel¬ 
ling synthesis the Heads' first record forged. 
Singer-guitarist David Byrne, keyboardist 
Jerry Harrison, bassist Tina Weymouth, 

and drummer Chris Frantz seemed driven to repel complacency; the band pushed to 
greater avant-rock heights with each release, while deepening their funk groove. 

The Heads’ artistic breakthrough came with the 1980 masterwork, Remain in Light. 
Under the guidance of all-purpose experimentalist Brian Eno, who had produced their 
More Songs About Buildings and Food ( 1978) and Fear of Music (1979)LPs,the band ex¬ 
panded its four-person line-up to incorporate more percussion, a fatter bass sound, rich¬ 
er keyboard textures, and a host of ideas derived from an intense immersion in African 
and other tribal aesthetics. The result was satisfying on virtually every level. Not only 
was the concept intellectually visionary, but the Heads’ live shows with the ten-piece 
band were raucous, funked-up stomps that left audiences in sweat-soaked wonder. 

Commercial success finally came in 1983, when the dance-groove “Burning Down the 
House” soared into the Top Ten, carrying Speaking in Tongues, their fifth studio LP, 
along with it. This popular recognition came not a moment too soon. Speaking in 
Tongues arrived on the heels of a spate of solo projects that had Heads fans concerned 
about the band’s possible break-up. Byrne had collaborated with Eno on the theory-lad¬ 
en, ethno-disco LP, My Life in the Bush of Ghosts, composed the score for choreogra¬ 
pher Twyla Tharp’s performance piece, The Catherine Wheel, and produced records by 
The B-52’s (Mesopotamia) and Fun Boy Three ( Waiting). Frantz and Weymouth head¬ 
ed for the tropics with Tina’s sisters and some friends, invented the Tom Tom Club, and 
scored a hit with the street music soul homage, “Genius of Love.” For his part, Jerry 
Harrison delivered an ominous, darkly textured funk study, The Red and the Black. 

Speaking in Tongues draws life from all these sources, and has left the band not only 
richer, but more unified than before. And sitting at the heart of the Head’s unity like a 
tense, art-boy Buddha is 31-year old David Byrne. Wrapped in a long, black coat that 
made him appear even paler and more attenuated than he is, Byrne sidled in for our in¬ 
terview at precisely the appointed time. After scouring around for an ash tray and some 
black coffee, he was ready to begin work. Cooperative, gracious, and painstakingly 
thoughtful in his responses, Byrne continuously rearranged himself in his chair, as if 
physical comfort were an ideal he believed one should ceaselessly strive for but could 
never seriously hope to attain. After each question was presented, and occasionally in 
mid-sentence, he would think silently for extended periods, seemingly considering both 
exactly what he wanted to say and what his questioner’s justifiable expectations were. 

When he felt his answers were completed, which was not always apparent by any 
means, he would simply stop speaking. If I hesitated too long against the possibility that 
he might want to say more, he’d eventually look up with a benign expression that im¬ 
plied it was perfectly fine if I wanted to sit with him in utter silence, but another question 
would be okay too. 

Byrne would occasionally chuckle and glance over shyly when he said something 
humorous. His obvious, if controlled, delight at these moments suggested that he in¬ 
wardly believed these remarks to be hilariously funny, but thought it might be immodest 
to take too much public enjoyment in his own wit. 

All in all, I can’t really agree with Byrne when he brays in “Burning Down the 
House” that he’s an “or-di-na-ry guy.” He’s still pretty strange, folks, and very special. 

PHOTOGRAPHS BY BARRY MCKINLEY 



When Talking Heads first formed as a trio 
in 1976, with you, Tina Weymouth, and 
Chris Frantz, did you have any ideas about 
why you were forming a band, what you 
felt you could add that was missing from 
the musical scene? 

I think that like a lot of other bands at that 
time here and in England, we weren’t hear¬ 
ing the kind of music on the radio that we 
felt spoke to us, or we were hearing a lot 
less of it than we wanted to. So we felt we 
had to make it for ourselves and for each 

other. Why a band rather than something 
else? I suppose it probably runs through a 
lot of people’s heads in our generation to be 
in a band at one point or another when 
they’re growing up. I think Chris said once 
that if we didn’t at least try it, even if we 
failed, we’d probably kick ourselves. So we 
tried it. We grew up with the notion that it 
was something you could do and be cre¬ 
ative on your own terms, and yet speak to a 
real mass audience, speak to your peers, 
speak to people who were older than you 
and younger than you. There was no set 
audience or set lines you had to follow. It 
was a pretty free and open area to work in. 
I must say, for me the big attraction was 
that it was mass-produced and it’s part of 
mass culture, but yet it has the kind of ere- I 
ativity in it that’s as good as anything 
going. 
You spent a great deal of time in the early 
days, when The Talking Heads were begin¬ 
ning to get some attention, distinguishing 
yourself from other bands like The Ra¬ 
mones, Blondie, and Television on the new 
wave circuit in New York. At this point 
can you look back and see some of the sim¬ 
ilarities among the things you were all try¬ 
ing to do? 
Yeah, there were a fair number of similar¬ 
ities, not so much in the directions we were 
going in or what we were trying to do mu¬ 
sically, but in the fact that at the time a lot 
of the major rock bands had gotten very 
big and pompous. You couldn’t go from 

nowhere to being big and pompous. You 
couldn’t go from practicing in a loft or in 
your basement to being a huge act. That 
just seemed totally improbable. The major 
acts seemed to be making a kind of music 
and presentation that was really distant 
and inaccessible. So I think a lot of bands 
wanted to bring their music down to a clos¬ 
er level, a level that maybe was more inti¬ 
mate with the audience and that they could 
handle. A lot of the bands got lumped to¬ 
gether at the time musically, but it was ob¬ 
vious to the musicians that, given their 
druthers, they’d go in very different 
directions. 

Many people seemed to feel that Talking 
Heads 77 over-refined the band’s live 
sound at that point. Were you happy with 
it when it came out, and how do you feel 
about it now? 

At the time we thought it was okay, but I 
don’t think we were completely thrilled 
with it. But hardly anybody’s thrilled with 
their first record, because their first record 
represents everything they’ve been doing 
and everything they feel they are. I mean, 
it's their first shot at getting across what 
they represent or what they feel is in their 
soul. And if it doesn’t say all that in one 
record, they’re disappointed. Looking 
back on it now, it seems a lot more quirky 
and peculiar than I thought it was then. 

How did your working relationship with 
Eno come about? 
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VITAL TRACKS: 
A BYRNE’S EYE-VIEW 

BECAUSE IT SEEMED THAT BYRNE WAS BEING, BY HIS OWN STANDARD, 
open and candid during our interview, I decided to ask him directly about what I re¬ 
gard as some key Heads tracks. At points he seemed a bit uncomfortable speaking 
with such critical detachment about his own songs, but under ruthless interrogation 
that showed absolutely no respect for the mysteries of the creative soul, Byrne gave 
it up. And here it is. —Anthony DeCurtis 

Just before that first album came out, we 
had a single out which he had heard in En¬ 
gland. We went ever to play there as a sup¬ 
port act for The Ramones, and on one of 
their off days we played a date in a little 
slub in London, and he and John Cale 
same and saw us. We had known John 
Cale before, but that was our first meeting 
with Brian, and we quite liked him and 
hung out with him for a while. Then he 
came to New Ycrk on a vacation and we 
chatted and hung out together then. So we 
sort of just got to know him. It might have 
□een almost a year that went by before we 
got around to making another record, and 
t seemed natural to ask him to produce, 
since we already knew him and liked some 
of the things he’d done. We were still a Ut¬ 
ile unsure of ourselves, and it would have 
leen difficult for us to work with someone 
else who maybe was a very good producer, 
3Ut who overpowered us. 

To you feel Eno’s involvement with the 
tand eventually became divisive? 

t’s hard to say whether it was just him. 
Alien we were making Remain in Light, 
te and I had formed a close relationship, 
because we had already been working on 
he Bush of Ghosts record. And so that set 
up some sort of split between he and I, who 
had a close working relationship, and the 
rest of the band, who weren't so close to 
the main songwriter and the producer any 
more. So that made things a little difficult. 
It didn't have to, but it did. We were both 
-ery excited about what we thought was 
this new kind of music, this new kind of 
synthesis, that we were working on, and we 
were fairly determined that that was the 
future, and we wanted to keep going in that 
direction with the band. And the band did 
too. But at the same time, we sort of felt 
fiat it was "our idea” or something like 
that, which was probably a bad thing. 

You once said you and Eno felt at that time 
hat you were on some kind of “mission.” 

“DON’T WORRY ABOUT THE GOVERNMENT" 
(from Talking Heads 77} 

I thought for a while that I should try to write 
songs from the completely opposite point of 
view from what seemed to be the easy way to 
write. The easy way would be hating the gov¬ 
ernment, hating people's ordinary lives. I 
thought that was too pat, and everyone will 
like it automatically. I thought it would be 
more of a challenge to write a song that was 
sympathetic to people who live in the suburbs 
or who live in high rises and work in offices. I 
think my voice at the time wasn't quite up to 
it. The writing was fine, the song was fine, but 
my voice gives an edge to it that wasn’t quite 
what I was trying to say. I wanted it to sound 
sincere and genuine and sympathetic, and I 
think it sounds like I’m being ironic. 

“PSYCHO KILLER" 
(from Talking Heads 77} 

That was the first song I ever wrote. I had 
been listening to some Alice Cooper records, 
and I thought I would write a song about a 
very dramatic subject the way he does, but 
then write it from a very personal point of 
view, from inside the person, and play down 
the drama of some dramatic event. I had an 
idea of what I wanted to say in the French 
verses, and Tina and her sister helped out 
with the French. After I did that, it gave me 
the confidence that I could write songs. Peo¬ 
ple liked it. So after that, I more or less gave 
up on writing about such extreme 
personalities. 

“THE BIG COUNTRY” 
(from More Songs About Building 
and Food, 1978) 

I hoped that the description [of American 
suburban life] would sound almost clinical. 
Benign and sympathetic, but still kind of clini¬ 
cal. And then all of a sudden to have this ex¬ 
treme emotion attached to it [‘‘I wouldn’t live 
there if you paid me," etc.], I thought was 
kind of a shock, because there was nothing 
leading up to it; there was no reason given for 
it at all. I sort of had to do that song as an an¬ 
swer to the other one ["Don't Worry About 
the Government”]. 

“I ZIMBRA" 
(from Fear of Music, 1979) 

That song was inspired by an African record I 
have called 17 Mabone, and on the cover of 
it it has a picture of a car with seventeen 
headlights. I believe it might be South Afri¬ 
can, and it has guitars and fiddles and saxo¬ 
phones, completely unlike some of the 

African music that’s known, like Fela and 
Sunny Ade. It’s a completely different genre. 
It's almost like reels, British reels or something 
like that. So we took that as a point of depar¬ 
ture and Brian Eno suggested the melody af¬ 
ter all the instruments and the arrangement 
had been recorded. And the words came 
from an old Dada sound poem. It seemed to 
fit, so there was no reason not to use it. 

“THE GREAT CURVE" 
(from Remain in Light, 1980) 

That one started off based on a riff we heard 
on a Fela record. That started off the record¬ 
ing process, but never made it onto the fin¬ 
ished song. And the words were inspired by 
some reading I had done about the Yoruba 
religion, or whatever you want to call it. I 
guess it’s not a strict religion; I mean, it 
doesn't have a dogma. It's based on the cult 
of the Great Mother, the Great Woman. The 
only thing we have left of that kind of sensi¬ 
bility is our idea of Mother Nature. That's the 
only hold-over from that, but it's a very, very 
old idea. 

“ONCE IN A LIFETIME” 
(from Remain in Light, 1980) 

That's a song that juxtaposes the ordinary 
with the sublime. The choruses are about the 
sublime and submission and ecstasy, and the 
verses are about the ordinary and not about 
disliking the suburbs or something like that, 
as some people have misinterpreted. To me 
it's more about someone just being puzzled 
about the fact that they exist and they find 
themselves wherever they are. 

“BURNING DOWN THE HOUSE” 
(from Speaking in Tongues, 1983) 

The phrase "burning down the house" I first 
heard at a P-Funk concert, I think. And I think 
I might have misheard something else, but 
that’s what I thought I heard. It seems to me 
to imply letting go, and giving it up, tearing 
things up. It’s kind of an old idea, that to tran¬ 
scend things you have to smash them. In this 
case, burn them up! 

“THIS MUST BE THE PLACE 
(NAIVE MELODY)” 
(from Speaking in Tongues, 1983) 

That's a love song made up almost complete¬ 
ly of non sequiturs, or phrases that may have 
a strong emotional resonance, but that don't 
have any narrative qualities. It's a real honest 
kind of love song, and I tried to write one that 
wasn’t corny, that didn’t sound stupid or 
lame, the way so many do. I think I succeed¬ 
ed; I was pretty happy with that. 
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We felt we had discovered a new synthesis, 
using very modern sounds and very mod¬ 
ern working procedures—writing and im¬ 
provising in the studio with studio sounds 
and what not—but with a lot of the struc¬ 
ture in the music being based on ancient 
forms, and forms that were closer to the 
Third World. Those musical structures 
implied a very different attitude than was 
common in rock ’n’ roll at the time, and 
implied a union between the mind and 
body, no longer a split between the two. So 
we felt the music was very transcendent 
and ecstatic, or it could be, and very an¬ 
cient and modern at the same time. Oh, 
that seemed really exciting! To some ex¬ 
tent, we were rediscovering the wheel. I 
mean, we listened to a lot of travel music 
and worked on things by layering little 
pieces of rhythm and sound and building 
up a rhythm piece by piece that in the end 
sometimes sounded like one good funk 
drummer, or one mediocre funk drummer! 
But it’s very different to discover some¬ 
thing by starting from the bottom and re-
discovering it and putting all the pieces 
back together than by looking out the win¬ 
dow and just seeing. It’s like kids who take 
their car engine apart and then put it back 
together again. You have a very different 
relationship with the automobile if you’ve 
done that than if you just look at an old car 
and go, "That’s a great car.” 

Were you ever concerned that there might 
be a kind of easy exoticism in your interest 
in African and other Third World music, 
almost a kind of cultural imperialism? 

Yeah, sometimes it occurred to me that 
there is a danger in just being exotic for the 
sake of being exotic. There’s a danger in 
doing something that uses Arabic scales 
that ends up sounding like Hollywood Ar¬ 
abic music. But then in the course of listen¬ 
ing to a lot of pop records and ethnic 
records from other countries, they’re more 
guilty of it than we are. If you listen to the 
most popular music in India, their film 

soundtrack music, they use riffs from 
Western pop songs and somebody’ll sing a 
little melody from a Bee Gees’ song that 
then has an Indian backing to it. There’s a 
story we heard about some groups, I think 
in Nigeria or the Congo, where Indian pop 
music was very popular. They loved the 
music, but they couldn’t understand what 
the words were. So they’d redo the song 
and put African words to it and put an Af¬ 
rican rhythm into it. That kind of thing 
seems great; that’s the way new things hap¬ 
pen. As much as possible we tried to al¬ 
ways acknowledge that that’s what we 
were doing. We were stealing; we were put¬ 
ting this thing from here with this thing 
from here. We tried to give credit to our 
sources, which is a little bit different from 
other people taking, say, a Jorge Ben song 
and rewriting the words and having a hit 
with it, but never giving him credit. 

How did you go about making the decision 
to expand the band for purposes of record¬ 
ing and touring? 

We had toured quite a bit up till then, and I 
didn’t want to do it again the same way. I 
either wanted to go out with a vastly differ¬ 
ent line-up, which we did, or go out with 
the same line-up but play, say, all new 
songs, or improvise on stage in front of 
people, find a way of improvising that 
didn’t sound like jazz. I just didn’t want to 
get into the rut of going out there with four 
people trying to reproduce a recorded 
sound and just slogging it out. One thing 
that helped was that the feeling of Remain 
in Light was very different from the others. 
It was much more about a lot of different 
sounds that popped in and out and a lot of 
people working together. It seemed much 
more a communal kind of sound and much 
more an ecstatic and transcendent kind of 
sound, which wasn't the kind of feeling 
that is generated by a small rock group on 
stage, generally. So in order to reproduce 
the feeling that the record was trying to 
generate, we had to have a different kind of 
stage presentation as well. And it worked. 
Whether or not you liked the perfor¬ 
mances, they did generate a different kind 
of feeling than what we had done before. 
To me, it wasn’t rock ’n’ roll anymore; it 
had gone over into some other category. 

Why were the band members’ various solo 
projects necessary and how successful do 
you feel they turned out? 

Those (projects) gave us a chance to do 
things that no one would have expected to 
be on a Talking Heads record. The Bush of 
Ghosts record ... we thought some of the 
numbers were quite danceable. I heard 
some of them played at discos, not the rock 
discos, the real discos, which was pleasing, 
although the record never really was all 
that successful. Malcolm McLaren really 
did that a lot better, doing something kind 
of bizarre, but then having a mass success 
with it. The record did go over real big 
with dance companies, I guess because 

they’re not quite so locked into a rock beat 
or a disco beat. They find other ways to 
move to it that aren’t the kind of moves 
that you would do in a club. I think every¬ 
body—I don’t mean me, I mean everybody 
in the business—was surprised at how 
good the (first) Tom Tom Club record was. 
Even they were. They originally thought 
they’d just make a single and see how it 
did. And originally their single was just to 
be marketed in France; it was “Wordy 
Rappinghood,” and they had some French 
lyrics on it. But it did so well, they had 
time, and they kept working and came up 
with a hit record. And it was really amaz¬ 
ing. I think it did everything they dreamed 
would happen, things they never expected. 
Chris listens to quite a lot of rap records, 
and so it was sort of a dream come true that 
people would take that riff from “Genius 
of Love” and rap to it. And it was a real 
honest success as well; it was a record that 
just took off on its own, fairly spontaneous¬ 
ly. (Jerry Harrison’s The Red and the 
Black) was a more difficult one. There 
were some good songs on it, although they 
weren’t so pop-oriented as Tom Tom Club 
was. And so it didn’t sell as well, but I 
think quite a lot of people liked that one. 

Since you worked on The Catherine Wheel, 
it seems to me that the Talking Heads’ live 
show has taken on a number of aspects of 
performance art. 

That was somewhat influenced by things 
other people were doing, but mainly by the 
fact that I had seen some theater from oth¬ 
er countries, from Japan and China, Bali, 
India, Africa, their own popular theater or 
rituals. I had to acknowledge that per¬ 
forming on stage is theatrical and dramat¬ 
ic; it’s not just a bunch of musicians 
standing up and playing. If you just get up 
as a bunch of musicians and play, then 
that’s the statement you’re making. What¬ 
ever you do, you make a statement that’s 
theatrical in one way or another. I realized 
that it was a very natural impulse to get 
dressed up for a performance and to act in 
ways that you wouldn’t in normal life or on 
the street. From there I made the decision 
to start incorporating a greater awareness 
of the way I moved and the way I looked 
and the way the stage was set up, so that 
the performances got more involved with 
being a stage presentation. 

Is that how you came up with the idea on 
last year’s Speaking in Tongues tour of 
having all nine musicians enter the stage 
separately, adding one at a time for each 
song in the first set, and then having the 
entire band come on together for the sec¬ 
ond set? 

Uh-huh. That was done specifically for 
that tour, because we did a lot of dates in 
outdoor amphitheaters, like Forest Hills in 
New York and the Greek Theater in L.A., 
places where the seats are in sort of a shell 
around the stage. The shows would usually 
begin when it was still twilight, so we 
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couldn’t make a dramatic entrance with 
lights. I also felt that, although it’s very 
nice to have an opening act and present a 
local band or a somewhat unknown band, 
they generally are not very well received. 
Although they think you’re giving them a 
big break by having them open for you, 
they end up feeling lousy after the show be¬ 
cause your audience can sometimes be 
pretty apathetic to something new. So we 
thought that we’d make it with no opening 
act, that we’d do the whole night. Then it 
made sense to just build the stage during 
the first half, and then, when it was dark, 
use the lights for the second half. 

It also seemed a good way to introduce 
people to each of the sounds that each mu¬ 
sician in the band contributes. 

Yeah, I heard that. That didn’t occur to 
me, but it does do that too. You really see 
how each element adds to the total sound. 

You’ve made interesting videos for “Once 
in a Lifetime” and “Burning Down the 
House.” What do you think about most of 
what’s being done with rock videos? What 
is their purpose, aesthetic or otherwise? 

Well the purpose for me, for the short ones, 
is to do something that, on one level, serves 
the function of promoting the song, the 
way all rock videos are supposed to do. 
And on another level, I would hope that it 
stands by itself as another piece of creative 
work that holds its own as well as the song, 
and that is independent of how well you 
jke the song, or what the song means, or 
anything like that. It’s sort of a parallel 
<ind of thing. I don’t think it’s that for ev¬ 
eryone. For some people it’s really just a 
way to promote the song. In most cases, 
he performers or the writers of the song 
are not involved in creating the video. And 
I don’t think everybody should be; some 
□eople should stay clear of it. Some bands 
who are great on record or great live 
:hould never do videos, because they don’t 
need them. There are other bands who 
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may make songs that work very well on 
video, but are sort of boring on record. It 
would be nice if videos developed into a 
really separate creative entity, other than 
just being a support mechanism to sell 
records. 

Have you seen any videos recently that 
seem to you to indicate some of the direc¬ 
tions in which videos should go? 

Boy, I haven’t watched ’em in a while, so 
I’m not really hip to the latest videos. I 
haven’t been to clubs, where they show a 
lot of them. So I’m really not qualified to 
say, especially since I just finished shoot¬ 
ing one the day before yesterday for “This 
Must Be the Place.” Generally, when I’m 
doing that, I stay away from watching 
them. I haven’t seen the rushes yet, but I 
was pleased with the way it went. Half of 
it’ll be Super-8 movies and home movies, 
and then the other half is slicker. 

Is there any particular kind of music that 
you’ve been listening to lately? 

Opera. I went and saw Carmen last night, 
the one staged by Peter Brook. I have one, 

director—Melvin and Howard is what he’s 
best known for so far. I’m doing some mu¬ 
sic and getting involved in the production 
of a long theater piece by the avant-garde 
director, Robert Wilson (who staged Ein¬ 
stein on the Beach). I’m doing the music for 
one section of it, and helping out with the 
stage direction. 

It’s generally believed that the upbeat feel 
of Speaking in Tongues had a lot to do with 
positive developments in your own life. 
Are you still feeling pretty good? 

Yeah, I guess so. I guess so. Yeah. I have 
more confidence in my abilities and my 
work’s been accepted over the years. So 
that’s all pretty good. Of course, you never 
know how long it’ll keep up. The music 
business is pretty notorious for people ris¬ 
ing and falling. 

On that note of caution, do you think much 
about the larger political and social frame¬ 
work in which Talking Heads, and all the 
rest of us, operate? 

I’m worried about this country, I’ll tell 
you that. The quality of life and the quali-

Byrne and Eno: Rediscovering the wheel but dividing the band 

Parsifal, from the film by the German di¬ 
rector, Hans Syberberg. When we were on 
tour I went to the Smithsonian, and they 
have this huge collection of country music, 
a boxed set of about ten records. It’s really 
amazing stuff. It goes almost up to the 
present, but there’s hardly a bad song on 
there, and there’s some that are really quite 
bizarre! Ones I hadn’t heard before. Some¬ 
times it’s really surprising how people’s 
images have changed from what they did 
twenty years ago to what they’re known 
for now. 

What kinds of projects are coming up for 
you and the band? 

If all goes well, we’re going to film a show, 
and Jonathan Demme is slated to be the 

ty of manufactured goods, and politically, 
everything seems pretty poor at the mo¬ 
ment. When you see the manufactured 
goods and the way people live, when you 
compare this country with Japan, and the 
educational system and all those kinds of 
things . . . it’s hopeless. Unless really radi¬ 
cal things are done, this country is gonna 
be down in there with the Third World na¬ 
tions we’re invading. I don’t have any 
fool-proof solutions. From our point of 
view as a band, I suppose our political 
statement is that we’re evidence of people 
working together and doing something 
that has, we would hope, some kind of 
quality in it, and yet isn’t elitist. That’s the 
best we can do as a band at the moment: be 
a living example. O 
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Jesus Was A 
Standup Guy 

DEBARGE HXIh t ROLE MODEL 
THKXSTIUKES CHART PAY III RT BY BALAXCIXO 

THE SACRER AXO THE SEXIAL IX THEIR Ml SIC. 

THI S BEOIXS MOTOWX'S XEXT ROEPEX ERA 

By Suxanne Whalley 

Loh A n y e I e h 

WHAT DO YOU DO WHEN YOU’RE 
surrounded by some of the most formida¬ 
ble artists in contemporary music and have 
to deliver the goods before a national TV 
audience as well? 
You prevail, that’s what. 
During the taping of Motown 25: Yester¬ 

day, Today and Forever, the DeBarge fam¬ 
ily may well have ushered in the label’s 
next golden era. Clocking in ample time 
onscreen with “Can’t Stop” and the title 
song from last spring’s All This Love al¬ 
bum, the quintet eschewed synchro-steps 
and put movement to their music with a 
free-flowing grace that was remarkable for 
a group which had never performed a con¬ 
cert. At the very least, the siblings’ brief 
turn in the spotlight marked them in some 
eyes as the best of Motown’s new genera¬ 
tion. And the veterans on hand nodded 
approval. 
“A lot of people backstage were really 

rooting for us,” recalls Eldra DeBarge, 22. 
“I guess it was because they knew we were 
young and this is a really big thing for us. 
They’d pat us on the back and talk a bit. 
‘Hey man, you guys are great. I know 
you’re going to do a good job.’ And by the 
time we got out there we kind of had a 
proudness about ourselves. We just went 
out there and did it.” 

This demonstrable grace under pressure 
is common among musicians who, like the 
DeBarges, have spent their entire lives set 
apart, living in the weird half-light of being 
both controversial and ignored. The chil¬ 
dren (there are 10) in the DeBarge family 
were frequently the focus of attention 
growing up—much of it disdainful, or cu¬ 
rious at best, since their mother Etterlene 
is black and their father Robert white. It’s 
a tantalizing notion to think that the legion 
of Motown 25 viewers who were beguiled 
by these talented singer/songwriters might 
include their many Midwest neighbors 
whose morality just didn’t stretch far 
enough to enfold 10 exuberant mulatto 

kids. Undeniably, society’s view of their 
mixed-race family made them a tighter 
bunch, and they quickly discovered that 
coming together in the bond of music 
made the cold stares a little less bruising. 

It was an early-morning interview at 
Motown’s Hollywood offices, but De¬ 
Barge was already looking for a conductor 
for its nervous energy through the little in¬ 
jokes, asides and tune-sputtering that usu¬ 
ally keep the brood cracking up. In the 
months since a similar encounter last 
spring, James, Bunny, Eldra, Mark and 
Randy had ditched their cable-knit sweat¬ 
ers and skinny ties in favor of bright-col¬ 
ored, new wave fashions and splattered 
tunic tops. Their third and most recent al¬ 
bum, In a Special Way, was just beginning 
to show its mobility on the black and pop 
charts on the strength of “Time Will Re¬ 
veal” ’s heavy radio airplay, and the group 
was looking forward to an upcoming video 
shoot of the single and, at long last, a con¬ 
cert tour. All This Love was on its way to 
platinum, but everyone seemed as gener¬ 
ous and eager-to-please in their conversa¬ 
tion as ever, radiant in the kind of 
spontaneous joy that comes out in inspired 
company. 
“We all watched out for one another as 

children,” says Bunny. At 28, she’s the 
oldest and herself the mother of two girls. 
“So we’re best friends. Right here—I’ve 
got all the opinions I want right in one 
family.” 
Her brothers laugh and offer a dozen at 

once. 
"It’s hard to make friends once you’re 

grown, because you don’t know who to 
trust,” she continues. “So we have to be 
each other’s best friends. Other people 
don’t have any input in what we’re doing. 
They’re just there ... if we want 
them ...” 
With the latest album DeBarge has tak¬ 

en even more control. Eldra, who had 
shared production duties with Iris Gordy 

on All This Love, has now taken over the 
producing himself. 

“It wasn’t a quick decision,” he says. 
“We wanted to do it with Maurice White. 
My brother Bobby was talking to me kinda 
at the last minute as we were getting ready 
to go into the studio. He was trying to 
build my confidence up, saying ‘Hey, we 
can do this ourselves.’ ” 

(Bobby and yet another brother, Tom¬ 
my, were the first to head west from their 
Grand Rapids, Michigan home. They re¬ 
corded six albums for Motown with 
Switch, and introduced their siblings to the 
label and to manager Jermaine Jackson be¬ 
fore leaving the group. Commercial music, 
you see, is a family affair, with only the 
three youngest DeBarges still at large.) 

After he made his decision, Eldra “told 
Maurice I had my confidence back, and he 
wished us good luck. Bobby helped me out. 
He was right there for me, and we really 
put it through. The group gave me some 
good material to work with, so it wasn’t all 
that bad. I mean, for it being my first time 
producing, jumping in like that.” 

Giving the elements in the mix room to 
breathe is the most obvious of Eldra’s 
touches. DeBarge’s music fits into a rela¬ 
tively uncrowded niche of ’80s pop—jazz-
backed and up-tempo, with a light soul 
touch on the lush manicured ballads. But 
compared to their previous album. In a 
Special Way has a lightened instrumenta¬ 
tion that allows more opportunity for sub¬ 
tle shading in their vocals. Brazilian 
percussionist Paulinho DaCosta intro¬ 
duces an understated exotic feel on several 
of the new songs (he’s recorded with Mi¬ 
chael Jackson, Lionel Richie, James In¬ 
gram, EW&F) and the skills of star session 
drummers Ricky Lawson (Al Jarreau 
tour), Harvey Mason Jr. (Herbie Hancock, 
Quincy Jones, George Benson) and Leon 
“Ndugu” Chancier (Jackson, Jones, Don¬ 
na Summer) and keyboardist Greg Phillin¬ 
ganes (Jackson, Steely Dan, you-name-it) 
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(From left) Mark, Bunny, Eldra, James, Randy: thanking God and Berry Gordy for their break 

provide the son of interesting jazz textures 
needed to illuminate the vocals. 
Gone, too, is All This Love’s 11-man 

brass section. Though the new songs are 
for the most part free of the heavy-handed 
flourish of horns (and better for it), it was 
partly by accident that this particular 
change occurred. During the recording of 
some horn parts on In a Special Way there 
was a technical problem that fouled up the 
tracks. After a little experimentation Eldra 
and engineer Barney Perkins found a way 
to sneak them in and out without making it 
sound as though something’s missing. 
On the new album, Eldra’s aim was to 

keep it clean. “I don’t like that muddy, 
cluttered sound like too much is happen¬ 
ing,” he affirms. “The tracks are too busy, 
and you can’t appreciate this groove in the 
song because something else is going 
against it. Just too much going on. I’ve no¬ 
ticed it in a lot of records and we made a 
vow not to ever let that happen 
.. . you can only get so much in your ear at 
one time.” 

So far DeBarge has offered all original 
material on its albums, and all its members 
contribute. Eldra writes, or co-writes with 
Bunny, most of the tunes and you’ll find 
them taking a front seat as vocalists as 

well. 24-y ear-old Mark has a song on the 
new LP, “Stay With Me.” James, however, 
is making impressive come-from-behind 
strides—although the group’s debut al¬ 
bum, The Debarges, was recorded in 1981 
before he joined, he wrote and sang “I’ll 
Never Fall in Love Again” on the second 
LP and contributed three songs to the lat¬ 
est, one co-written with Billy Preston. His 
“Be My Lady” may be tapped as the fol¬ 
low-up single to “Time Will Reveal.” 

20 years old and the youngest in the 
group, James hasn't yet shown the stylistic 
range of brother Eldra, but his saucy ex-

Continued on page 62 
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» ON THE BEAT 
TRANSITIO N 

American music lost one of its most influ¬ 
ential artists with the death of Merle Trav¬ 
is on October 20 in Tahlequah, Oklahoma. 
Cardiopulmonary arrest was cited as the 
cause of death. Travis was 65 years old. 
Though several of Travis' songs are now 
country and folk standards—including 
"Nine Pound Hammer," "Dark As A Dun¬ 
geon." "I Am A Pilgrim," and "Sixteen 
Tons" (the latter a major national hit for 
Tennessee Ernie Ford in 1 955)—it was as 
a guitarist that he made and left his mark. 
His lasting contribution was the develop¬ 
ment of a unique style of playing termed 

"Travis picking," which involves maintain¬ 
ing a distinct separation between con¬ 
stantly alternating bass and simultaneous¬ 
ly-played lead passages. Easier said than 
done, Travis' legacy lives on in the work of 
such estimable pickers as Chet Atkins, Doc 
Watson. Leo Kottke and John Fahey, 
among others . . . another superb instru¬ 
mentalist, Kirk McGee, died at his home 
in Franklin, Tennessee of a heart attack on 
October 24. He was 83. A Grand Ole Opry 
star since 1 926. McGee was best known 
for his prowess as a fiddler; yet he was also 
a skilled guitarist who often teamed with 
his brother Sam on guitar duets that began 
at a deliberate pace and worked up to a fe-

Six years after Congress officially declared 
Memphis "the home of the blues." the town is re¬ 
storing the area which gained it that reputation in 
the First half of the century. The renovation of 
Beale Street, which housed theatres, restaurants, 
juke joints and a thriving market, began last 
spring and is due to be completed this fall. Clubs, 
two of which are owned by Charlie Rich and Lou 
Rawls, will co-exist with boutiques, galleries, of¬ 
fices, parks and a sprawling choice of places to 
eat. Somehow, it doesn't sound as if Beale Street 
will revert to the raunchy atmosphere of its hey¬ 
day when—as even the developers' press release 
puts it—"gambling, drinking, prostitution, mur¬ 
der and voodoo thrived." 

The new Pretenders should be touring the U.S. by mid-February on the heels of a two-week swing 
through England scheduled to end on January 22, coincidentally the first birthday of Chrissie Hynde 
and the Kinks' Ray Davies' daughter. The band—shown above with new members bassist Malcolm 
Foster and guitarist/keyboardist Robbie McIntosh—gave a taste of their new Learning To Crawl LP 
with the November release of the "2000 Miles" 45 in England (collectors' note: there's a 12-inch version 
over there which includes a live take of “Money” done, appropriately enough, at last year’s US festi¬ 
val). If you do go to see the Pretenders, don’t get there late: the high energy Welsh quartet the Alarm 
are pencilled in to open up the shows. 

ver pitch, with nary a missed note between 
them. (Sam was the more heralded picker, 
to whom both Kottke and Fahey owe a 
sizable debt.) Following Sam's death in 
1 975. Kirk continued on the Opry. appear¬ 
ing as a soloist at times and as a member of 
a group called the Fruit Jar Drinkers. His 
final Opry appearance came on the week¬ 
end immediately prior to his death 
.. .Looks like two orchestras are calling it a 
day. Japan’s Yellow Magic Orchestra, 
who had a few records out here on A&M 
and Alfa, were pioneers in the electro-pop 
field, but Americans may best know of the 
band through the appearance of member 
Ryuichi Sakamoto opposite David Bowie 
in Merry Christmas. Mr. Lawrence, for 
which he did the soundtrack. The band's 
farewell tour was SRO in Japan in Novem¬ 
ber and December. And—if anybody 
cares—Electric Light Orchestra are ru¬ 
mored to be dimming their bulb, prior to 
some legal action by bassist Kelly Grou-
cutt. "Irreconcilable differences"are moot¬ 
ed as the reason for the split ... Further 
grist for the rumor mill is supplied by Pink 
Floyd and the Kinks Roger Waters is 
said to be leaving the former (strange in¬ 
deed. since The Final Cut was virtually a 
Waters solo outing), and the Davies sib¬ 
lings seem to be resuming their decades-
old squabbles, with some U. S. concert 
dates blown out as a result. ■ 



_ THE VINYL WORD 
NO” FOR HISTORY BUFFS ONLY: Unless 
you e a fan of Rounder Records recording 
group Riders In The Sky, you probably 
don : hear too many cowboy songs. That’s 
unfortunate, because the cowboy's spe¬ 
cial relationship to the land and to his fel¬ 
low turnan beings has inspired one of the 
richest, most evocative—and largely for¬ 
gotten—legacies in American popular mu¬ 
sic. Recently the roots and development of 
that egacy have been impressively traced 
on Fick In The Saddle Again, a two-record 
set from New World Records (231 East 
51s:, New York, NY, 1 0022). Tracks 
range from the 1 925 Carl T. 
Sprague hit, "When The Work's All Done 
This- Fall." which helped make cowboy 
singers commercially respectable, to Rid¬ 
ers n The Sky's 1980 homage to the 
gere, "Cowboy Song." In between 
there's a veritable Who's Who and what's 
whe- of cowboy song, including tracks by 
such estimable artists as Bob Wills and the 
Texzs Playboys, Jimmie Rodgers, Gene 
Aufy and the Sons of the Pioneers. Yet 
lessor-known artists make important con¬ 
tributions, too, particularly Patsy Montana, 
who checks in with her 1 935 hit (the first 
mill on-selling record by a female country 
singer), "I Want To Be A Cowboy's Sweet-
hea t." In his extensive and well-re-
sea "ohed liner notes, Charlie Seemann, 
cu'ator of collections at the Country Music 
Hall of Fame and Museum, describes Mon¬ 
tane as the "archetypal singing cowgirl." 
Montana did more tian sing, though. Im-
plic : in her expressive voice was a self-suf¬ 
ficiency uncommon to female singers of 
the mid-'30s; standing by her man wasn’t 
enough—she was determined to pitch in 
and nelp, certain she belonged in the cow¬ 
boys life. She was clearly the progenitor of 
a lc ng and distinguished line of tough/ 
tenter, strong-willed women artists, in-
cludmg Kitty Wells, Patsy Cline. Brenda 
Lee. Loretta Lynn, Rose Maddox. Grace 
Slio.. Chrissie Hynde and others. 
Most of the other artists here don't quite 

mateh Montana's stature historically, but 
Seemann's thumbnail biographies are of¬ 
ten enlightening, always entertaining and 
help render these unheralded performers 
as something more than voices out of a 
ver* distant past. Though Bob Nolan, the 
Poe : Laureate of the cowboy song, is given 
she t shrift (a founding member of the 
Sor 3 of the Pioneers, he and the group ap-
pee only once in this collection, singing a 
No en-Tim Spence song, "One More 
Rida"), Back In The Saddle Again is a pro¬ 
ject conceived witn great care and re¬ 
spect. In addition to Seemann's notes, the 
cover features a reproduction of the fam¬ 
ous Charles Russell painting, "Jerked 
Do*m," and the back cover includes both a 
selected bibliography and discography. 
Anc that's just scratching the surface of 
receded American music, since Back In 
The Saddle Again is only the first in New 
Wald’s Recorded Anthology of American 
Mleíc Series. A label source indicates 
a rock ’n' roll set is forthcoming, compiled 
anc annotated by Village Voice critic 
Ro :ert Christgau. ■ 

< DOC > POMUS 

Long before he started writing hit songs for the 
Drifters, Ray Charles, Elvis Presley and others, 
Doc Pomus was a highly-regarded blues singer 
who recorded for numerous small labels in the 
’40s and ’50s. While these recordings did won¬ 
ders for Pomus’s reputation, none were major 
hits, and all soon went out of print. Until recently, 
only a few hard-core collectors had Doc Pomus 
sides—even Pomus himself retains only a few of 
his singles. But Dan Kochakian, editor of a small, 
lively blues aficionados magazine called Whis¬ 
key, Women, and .... tracked down both Pomus 
and his recordings and released them on the 
Whiskey, Women, and ... label, available by im¬ 
port only. Pomus himself writes extensive liner 
notes detailing his aborted career as a recording 
and performing artist and his decision to pursue 
songwriting full time. 16 cuts in all, many of them 
gems, show Pomus to have been a Joe Turner¬ 
style blues shouter, plus, in the words of Lloyd 
Price, he got a great big heart. Among the musi¬ 
cians accompanying Pomus on these sessions: 
Mickey Baker, Bill Doggett, Freddie Mitchell and 
Panama Francis. The cover photos show Pomus 
today and as a child, shortly after he was voted 
most beautiful baby in Brooklyn. 

_ BOOKS 
Pleasant additions to the rock reference 
bookshelf are two updates, of previous ef¬ 
forts. Pete Frame's Rock Family Trees 2 is 
a fine companion piece to his earlier RFT 
volume, with the lovingly sketched trees 
detailing every conceivable facet of their 
subjects, this time mainly British groups 
and phenomena. And Rock Record, that 
monument to both the computer and rock 
and roll fanaticism, has just had its new edi¬ 
tion published here. The listings, an A-Z of 
almost every rock artist with complete dis¬ 
cographies and musicians listings for each 
entry, are as dense, and as fascinating, as 
the first time around ... For a trip down 
the darker side of the rock generation, try 
Deborah Spungen's And I Don't Want To 
Live This Life (Villard. $1 4.95). It was 
Spungen's daughter Nancy whose brief 
and torturous life was snuffed out by Sid 
Vicious; this mother's viewpoint of their 
pathetic relationship and Nancy's dis¬ 
turbed twenty-year existence delivers the 
personal touch which usually escapes our 
scanning of still another sensationalized 
tragedy ... For those of you who didn't get 
enough Police action this past year, try 
Lynn Goldsmith's photo book. The Police 
(St. Martin’s. $9.95). If the sayings at the 
bottom of the pages seem a bit too heavy 
for the subject matter, one can revel in 
the variety of pictures presented. And for 
Andy Summers' point of view, check out 
Throb (Quill.$ 12.95)... Guitar innovator/ 
pioneer Les Pau! is scheduled to tell his 
own story in the tentatively-titled Les Is 
More, due out later this year. ■ 

Warning: The Surgeon General Has Determined 
That Cigarette Smoking Is Dangerous to Your Health. 

10 mg. "tar”. 
0.8 mg. nicotine 
av. per cigarette 
by FTC method. 



PRODUCTION VALUES. 
Producing your music with professional results has never been so easy. Or so 

affordable. Introducing the Yamaha Producer Series multi-track Personal Studio System. 
The heart of the system is the MT44 4-track cassette recorder. With it, you can 

record up to four channels at a time, or independently in any combination. Overdub 
with complete synchronization. Do ping-pong recording. And punch-in/punch-out 
recording with the MT44’s full logic controls. 

The 17s IPS tape speed lets you play pre-recorded tapes. And 
there’s also Dolby* B and C noise reduction, zero play/zero stop, 
optional remote control and outstanding specs. 

For mixing, there’s the MM30 4x2 mixer with built-in 
analog delay, 7-band master graphic equalizer, and LED peak 
reading meters. 

And the RB30 combines the MT44 and the MM30 in a 
system rack complete with patch bay and 
accessories compartment. 

But there’s more to the Producer Series than multi¬ 
track. There’s also rhe CS01 synthesizer, MA 10 head¬ 

phone amp, MM 10 portable mixer, MR 10 drum 
machine, MS 10 powered monitors, and the MH 10 

headphones. A full range of equipment to produce 
professional results at an affordable price. 

No one else has it all together like the Yamaha Producer Series. For complete 
information, visit your local Yamaha dealer. Or write us. Yamaha International 
Corporation, P.O. Box 6600, Buena Park, CA 90622. In Canada, Yamaha Canada Music 

♦Dolin’ i* .i rcgtMcrvd trademark of Polbx Lab», Inc. © YAMAHA 
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MUSIC VIDE* Collections 

By Martin Porter 
and Steven Schwartz A MOTHERLODE OF 

VBTAGE HOCK VIDEO 
%-Fames KARNBACH ISN’T THE 
kind of collector who likes to show off his 
possessions; he doesn’t even own a trophy 
case for his valuables. He prefers a low pro¬ 
file and is hesitant to submit for publica¬ 
tion what everyone else in the world of 
rock video already knows: If you need a 
rare snippet of rock ’n’ roll footage or an 
expert with an encyclopedic memory of ev¬ 
ery bit of pop music preserved on video or 
film, you go to Kambach. 
Take Max Weinberg, Bruce Spring¬ 

steen’s drummer, for example: Weinberg is 
at work on a book about legendary rock 
drummers and needed to see the masters in 
action. Still photos and personal reminis¬ 
cences are fine, but being able to see the 
subjects plying their trade would be far 
more instructive. Retiring to Karnbach’s 
apartment, Weinberg planted himself in 
front of one of the video monitors, set up 
simply with a 3/4 inch VCR and editing 
desk, to watch the legends at work. 

With a collection of rock videos and 
films that he will only estimate is “under 
10,000” pieces—ranging from mint install¬ 
ments of the legendary ’60s rock show 
Shindig to a comprehensive number of rec¬ 
ord company promo films from the British 
invasion era—Karnbach the collector is 
riding high on the revival of rock ’n’ roll 
visuals. He and his partner Ron Furmanek 
(who declined to be interviewed) have suc¬ 
cessfully tracked down rare performance 
footage for several notable rock video pro¬ 
jects, including Let’s Spend the Night To¬ 
gether, The Kids Are Alright, The 
Compleat Beatles, Heroes of Rock, and 
Roll, Girl Groups and HBO’s The Day the 
Music Died. 

Apparently, it took the overnight suc¬ 
cess of MTV to convince the TV networks 
and producers what James Karnbach has 
known since 1969 when he began collect¬ 
ing what may very well be the largest pri¬ 
vately held collection of rock ’n’ roll videos 
in the United States: rock ’n’ roll fans love 
to watch rock stars in action and “the next 
best thing to being there” is to get it on 
film. 
Now 33 years old, Karnbach the consul¬ 

tant still gets a collector’s gleam in his eye 
when he speaks about the subject of vin¬ 
tage rock videos. His latest assignment has 
been a search for a film of the Rolling 
Stones performing “Pretty Thing” at the 

Karnbach: Riding high on the revival of rock ’n’ roll visuals 

Crawdaddy Club in Richmond, England 
shot in 1963 by then-manager Giorgio Go¬ 
melsky, which Gomelsky evidently lost 
about 15 years ago and is still trying to 
retrieve. 

“I believe I’ve located it,” Karnbach 
says with a touch of pride. “I haven’t ob¬ 
tained it yet, but I’ve tracked it down and 
the next time I go back to Europe I think 
I’ll be able to get my hands on it. 
“But you know, I’ve had to crawl 

around in old ladies’ basements looking 
through film cans covered with cobwebs 
and spiders. There’s a lot of that and some¬ 
times you come up with nothing but shots 
of Aunt Sadie’s visit or the kids at camp. 
But . . . that’s what collecting is all about.” 
Karnbach has crawled around in many 

basements over the years and it is clear 
from his tone of voice that he wouldn’t 
have it any other way. 
Karnbach’s passion for rock video be¬ 

gan when he was a teenager in the mid-’60s 

buying records of his favorite group, the 
Rolling Stones. One day he discovered that 
there were songs on the Stones’ British im¬ 
port albums and EPs that didn’t make it to 
American vinyl. Struck by the revelation 
that the world of rock extended further 
than the record department at the New 
York discount store E. J. Korvette’s, he set 
out to find what else he’d been missing. 
What he found was miles of forgotten per¬ 
formance films and videotapes. 
He explains, “The biggest part of my 

collection are promo films from the British 
acts of the ’60s. That’s when the whole 
rock video thing really started to happen.” 

In fact, he adds, the recent emphasis on 
the visual promotion of rock records is far 
from a new phenomenon. The European 
acts used UK shows such as Top of the 
Pops for years as a prime vehicle to expose 
their newest songs. One of the earliest 
pieces in his collection is a 1954 promo of 
Bill Haley. His favorite is a June 1964 
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mto a hip, black, early 1960s nightclub. 
Easy enough. But it took 10 days to find 
■ his joint, because a lot of bars in this part 
of Brooklyn weren’t keen about having 
heir establishments filled with black ex-

i ras for an afternoon. But at this bar, $500 
from producer Jon Small helped persuade 
the owner that he should “go Hollywood.” 

Still, as the shooting drags on, the regu¬ 
lars, who are crammed near the doorway, 
barely contain their displeasure with the 
guests. Some trade racist jokes at the bar as 
ihey drink. 
Another problem is that Jon Small told 

ihe owner that he would be finished by 6 

flanked by brown and gray tenements. 
This is where NBC tapes Joel while he 
waits for his scene. But he’s clearly not 
thrilled about being interviewed. When it’s 
over, one of the NBC producers openly 
wonders aloud why Billy was acting weird. 

Inside the stifling bar, Joel sits with ice 
cubes pressed to his arms and cheeks as 
they tape the blacks in the bar watching 
The Ed Sullivan Show. Joel smiles at the 
scene. It was, after all, a scene he helped 
conceive. 

After a few minutes, Joel and his hair¬ 
dresser slip out of the bar into the van, 
where he changes his outfit. The body-

Billy Joel: Treated like a Hollywood star for “Tell Her About It” 

P.M. but at 4, the crew hadn’t even begun 
shooting. And a camera crew from NBC’s 
Friday Night Videos is streaming through 
:he door to do an on-location interview 
with Joel, who is at this point absent from 
the increasingly maddening scene. The bar 
owner seems annoyed that another crew is 
setting up in the back of his place. He tells 
Small he wants another $500. After a few 
minutes, $200 changes hands. 

Finally, at 4:30, Billy Joel’s huge van 
I pulls up to the front of the bar where po¬ 
licemen have roped off the entrance. A 
crowd of 100 strains to see the star. Joel 
strolls past his fans, ignoring the pens and 
paper thrust out for autographs. He walks 
through the tightly packed bar and waits in 
the tiny backyard, under a large tree, 

guard camps out in front of the van. At 
6:30 he emerges, in shades, dressed all in 
black, with a cigarette dangling from his 
mouth. He plays a bartender. He stands 
behind the counter with smoke flaring 
from his nostrils. He’s supposed to be serv¬ 
ing a beer. He keeps swigging from the 
glass and jokes with the cast, “I like to 
know what I’m serving my customers.” 
For 30 minutes they try to get one good 
take of the line “ ... trust in you.” After 
the sixth take, the director shouts, 
“Perfect.” 

Joel retreats to his van again. The seven 
shots are in the can. The crew starts carry¬ 
ing equipment out of the bar. Ten miles to 
the west, dark storm clouds gather over the 
skyscrapers of Manhattan. In minutes the 

sky will open up and wreak havoc on a Di¬ 
ana Ross concert in Central Park that is 
being broadcast live on Showtime. The sit¬ 
uation in Brooklyn is also serious. The 
storm could set back the shooting schedule 
one day, a delay that could cost thousands 
of dollars. 
The crew decides to wait out the storm 

in a restaurant across the street from an ap¬ 
pliance store where the scene is set. Joel’s 
limo bears him away to another cafe. At 10 
P.M., Small decides to go ahead and shoot 
the seven shots they need. Once more, the 
star’s cumbersome van pulls up across the 
street. 
As the rain subsides, workmen wheel 

out tons of equipment. Cops rope off their 
sidewalk. Girls in ’60s dresses and high 
heels, who are needed for this four-section 
scene, clip-clop across the damp street. 
Residents hang their heads out of the 
steamy apartments to watch the confusion. 

Finally, the skies clear, enabling Jay Du¬ 
bin to get his seven shots. But it will take 
him, for the third night in a row, until 4 
A.M. For most of the night, Joel remains 
secluded in his trailer, watching TV. He 
appears briefly in two shots. Then, well af¬ 
ter midnight, he’s taken by limo back to his 
home on Long Island. 
The following two days are spent editing 

the tape. On Monday morning, the com¬ 
pleted four-minute, 19-second video is pre¬ 
sented to Columbia Records. Word 
quickly drifts through the hallways that 
Billy’s new video is a smash. More than 
100 video copies are immediately duplicat¬ 
ed and shipped around the country and 
overseas. The following Sunday, July 31, 
the video debuts on MTV. Because the 
song is expected to be a big hit, MTV pre¬ 
dicts that it will be in rotation for at least 
six months. 

Joel’s management company includes a 
letter with every copy of the video. The 
tape, the letter says, cannot be edited in 
any part. Because the tape opens and closes 
with 50 nonmusical seconds, a rarity in the 
world of rock video, it’s feared that time¬ 
conscious MTV will snip these segments. 
To the producers of the video, this 

would be criminal. 
In their opinion, they’ve produced a 

rock video with style, wit and bounce. 
They feel they’ve accomplished more than 
producing what’s essentially a lavish com¬ 
mercial designed to sell an album. The pro¬ 
ducers believe that what they have created 
is Art. 

“ ‘Tell Her About It’ is a step beyond a 
video clip,” says Jeff Schock of Joel’s man¬ 
agement company. “It’s really a mini¬ 
movie.” 

With most videos, that comment would 
sound like a pompous overstatement. But 
in the case of “Tell Her About It,” with its 
considerable investment of time, talent, 
money and artist ego, it could turn out to 
be no more than a modest description of 
what might someday be considered a land¬ 
mark production. O 
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MUSICVIDEe 

THE PRICE IS RIGHT && 
-M^orget the underwater 
Walkman. Forget the talking camera. Save 
up and get videoeyezed. Now’s the time to 
buy a low-priced VCR and get into some 
serious music video. Here’s why. 

This month, the movers and shakers of 
video hardware convene in Las Vegas for 
the Consumer Electronics Show to usher 
in their *84 models. That leaves those un¬ 

tech hardware that won’t really arrive un¬ 
til ’86. 
What are your video needs? What fol¬ 

lows is a discussion of some of the low-
priced VCR features that make a 
difference in your viewing experience. 

• Format—Buy VHS. When Sony Video 
45s are being offered in the VHS format in¬ 
stead of exclusively in Beta, you know Be¬ 

JVC HR-D12OU: New, low-price and full of features 

sold ’83 models gathering post-Christmas 
dust on store shelves all over the country. 
But hey, they’re still new. Even Max 
knows that (see “How To Become Video¬ 
cool,” November RECORD). 

Manufacturers are finally filling out 
their product lines by introducing more 
low-priced, stripped-down models this 
year than ever before. The new models 
need exposure, so, that’s right, all the old 
inventory goes on sale. It’s not unlike the 
car game. 
At an average discounted price of $450, 

the VCR becomes an alternative big buck 
buy to those new set of speakers you’ve 
been saving for. Come on, admit it: you 
want the same relationship with video that 
you have with your stereo, banging but¬ 
tons, flipping channels, recording, dubbing 
and bombarding yourself with signals. 
How about satisfying those urges to create 
your own “best of MTV” tape? Or that 
sudden impulse to see Night of the Living 
Dead at midnight. What if you could bor¬ 
row Ernie’s dad’s copy of Debbie Does Dal¬ 
las for a private screening with your main 
squeeze? Forget the speakers. Get a VCR. 

Admittedly, in this quick change video¬ 
crazy world, whatever model VCR you 
buy becomes obsolete immediately. This 
includes those fancy Dan high-priced 
numbers. But “state-of-the-art” consider¬ 
ations are not why you’re buying a low-
priced VCR. These machines can satisfy 
your video needs and allow you to make a 
reasonable short-term investment while 
saving up for the more permanent future- I 

ta’s in trouble no matter what Sony says. 
Beta software is not widely available any¬ 
more and you won’t find many people to 
swap tapes with since VHS outnumbers 
Beta in the US by roughly two-to-one. 

• Recording Speeds—SP and SLP 
(sometimes called EP) are the only two 
speeds that matter and both are found on 
all low-priced VCRs. In the SP mode the 

program per tape. Either you want to keep 
your recordings (SP) or you don’t (SLP). 
LP only exists to play back tapes made in 
the LP mode when it was the state of the 
art. 

• Search—The ability to visually scan a 
video at high speed is the single most im¬ 
portant VCR feature. I mean, you have to 
be able to shoot past Aldo Nova when 
you’re playing back the eight-hour record¬ 
ing you made of MTV. The higher priced 
the machine, the better the quality of im¬ 
age you see while searching and the greater 
the speed with which you can search. But 
low-priced VCRs can search nowadays, an 
improvement over early stripped-down 
models which lacked this feature and were 
useless. Search you must. 
And you must search in as many record¬ 

ing speeds as possible! Because most low-
priced VCRs are only two-head systems, 
all special effects are concentrated in one 
recording speed, the SLP mode. There are 
some low-priced four-head systems, how¬ 
ever, and they can also search in the SP 
mode. Since pre-recorded tapes come in 
the SP mode, you lose a critical degree of 
control over the picture if your machine 
can’t search in this mode. And it’s control 
you want. 

• Remote Control—Okay, you won’t get 
wireless remote with most low-priced 
VCRs. But the umbilical cord effect of a 

RCA VJT 250: Fine design, good recording but limited remote control 

tape runs faster, achieving a cleaner re¬ 
cording but allowing only two hours of 
program material on an average 120 tape. 
The SLP mode, on the other hand, allows 
six hours of program material per tape (up 
to 8 hours with 160 tape) but at the cost of 
lower quality images that deteriorate fast¬ 
er. The LP mode available on more expen¬ 
sive machines means zilch. No one records 
at this speed, which gives you four hours of 

wired remote is actually kind of cozy. 
Check the number of functions on the re¬ 
mote. More is not necessarily better, but 
you’ll want search, pause and stop. Not 
having a stop button could cost you your 
“remote control” abilities, since most 
VCRs require you to hit stop before you 
can go into rewind. 

• Audio—It’s monovision, buddy, defi¬ 
nitely the biggest compromise you’ll have 
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Quasar VH5031: Panasonic innards at a lower price. 

to make with a low-priced VCR. But run it 
through your stereo, slap on some eq and 
it’ll come very close to what they’re calling 
“stereo VHS.” Then if you’re videocool, 
you can flip on the synthetic stereo switch 
on your receiver. Alternately, you’ve pur¬ 
chased a simulated stereo adaptor like the 
Rhodes TA-400 ($99.95 list). Any of these 
options will help you pump out the best 
video sounds available on tape outside of 
the Beta Hi-Fi. Beta Hi-Fi is a quantum 
leap ahead in stereovideo (see MusicVideo 
Testing, October RECORD), but it’s still 
Beta. VHS Hi-Fi is reportedly able to 
match the Beta sounds and JVC, Jensen 
and other manufacturers will bring it to 
the marketplace by mid-’84. But these ma¬ 
chines will sell for $1000 or more; and if 
current marketing strategies prevail won’t 
be available, low-priced units until late ’85 
at best. For now, process the mono signal 
and be patient. 

• Recording Quality—Most low-priced 
VCRs produce average recordings. But if 
you record those events you want to keep 
in the SP mode, you’ll probably never no¬ 
tice much difference between the record¬ 
ings you make and those Ernie makes on 
his dad’s big ticket baby. Look for a ma¬ 
chine that can reproduce detail clearly. 
Ask to see a recording made on the ma¬ 
chine. If it’s a discount house, read com¬ 
parison tests before buying. Remember, 
generally the more heads the better. With 
four-head decks, different sets of recording 
and playback heads can be dedicated to 
different speeds and therefore achieve opti¬ 
mum performance. Two-head decks only 
allow special effects playback in one speed. 
Five-head decks are the new trend on high¬ 
er price models, but what’s one more head 
among friends? 

• Tuner/Timer—Probably the greatest 
difference between VCRs lies in the tuner/ 
timer capabilities. Rest assured, it’s much 
ado about nothing. Are you really going to 
take the time to program 14 different 
shows, three weeks in advance? No way. 

The action in timers is overnight. You’re 
going out and something’s on that you 
don’t want to miss. Flip on the timer. End 
of story. 
The tuner section is more limiting. Most 

low-priced VCRs have only 12 channel 
tuners. In non-cable areas that’s plenty, 
but most cable systems now carry more 
than 12 channels. Since the tuner can only 
be programmed to 12 channels, if you want 
to record one show while watching anoth¬ 
er, you can only record one of the 12. Of 
course, there are hardly 12 cable channels 
worth recording anyway, so this isn’t as 
much of a limitation as it might seem. 

• Loading systems—Front-loading sys¬ 
tems are sleeker, more accessible and easi¬ 
er to store. They’re not widely found on 
low-priced VCRs. For the price difference, 
the old style top-loading systems are a mild 
inconvenience. 

So what do you buy? Hands-on testing 
of some low-priced VCRs reveals that one 
of the best buys is the JVC 7100U. For a 
list price of $699 (discounted at most stores 
to $425, even this price is dropping in light 
of the unit having been discontinued), 
you’ll get JVC excellence in a rugged pack¬ 
age. Huge color-coded controls that you 
can bang around to your heart’s content 
dominate the front panel. It’s top loading 
so you’ll need some head room to set it up. 
Search functions in both the SP and SLP 
mode (called EP on JVCs) with a mini¬ 
mum of noise, and the wired remote gives 
you play, record, fast forward, rewind, 
search, pause and stop. There’s no frame 
advance, but then you’ll have to decide if 
seeing each frame of the latest Billy Joel 
video is worth the extra bucks. With up to 
eight hours of recording on a 160 tape, the 
7100U gives you a chance to minimize 
your recording costs while retaining 
above-average recording quality. 

Actually, machines costing twice as 
much as the 7100U have trouble matching 
its recording quality and therein lies the 
value. The tuner/timer is a straight 10 day, 

one event feature, while the tuner has only 
a 12 channel capability. 
The 7100U’s only real flaw is the loca¬ 

tion of the video, audio and remote control 
terminals on the front panel. This means 
you’ll have cords running out the front of 
the machine if you want to do any dubbing 
or if you run the audio through your ste¬ 
reo—way too much spaghetti. 
JVC also offers a new front-loading ver¬ 

sion of the 7100U. The HRD 120U ($750 
list, $460 discounted) offers some extra 
goodies including wireless remote and a 
new picture sharpness control improved 
definition of the video image. If you can 
find the right price, this is an excellent new 
piece of hardware. 
Another manufacturer, Matshushita, 

uses as many brand names as GM to mar¬ 
ket its machines, so you’ll find this 
company’s low-priced models almost 
everywhere. The Panasonic PV-1320 
($650 list, $439 at discount houses) isn’t 
as solid as the JVC but it’s a sleeker, more 
compact design. A front-loading feature 
allows you to stack it on your stereo rack, 
and, if you put a premium on looks, the 
steel-grey machine gives you a high-tech 
profile. 

Features are another matter. The 1320 
has only a four function wired remote, for¬ 
ward and reverse search, pause/still and 
frame advance. And search is only avail¬ 
able in the SLP mode. However, by de¬ 
pressing the frame advance and the still 
button at the same time you can achieve 
something on the Panasonic that the JVC 
can’t deliver—rudimentary slow-motion, 
but again, only in the SLP mode. 

Panasonic’s organizational design is not 
so hot. Unlike JVC, the 132O’s audio and 
video inputs are safely tucked away in the 
back where they belong. But the main con¬ 
trol buttons are bundled too close together 
and lack distinct markings. This makes it 
too easy to hit eject when you want to hit 
the rewind button directly above it. The 
on/off/timer bars are also too closely 
bunched for these fat fingers, and gee, fel¬ 
las, did you have to make them so damn 
thin. Recording quality is slightly above 
average. On the whole, the features/per-
formance/price ratio of the 1320 makes it a 
recommended choice. 
There are two other low-priced VCRs of 

note. RCA’s VJT 250 ($600 list, $385 dis¬ 
counted) has a higher recording quality 
than the Panasonic but a more limited 
function remote control (only pause/still). 
Sharp has the new “My Video” model 
VC363, the first low-priced portable to hit 
the marketplace and one that contains 
many of the same excellent features as the 
already proven VC35OO. At a list price of 
$650, this model is one to look for, espe¬ 
cially when it hits the discount houses. 

If your birthday’s coming up and you’re 
ready to bust your savings, go for a VCR 
and become a certified citizen in the music¬ 
video nation. One VCR, one vote. Now, 
the price is right. O 
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MUSICVIDE* Reviews 

THE PRINCE'S TRUST ROCK GALA 

Filmed in London in July ’82, The Prince’s Trust Rock Gala stands, for now, as the 
definitive non-essential charity all-star re¬ 
vue videocassette, infinitely inferior to The 
Secret Policeman’s Other Ball and Rock 
For Kampuchea. Presented as a straight 
concert video, the approach is basic: each 

of the performers (unannounced) plays a 
song or two either with the “house” band 
or unaccompanied. The talent includes 
Pete Townshend, Ultravox’s Midge Ure, 
Phil Collins, Gary Brooker, Japan bassist 
Mick Karn, Magazine keyboardist Dave 
Formula (these six making up the core 
backing group), Kate Bush, Robert Plant, 
Ian Anderson, Madness and Joan Arma¬ 
trading; but it is Armatrading who turns in 
the only inspired performance when she 
sings “Give Me Love,” playing alone on 
twelve string with the passion so sorely 
lacking in the rest of the program. 
The “all star” band acquits itself admi¬ 

rably; the level of playing is fairly tight for 
an affair of this sort, but the sparks never 
do fly. The only two spontaneous moments 
in the show are inadvertent, and highly 
amusing. The first occurs as Prince 
Charles congratulates Unity (winners in a 
previous Prince’s Trust competition)—the 
sight of the future King of England crack¬ 
ing jokes with the dreadlocked reggae 
group will appear hilarious to the Ameri-

can viewer. The second unscheduled high¬ 
light takes place near the end of Kate 
Bush’s “Wedding List,” as a strap on her 
halter breaks, but the event that British 
pop has breathlessly awaited lo these many 
years never does come off. 

Everyone comes out for a finale of Sly 
Stone’s “I Want To Take You Higher,” 
given so dispiriting a rendition that it could 
be musical director Townshend’s revenge 
for the Family Stone’s scorching Wood-
stock performance which threatened to 
blow the next-in-line Who clear back to 
England. Whatever, it’s the end to an hour 
probably better spent elsewhere. Director: 
Mike Mansfield, MGM/UA Home Video. 
60 minutes. $39. 95. —Wayne King 
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MUSICVIDEO TOP TEN VIDEO CLIP TOP TEN 
1 POLICE AROUND THE WORLD 
POLICE 
I.R.S. Video 

2 DURAN DURAN 
DURAN DURAN 
Thorn-EMI Home Video 

3 LET'S SPEND 
THE NIGHT TOGETHER 
ROLLING STONES 
Embassy Home Entertainment 

4 GIRL GROUPS: 
THE STORY OF A SOUND* 
MGM/UA Home Video 

5 WHO ROCKS AMERICA: 
1982 AMERICAN TOUR 
THE WHO 
CBS/Fox Home Video 

6 THE COMPLEAT BEATLES 
THE BEATLES 
MGM/UA Home Video 

7 OLIVIA IN CONCERT 
OLIVIA NEWTON-JOHN 
MCA Home Video 

8 ADAM ANT REVUE* 
ADAM ANT 
CBS/Fox Home Video 

9 CAROL KING: ONE TO ONE 
CAROL KING 
MGM/UA Home Video 

10 STEVIE NICKS 
IN CONCERT* 
STEVIE NICKS 
CBS/Fox Home Video 

‘Denotes new entry 
The MusicVideo Top Ten indicates the 
fastest-moving sales and rentals titles in 
music product as reported by the country’s 
leading video retail outlets. 

1 ROCKIT 
HERBIE HANCOCK 
(Columbia) D: Godley-Creme 

2 PARTY TRAIN 
GAP BAND 
(Mercury) D: Don Letts 

3 ALL NIGHT LONG 
LIONEL RICHIE 
(Motown) D: Bob Rafelson 

4 UPTOWN GIRL 
BILLY JOEL 
(Columbia) D: Jay Dubin-Jon Small 

5 ONE THING LEADS TO ANOTHER 
THE FIXX 
(MCA) D: Rupert Hine 

6 SAY, SAY, SAY 
PAUL McCARTNEY-MICHAEL 
JACKSON 
(Columbia) D: Bob Giraldi 

7 CHURCH OF THE POISON MIND 
CULTURE CLUB 
(Virgin/Epic) D: Chris Gabrin 

8 TELL HER ABOUT IT 
BILLY JOEL 
(Columbia) D: Jay Dubin 

9 LOVE IS A BATTLEFIELD 
PAT BENATAR 
(Chrysalis) D: Bob Giraldi 

10 BURNING DOWN THE HOUSE 
TALKING HEADS 
(Sire) D: David Byrne 

Compiled by RockAmerica (27 E. 21st 
Street, N.Y., N.Y. 10003), the Video Clip 
Top Ten indicates the most popular rock 
video clips being played in over 250 clubs, 
colleges and record stores. In addition to 
title, artist and label, each en-ry contains 
the name of the clip's director. These charts 
reflect video play for NovemEer. 

son CELL’S NON-STOP 
EXOTIC VIDEO SHOW 

This work has been in hiding for over a year and rumor had it that Soft Cell’s 
record label didn’t want it released because 
it was too controversial. Let the truth be 
told: this jumbled mess of insulting images 
and bumbling music should never have 
been released. 
Drawing on music from the band’s Non-

Stop Erotic Cabaret and Non-Stop Ecstatic 
Dancing LPs, director Tim Pope utilizes 
an unappealing—no, make that plain slea¬ 
zy—potpourri of snakes, graveyards, porn 
palaces and hirsute women to visualize the 
material. Pope, who directed the popular 
Psychedelic Furs clip, “Love My Way,” 
usually has a flair for the bizarre. Here his 
common sense appears to have taken a va¬ 
cation, as a plethora of effects substitutes 
for substance. 

It’s not enough that one has to be ex¬ 
posed to Marc Almond’s sickly features 
and off-key singing; you have to put up 
with his whining between-songs raps as 
well (thank God for the VCR’s Fast For¬ 
ward option). And if you dug Soft Cell’s 
version of “Tainted Love,” you’ll have sec¬ 
ond thoughts after seeing the video version 
in which a toga-clad Almond is shown 
leering at a young girl and encouraging her 
to stick her hand in a fish tank full of pira¬ 
nhas. A sick, synthesized piece of non¬ 
sense. Director: Tim Pope. 55 min. EMI 
Music Video/Thorn EMI Video. Stereo. 
$49. 95 (Beta, VHS). —Alan Hecht 
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AUDIO & ELECTRONICS 
How the audio industry contin¬ 
ues to create new problems for 
the record industry in the lat¬ 
ter’s fight against home taping; 
also, new developments in auto¬ 
reverse technology are demon¬ 
strated in several impressive 
new cassette decks 4 
now on the market . 

SOUND SIGNATURES 
Adrian Belew on creating sound 
out of the air, and Booker T. 
Jones on the subtle¬ 
ties of producing. 4» 



AUDIO 

MARTIN PORTER NEW ISSUES, NEW 
BREAKTHROUGHS 

HOME TAPING: 
NEW ISSUES LOOM 

OKAY ALL YOU HOME TAPERS— 
the jig is up. 
The record industry and the audio in¬ 

dustry, once the best of friends, are in the 
midst of a showdown that indicates the 
“one hand washes the other” philosophy 
the two businesses shared during their hey¬ 
days is all but kaput. 

Historically, the conflict has its roots in 
the late 1970s when record business profits 
started to slide and the industry chieftains 
began looking around for ways to buttress 
their shrinking bottom line. Music video 
grew out of this reshuffling. So did the real¬ 
ization that the record business was losing 
money because of the proliferation of 
home cassette decks and, thus, home 
taping. 
The record industry then instituted fed¬ 

eral lobbying efforts to tax cassette sales 
based on the assumption that anyone who 
bought blank tape did so to tape copyright¬ 
ed music. The audio business, meanwhile, 
balked and maintained that the right to 
tape is as integral a part of American life as 
the right to free speech (certainly more 
than the right to bear arms). 

Here’s what a recent record industry 
sponsored survey revealed: if you are be-

Sanyo’s MWL dual cassette recorder: Illustrative of a basic 
deadlock between the audio and record industries 

Greenspan and other record industry 
representatives were testifying before a 
subcommittee evaluating a Home Record¬ 
ing Act that would require manufacturers 
and importers of blank audio tapes to con¬ 
tribute to a royalty pool that would be dis¬ 
tributed among music copyright holders— 
from the artists to producers to the record 
company. 

It now appears that the ultimate deci¬ 
sion will come instead from the Supreme 

Yamaha’s K-700 B auto-reverse deck features automatic fade-
in/fade-out when tape direction is being reversed 

tween the ages of 18 and 34 you are most 
likely to be a home taper. Home tapers and 
their cohorts tape over 550 million albums 
a year, most recorded directly from LPs 
with the next largest source being the ra¬ 
dio. The end result is in excess of $1.4 bil¬ 
lion in sales lost, according to economic 
advisor Dr. Alan Greenspan, who testified 
before a Congressional subcommittee on 
Patents, Copyrights and Trademarks in 
late fall. “Unless something meaningful is 
done to respond to the home taping prob¬ 
lem,” Greenspan claimed, “the industry it¬ 
self is at risk.” 

Court, which is expected to rule this year 
on the so-called “Betamax” case pitting 
Walt Disney and Universal (both Holly¬ 
wood filmmakers) against Sony (maker of 
the Betamax VCR), the claim being that 
video hardware manufacturers are liable 
for losses in revenues the filmmakers suffer 
due to “illegal” home video taping. 

In the meantime, though, the record 
business has been busy reshifting produc¬ 
tion gears to stifle home taping as much as 
possible. The popularity of Walkman-like | 
portables (an audio industry invention, 
mind you) has sent sales of prerecorded 

cassettes skyrocketing. According to the 
industry’s own survey, the duplication of 
cassettes from prerecorded tapes is one of 
the least likely sources of home taping 
(even less than taping from concerts). 
Then again, this statistic is in for some 

changes due to a proliferation of home tape 
recorders with dual cassette mechanisms. 
Take the example of the MWI from Sanyo: 
This unit, selling for under $100, features 
“play only” and “play/record” cassette 
drives for convenient tape dubbing. A vari¬ 
able monitor system permits volume ad¬ 
justments without affecting the recording 
level; there’s also a pause control on both 
tape sections and two built-in condenser 
microphones for “live recording.” It’s the 
kind of product that must send shivers 
down the spine of any record company ex¬ 
ecutive, though Sanyo only admits these 
“double recorders” permit the user to easi¬ 
ly produce a “second copy” of a favorite 
cassette for use in a home or car stereo 
system. 
The product points to a basic deadlock 

between the audio and record forces. The 
former aims to sell convenience which, in 
turn, helps sell music. The record business 
only cares about convenience when it helps 
sell records. Shall the twain never meet? 
Take another example—the Compact 

Disc. When this new digital playback tech¬ 
nology was introduced it was claimed that 
the attention to audio quality would itself 
deter copying since the public would opt 
for tip-top sound rather than an analog (as 
in taped) copy of digital perfection. 

However, proponents underestimated 
the public’s need for audio quality and, in 
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tact, the Compact Disc has become the 
preferred master for many tape pirates, ac¬ 
cording to recent reports. Furthermore, 
the Japanese tape hardware manufacturers 
are developing what may prove to be the 
ritimate in home taping technology—digi¬ 
tal audio cassettes 
To date two digital cassette standards 

have been proposed and those configura-
t ons that have been shown to the trade are 
s?riously hampered by short playing times 
and low-end specs. Nonetheless, Sony, 
JVC and Sharp are clearly on the trail of a 
home digital audio recorder capable of re-
-roducing the Compact Disc’s hi fidelity 
and standard analog discs without tape 
iss or degradation in sound. 
Again CD proponents claim the conve-

ience of the next generation of Compact 
Disc portables and car stereos will negate 
die need for digital cassettes of any kind. 
That is, unless it remains cheaper to tape 
Fan to buy. 

Onkyo’s TA-R77 decks are noted for good alignment 
specs in the auto-reverse mode 

BREAKTHROUGHS 
IN AUTO-REVERSE 

THE CONFLICT BETWEEN CONVE-
■ience and quality is a battle the audio in¬ 
dustry has been fighting for years. 
The biggest trend in cassette recorders 

of late has been auto-reverse, a technology 
that will immediately flip the playback 
• and in some cases record) head when the 
iape reaches the end of a side. While the 
audio consumer has taken a liking to this 
new feature, audiophiles have snubbed the 
convenience due to significantly reduced 
:ound quality. 
The earliest auto reverse cassette decks 

,uffered from a considerable loss in high 
'requency response because of problems 
with head alignment. This was particularly 
rue for three-head auto reverse decks. 
However, new products come close to 
eliminating this inherent technical gaffe 
via several innovative solutions. 
JVC has solved the auto reverse/head 

alignment problem with a so-called “Flip 
Reverse System” consisting of two basic 
parts: a head mount base and a rotating 
head holder. The head holder swivels 180 
degrees back and forth and is restrained in 
each direction by an azimuth adjustment 
screw. This system thus makes it possible 
to adjust the head alignment for each path 
of tape travel independently. 
The technology was incorporated in the 

company’s Model DD-V9 (about $800), 
one of the first auto reverse decks to fea¬ 
ture a three-head configuration offering 
both automatic recording and playback as 
well as monitoring while in Record mode. 
The DD-V9 tape transport is run by three 
motors and a direct drive capstan motor. 
Other features include automated tape¬ 
type analysis and adjustment, index scan 
which lets the user review the first 10 sec¬ 
onds of every song on a tape and a blank 
search function which permits the repeat 

of any cuts between two designated points 
on the deck’s digital counter. Other auto 
reverse decks from JVC incorporating the 
Flip Reverse System range in price as low 
as $290. 
Yamaha has added a nice touch to its 

Model K-700 auto reverse deck ($450). 
With its auto fade in/fade out feature, 
when the end of a tape is reached the sound 
automatically fades out and then fades 
back in after the tape direction is reversed, 
thus eliminating breaks in songs recorded 
on both sides of the cassette. 
The deck also boasts perfect head align¬ 

ment in both directions, as well as the pro-

Rather than reversing tape di¬ 
rection, Nakamichi’s RX-202 

rotates the cassette shell 

grammability of up to 15 selections in any 
order. Another interesting feature is blank 
skip; when the deck detects a 15-second 
blank space it automatically shifts into fast 
forward to reach the next selection. If that 
selection is on the reverse side, tape travel 
is automatically reversed and playback is 
resumed. 
The natural extension of auto reverse is 

continuous cassette play. What better way 
to keep the party happening than by flip¬ 
ping in a cassette and letting it repeat until 
musically exhausted? This is one of the 
many features offered by the Onkyo TA-

R77 auto reverse deck ($400) that is noted 
for its particularly good alignment specs 
when in auto reverse mode. The unit uti¬ 
lizes a photo sensor that instantly detects 
the beginning of the transparent leader 
tape, making it possible to reverse the di¬ 
rection of the tape transport in less than 
one second. This means virtually no gap 
between sides A and B in either the Record 
or Play mode. The continuous mode will 
play back until otherwise instructed, 
though the unit automatically shuts off af¬ 
ter both sides have been recorded to avoid 
accidental tape erasure. Other features in¬ 
clude Dolby B and C noise reduction and 
an auto space button which automatically 
puts five seconds of blank tape between 
your musical selections. 

Perhaps the most unique solution to the 
auto reverse dilemma comes from Naka¬ 
michi, a manufacturer noted for its high 
end audio products. The company recently 
announced a new concept in cassette tech¬ 
nology—UniDirectional Auto-Reverse— 
on its RX-202 cassette deck (about $650). 
Unlike conventional auto reverse decks, 
the tape mechanism doesn’t reverse the di¬ 
rection of the tape—it actually rotates the 
cassette shell itself, eliminating alignment 
problems caused by bidirectional 
playback. 

It is Nakamichi’s belief that even the 
most stable auto reverse heads will create a 
loss of high frequency response (and thus a 
dull playback sound) unless electronically 
corrected. The company first addressed 
the problem with the so-called NAAC 
(Nakamichi Auto Azimuth Correction) 
system which it incorporated in its Auto¬ 
sound and Dragon cassette decks. 
An internal microprocessor gives this 

unique device its considerable smarts. If 
the “flip” mechanism is obstructed it auto¬ 
matically shuts down and it can be overrid¬ 
den if the user prefers doing his cassette 
reverses manually. Meanwhile, additional 
automatic novelties include a music sens¬ 
ing circuit which monitors playback and 
fast forwards the tape to the end of the side 
when it detects a 40 second blank. Once 
turned around, the RX-202 automatically 
fast forwards through the tape leader and 
resumes playback. And the age-old prob¬ 
lem of ending one selection on side A and 
beginning the next on side B is now a one 
step operation since a dual speed fader al¬ 
lows either four or two second fades at a 
touch. 
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SOUND SIGNATURE^ 

MARK MEHLER MUSIC TO HIS 
EARS i Adrian Belew on creating sound out of the air 

W
hen a conceptualist named 
Yankee Doodle stuck a 
feather in his cap and called 
it maccaroni, it was page 
one stuff. But when Ken¬ 

tucky-born Adrian Belew stuck his ear out 
into the din of 7th Avenue traffic and 
called it music, nobody made a fuss. Which 
goes to show that sometimes the experi-

out on, so I memorized it out of the air. I 
knew what ‘Lone Rhino’ needed was that 
snorting sound and when I got a flanger to 
open up the filter in a certain way, I got 
that breathy, whoof sound. I came up with 
this sort of odd cluster, where I turned up 
the volume, hitting the guitar with the 
slide all in the same sweep, and there was 
no percussion effect, just that great 

“I hear a seagull or a car horn and, once I’ve worked through it, it 
comes out as music.” 

mentations of an artist are accorded less at¬ 
tention than those of an idiot. 

Nevertheless, Belew—whose work with 
Frank Zappa, David Bowie, Talking 
Heads, and most recently, King Crimson, 
has gained him a growing reptuation as an 
innovative and versatile guitarist—is un¬ 
daunted by those commercial realities. 
“My passion has always been creating 

sound out of the air,” he says. “What I am 
is a good receiver. I hear a seagull or a car 
horn and once I’ve worked through it, it 
comes out as music. Being a musician 
means arriving at a sound and being able to 
reproduce it, catalog it, write down the set¬ 
tings and nuances of the equipment, and 
then being able to use the sound later in a 
song context. That need, to keep redefining 
myself, that’s what keeps me interested, 
not fame or money.” 

Belew describes just such an act of cre¬ 
ation on the title cut of his first solo LP, 
1982’s Lone Rhino. “At 3 A.M. I was lying 
awake and suddenly the thing came into 
my head as one piece of music. I heard it 
like a record, but I had no guitar to work it 

whoof.” 
With the release last fall of his second 

solo LP, Twang Bar King, however, Belew 
says he’s finally begun to arrive at genuine 
artistic maturity. He notes the Rhino LP, 
on which he played both drums and guitar, 
was more a “retrospective of where I’d 
come from and who I’d worked with for 
the past seven years. 

“It was all done in factions, me as guitar¬ 
ist with the band, then me on drums with 
band .... We never worked it all out to¬ 
gether. On Twang Bar, I put together a real 
band (with the estimable Motown drum¬ 
mer Larrie Londin), and started flexing 
some arrangement muscles. Most of this 
record was played live, and the chemistry 
was incredible.” 
As a further part of his never-ending 

battle to psyche himself in the studio, Be¬ 
lew says he “did one of the simplest, most 
effective things I’ve ever done to make me 
completely rethink the way I play chords. I 
changed the G-string to an A, one note 
higher, and because it’s in the middle of the 
guitar, every bar chord sounded different, 

a little dissonant. Suddenly everything I 
was playing sounded new. I’d been trying 
to find a tuning like that for 10 years and 
always thought it would have to be some 
elaborate re-tune of every string. I believe 
every old habit I had was broken on this 
record.” 
Born 33 years ago in Covington, Ken¬ 

tucky, Belew was the drummer in a popu¬ 
lar local Beatles-cover band called the 
Denims. At 18, he took up guitar “in hopes 
of becoming a songwriter,” having been in¬ 
fluenced primarily by John Lennon’s enig¬ 
matic revelations. When Jeff Beck, Jimi 
Hendrix and Eric Clapton came along and 
popularized the guitar virtuoso, Belew got 
hooked. 

In his first major association, with 
Zappa, “my whole perspective changed. 

“Everything was bigger and faster, I 
couldn’t sit back and write simple pop 
songs anymore. Frank made me realize the 
importance of saying something. When 
you move from clubs with 50 people to 
making records with a major artist, you 
say to yourself, ‘Hey I better straighten 
up.’ I started reading dictionaries and 
thinking up concepts and concentrating on 
being deep and succinct at the same time.” 

Having met Robert Fripp through Bow¬ 
ie, Adrian toured briefly in a band opening 
for Fripp’s League of Gentleman, and 
joined the reformed Crimson in 1981. 

Currently, that group is completing its 
third LP, due in early ’84. Belew says, 
“Robert’s come up with some great metal¬ 
lic guitar sounds and I’ve been working on 
getting my guitar to sound like an electric 
power tool.” 

Belew, who recently began using a cus¬ 
tomized Fender with built-in Roland elec¬ 
tronics (“I finally stopped feeling alienated 
by a guitar synthesizer”), continues to 
work on new hand techniques. 

“I sit home a lot now and play unampli¬ 
fied. Outside of a couple of electronic ef¬ 
fects, everything I’m doing—the use of 
volume control, right-handed fretting, 
playing on the guitar in different areas, 
playing behind the bone, bending notes, 
using the tremolo arm, feeding back—it’s 
all technique designed to bring out the nat¬ 
ural tendencies of the instrument.” 
The guitarist’s future solo project will 

feature heavier orchestration, more exten¬ 
sive use of guitar synthesizer and of eastern 
instruments, including the Indian sarod, 
which is featured a bit on Twang Bar, and 
the 13-string, six-foot-long Japanese koto. 

“I feel like I’m just beginning,” says Be¬ 
lew. “Playing with my own band has 
opened my eyes.” Q 
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NEW PRODUCTS 

HI-FI TO GO 
F lONEER’S TWO-WAY COMPONENTS, 
a system of modular stereo equipment, of¬ 
fers an assortment of seven compact, mix 
and match home stereo components. What 
sets it apart is its mobility: you can attach a 
handle to the entire package and take it 
x^ith you. 
The system includes a choice of two tun-

er/amplifiers with a five-band graphic 
equalizer, tape deck, two types of detach-
able speakers and an optional turntable 

pair for the CS-C7 two-way speakers; 
$289.95 for the FA-C7 tuner/ amplifier; 
$209.95 for the FA-C5 tuner/amplifier; 
$179.95 for the CT-C7 cassette deck. The 
M-Cll optional power amplifier is 
$139.95, while the optional PL-C7 front¬ 
loading turntable is $164.95. 

CUTAWAY 
BARGAIN 
GUILD’S F-45 IS THE FIRST CUT-
away guitar to offer 24 fret access. Its 
adoustic/electric design consists of a cus¬ 
tom-made Barcus-Berry bridge pickup, 
coupled with Guild’s new pre-amp and ac-

Oberheim’s updated DMX 
Programmable Digital 

Drum Machine 

percussion recordings include congas, tim¬ 
bales, cowbell/clave, and a complete set of 
electronic drums as well as special sound 
effects. The voice cards are available from 
Oberheim dealers and can be installed 
without the need for any tools. Most voice 
cards retail for $100 each. 

FENDER 
MICS 
ONE OF THE NEWEST ENTRIES IN 
Fender’s line of professional sound equip¬ 
ment is the D-series vocal microphones 
featuring 0 to 90 degrees off-axis response 
for enhanced mic technique and perfor-

Fioneer’s Two-Way Components: FA-C7 digital/stereo tuner/am-
r lifier, CT-C7 cassette deck, CS-C7 two-way speaker, AD-C23 handle 

and power amplifier. Both the CS-C11 
t tree-way and CS-C7 two-way detachable 
speakers feature a flat woofer design, using 
a new flat plane diaphragm with acoustic 
camper panels that results in distortion-
Fee sound and enhanced bass. A coaxial 
one tweeter and a ribbon super tweeter 
( jsually found only in home-hi-fi speaker 
systems) provide clear midrange and high 
f equency sound reproduction. The RA¬ 
ÍZ? tuner/amplifier incorporates quartz 
I LL digital tuning with feather-touch con-
t'ols, 15 station presets and search func-
t on for AM, FM and short wave bands. 
The LCD digital clock/timer displays con-
xant time and, at the touch of a button, 
will switch to frequency display and pre¬ 
st times for system turn on/off. A five-
tand graphic equalizer uses click-stop 
operation to help accurately align frequen¬ 
cy levels. Pioneer also offers the FA-C5, an 
analog tuner/amplifier with a five-band 
graphic equalizer. Both models feature a 
I igh power output of 12.5 watts continu¬ 
ous average power per channel minimum 
at six ohms, from 60-20kHz. The CT-C7 
cassette deck features Dolby noise reduc¬ 
tion, three-program skip search, metal and 
CrO2 tape capability and a manual record 
function, allowing for hand-set of record¬ 
ing levels. 

Suggested retail prices for the Two-Way 
Component Systems are: $1 19.95/pair for 
die CS-C11 three-way speakers; $79.95/ 

tive EQ. The thin electric neck offers the 
feel and playability of a solid body. The F-
45 is crafted with a solid spruce top, arched 
mahogany back, mahogany sides and rose¬ 
wood fingerboard. It’s available in either a 
sunburst or natural finish. Left-hand ver¬ 
sions can be ordered. Price: $799. 

EXPANDED 
MEMORY 
OBERHEIM ELECTRONICS HAS IN-
troduced optional drum sounds and retro-
fitable new features with expanded memo¬ 
ry (more than double its present capacity) 
for its DMX Programmable Digital Drum 
Machine. The new software allows for over 
45 new features, including: 5000+ event 
internal programming capacity, 200 se¬ 
quencepatterns, 100 songs, programmable 
tempo displayed in frames per beat, songs 
and sequence length displayed in minutes 
and seconds, and selective cassette inter¬ 
face for loading single sequences or songs 
from tape. The retail price of the DMX re¬ 
mains at $2895. Current DMX owners 
should contact their nearest Oberheim Ser¬ 
vice Center for the new DMX memory ex¬ 
pansion update. The charge for the update 
is $150, including installation. All of the 
voice cards in the DMX are USER change¬ 
able to any of the other sounds in the DMX 
Sound Library. Some of the new optional 

Fender’s new D-Series vocal 
mies: (from left) the D-l econo¬ 
my model, the high-perfor¬ 
mance D-2, the slim-line D-3 

manee. The D-series consists of three mod¬ 
els: the high-performance D-2, retailing at 
$137, the D-l economy model priced at 
$70 and the slim-line D-3, designed for 
both stage and broadcast applications at 
$149. All feature a durable satin gunmetal 
finish, easily-replaceable filter balls and 
Fender’s one year Road Hazard” warran¬ 
ty, which provides for free repair or re¬ 
placement of the microphone if it fails for 
any reason. O 
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TENDER 
IS THE 
KNIFE 

UNDERCOVER 
The Rolling Stones 
Rolling Stones Records 

By 
Anthony 
DeCurtis 

of both a sex¬ 
ual and polit¬ 
ical nature is 

never more than a shout away on Under¬ 
cover, the Rolling Stones’ first studio LP 
since 1981’s much more emotionally bal¬ 
anced Tattoo You. Through a thoroughly 
unsettling combination of camp posturing 
and diabolical identity shifts on this rec¬ 
ord, Mick Jagger slips into the skin both of 
those who crack the whip and those who 
feel the lash. This maneuvering subverts 
our contempt as well as our pity, and 
leaves us not exiles on Main Street—it’s 
1984, friends, and we live on Main Street— 
but in the back alleys of oppression and 
gender warfare. 

Undercover really has less to do with its 
most immediate, noteworthy predeces¬ 
sors—Some Girls and Tattoo You—than 
with the dark, explosive, morally shaded, 
and altogether compelling records of the 
Stones’ 1968-1972 Golden Age: Beggars 
Banquet, Let It Bleed, Sticky Fingers, and 
Exile on Main Street. These albums under¬ 

cut '60s hopes and ushered in ’70s cyni¬ 
cism and indulgence with a sated, sneering 
fierceness that stopped just a razor’s edge 
short of delight. While Undercover isn’t up 
to the level of these classics, it derives its 
power from the same provocative impulse. 

“Undercover of the Night’’ opens the 
first side with a machine-gun run of syn¬ 
thesized drumming that crashes into a bar¬ 
rage of percussive disco bottom and 
patented Stones guitar chords. The song’s 
political references—to secret police, guer¬ 
illas, surveillance and terror—creep into 
the bedroom and provide the underpin¬ 
ning for Undercover’s thematic frame. 

This frame completes itself as the album 
roars to a close with the “Soul Survivor” 
reprise, “It Must Be Hell.” As he did on 
“Sympathy for the Devil,” “Midnight 
Rambler,” and “Brown Sugar,” Jagger 
here adopts a morally and politically rep¬ 
rehensible persona. As “Sympathy”-style 
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AFTER 500 PLAYS OUR HIGH FIDELITY 
TAPE STILL DELIVERS HIGH FIDELITY. 

If your old favorites don’t sound as good as they used to, the problem 
could be your recording tape. 
Some tapes show their age more than others. And when a tape ages 

prematurely, the music on it does too. 
What can happen is, the oxide particles that are bound onto tape 

oosen and fall off, taking some of your music with them. 
At Maxell, we’ve developed a binding process that helps to prevent 

:his. When oxide particles are bound onto our tape, they stay put. And 
so does your music. 
So even after a Maxell recording is 500 plays 

old, you’ll swear it’s not a play over five. 
maxell 

maxell 
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falsetto whoo-whoo’s pierce the murky 
guitar mix, this pragmatic devil first 
drawls Orwellian advice (“Keep on a 
straight line, stay in tune/No need to wor¬ 
ry, only fools/End up in prisons or con¬ 
science cells/Or in asylums they help to 
build”) and then offers his taunting, chill¬ 
ing condolences: “It must be hell/Living in 
the world, suffering in the world like you." 
On the personal front, Undercover’s 

porn-as-art cover offers a teasing invitation 
to sodomy and steels us for the sexual Ar¬ 
mageddon documented in “Tie You Up 
(The Pain of Love),” “Too Much Blood,” 
“Pretty Beat Up,” and “Too Tough.” The 
issue on these tracks isn’t sexism, but a vi¬ 
sion of relations between the sexes that 
shreds hip, “enlightened” attitudes about 
jealousy, friendship, and caring. These 
songs are about lust, anger, the desire to 
possess, and the frustration of loss and 
compromise. 
As Keith and Woody lock into one of 

the toughest Stones guitar grooves since 
“Ventilator Blues” and David Sanborn 
rips the joint with a feral sax solo, Jagger 
moans “Since you left me, since you put 
me down” in “Pretty Beat Up,” evoking a 
person so pulverized by emotional defeat 
that he can barely articulate. That these 
groans eventually become screams brings 
us to the muscle of the next track, “Too 
Tough,” where Jagger struts over the 
“Jumping Jack Flash” arrangement to 
kick in the door of a nightmare and spit out 
a challenge to an ex-lover whose grip will 
not be loosed: I was married yesterday 

To a teen-age bride 
You say it’s only physical 
But I love her deep inside 
I still see you in my dreams 
with a kitchen knife 
With it poised above your head 
Now who you gonna slice? 

The only relief we get from all this rage 
are Keith’s tender, and rather lame, 
“Wanna Hold You”; the sensual Caribbean 
dream, “Feel On Baby”; and the Chuck-
Berry-by-way-of-The-Faces rocker, “She 
Was Hot.” Otherwise, it’s once more into 
the breach with the Stones, who have again 
turned up the underside of the times, impli¬ 
cating themselves in the corruption they un¬ 
cover, and daring us to exonerate ourselves 
when, after all, it was you and me. 

PIPES OF PEACE 
Paul McCartney 
Columbia 

had his schlocky side. You can go all the 
way back to Meet The Beatles and cock an 
ear as he warbles away on “Till There Was 
You.” A couple of years later he revealed 
genuine MOR aspirations with the muzak-
bound “Yesterday.” But at the time, these 
records just seemed to be minor indul¬ 
gences because Paul could always be de¬ 
pended upon to redeem himself as a rocker 
with an “All My Loving” or a “Day 
Tripper.” 
Now, some thirteen years after waving 

bye-bye to the Beatles, McCartney has un¬ 
abashedly turned those minor indulgences 
into an unbelievably successful solo re¬ 
cording career. He’s one of the few gods 
left that AM radio abjectly worships and 
he’s scaled the heights of superstardom a 
dozen times over—something no one’s ac¬ 
cused George or Ringo of lately. But he 
does have one thing in common with those 
other two ex-Beatles: he’s forgotten how to 
rock. 

In the last thirteen years Paul McCart¬ 
ney has made one great rock ’n’ roll record: 
“Jet.” There’ve been a few other attempts 
here and there, along with a handful of en¬ 
tertaining pop-rock hits like “With A Lit¬ 
tle Luck” and “Coming Up”—plus the 
occasional moving ballad (“Maybe I’m 
Amazed”). But as for unencumbered, full¬ 
throttle rockers . .. there’s only “Jet.” For 
Paul McCartney rock ’n’ roll has become a 
minor indulgence. 

It’s painfully obvious when you listen to 
his albums. Every single one of them is me¬ 
diocre, and a lot of them are just plain gar¬ 
bage. The only McCartney LP worth 
holding onto, by any stretch of the imagi¬ 
nation, is Wings Greatest because it col¬ 
lects most of his good hits (along with 
some silly ones). And seeing sluggish 
hodgepodge efforts like Band On The Run 
and Tug Of War garner critical raves is as 
bad a joke as hearing the Beatles described 
as Paul’s old back-up band. 

I don’t know what the general consensus 
will be on Pipes Of Peace but I’m here to 
tell you in no uncertain terms that it’s just 
another lousy McCartney album with a 
couple of halfway decent cuts, a load of 
hummable pablum and the usual no-risk 
coasting. 
On the title cut and “Tug Of Peace” 

(what a mind for sequels), Paul flashes ar¬ 
thritic peace signs and makes like a 
Haight-Ashbury dropout (those rattling 
love beads were a nice percussion touch). 
“The Other Me” and “Through Our 
Love” are fully submerged in sticky-sweet 
marshmallow emotions. The man makes 
absolutely no connection whatsoever with 
anything approaching passion or—perish 
the thought—lust. He just wanders around 
in a daze murmuring inanities like, 
“You’ve got the power of love/And love 
has the power to turn on the light.” Not 
with that kind of faulty wiring. 

McCartney’s latest angle is to muck up 
past and present Motowners. In 1982 he 
took Stevie Wonder to a new low in trivial¬ 

ity on “Ebony and Ivory” and then he and 
Michael Jackson got mutually dopey on 
“The Girl Is Mine.” Jackson pops up here 
as co-writer and co-performer on “The 
Man” and “Say Say Say.” The former is as 
inconsequential as they come; at least the 
latter makes a stab, albeit a lame one, at 
being tentatively funky. The horns work to 
good advantage here, rushing forward 
with the same oomph that helped to bol¬ 
ster “Take It Away.” 

“So Bad” tries a little tenderness with¬ 
out getting unbearably moony and “Keep 
Under Cover” actually percolates. I 
wouldn’t be opposed to singing along with 
either one on the radio. Jeez, that’s getting 
to be high praise for this guy. He’ll proba¬ 
bly go on like this forever, specializing in 
infectious vapidity and barely recalling a 
time when his music had magic in it. Grou¬ 
cho once suggested, “Why don’t you bore 
a hole in yourself and let the sap run out.” 
If Paul McCartney ever did that he’d dehy¬ 
drate in a minute. 

INFIDELS 
Bob Dylan 
Columbia 

By 
John 
Swenson 

j_^ob Dyl¬ 
an is the most 
consistently 
misunder¬ 
stood figure in pop music history. Dylan’s 
approach to songwriting, and to his public 
persona in general, has always been per¬ 
verse enough to suggest an apparent mean¬ 
ing that throws you off the track of what he 
is actually saying. Those who took his con¬ 
version to fundamentalist Christianity on 
Slow Train Coming and Saved at face value 
a couple of years ago may well have been 
confused by the subsequent Shot Of Love, 
in which he eulogized Lenny Bruce and 
likened his need for religion to Bruce’s 
need for heroin. 

It’s tempting to view Dylan’s “conver¬ 
sion” to Christianity as merely a prelude to 
his “return” to Judaism, especially when 
he professes the deliciously ironic justifica¬ 
tion that “Even Jesus only preached for 
three years.” In fact, Infidels is a lot closer 
to Shot Of Love than a superficial view of 
Dylan’s recent career would indicate. The 
despairing world view that has closed in on 
Dylan’s writing inexorably over the years 
drove him to need a shot of love and con¬ 
tinues here to inspire his blackest vision of 
mankind. 
Two songs on Infidels epitomize the 

deep pessimism Dylan’s observations have 
resulted in. “Neighborhood Bully” is gen¬ 
erally perceived as Dylan’s defense of Isra¬ 
el, and a few lines do bear the unmistakable 
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s amp of the Jewish tourist filled with 
pride upon returning from an Israeli holi-
cfay. But you must ask the question: if this 
it meant to be a patriotic song, why the ti-
t e? Dylan poses himself a songwriting 
cnallenge worthy of the elaborate conceits 
he has broached in the past—who feels 
pity for the neighborhood bully? 

Dylan’s point in “Neighborhood Bul¬ 
ly”—that the bully is playing out a predes¬ 
tined role—is one of his most fatalistic 
conclusions. Its tone is matched on the al¬ 
bum’s other central song, “Union Sun¬ 
down.” The song is not, as some have 
speculated, about labor unions. The Union 
Eiylan refers to is pointedly singular—it’s 
the United States, what they used to call 
the Union. Dylan’s criticism is of the entire 
system. “Capitalism is above the law,” he 
s ates with a world weary anger we haven’t 
heard since John Wesley Harding. “De¬ 
mocracy don’t rule the world,” he contin-
ies. “This world is ruled by violence.” The 
cifference between this and “Masters Of 
War” is only in the resignation of Dylan’s 
tone—he apparently no longer feels that 
singing about it will make any difference, 
e.’en to himself. This cynicism is also ap¬ 
plied to Dylan’s view of wealthy philan¬ 
thropists as the devil incarnate in "Man Of 
Peace” and his observation in “Sweetheart 
Like You”: “Steal a little and they put you 
is jail/Steal a lot and they make you king.” 

Dylan may no longer believe that his 
songs can change the world, but he is still 
at obvious advocate of the power of rock 
’■’ roll. He’s never put together a better 
band—the crack rhythm guitar team of 
Nick Taylor and Mark Knopfler. 
Knopfler is well suited to Dylan’s new-
f«und work ethic in the studio, while Tay¬ 
lor adds the kind of off-the-cuff blues leads 
aid slide guitar passages that have charac¬ 
terized his best work. On songs like “Man 
Of Peace” and “Union Sundown” Taylor 
plays with a fire he's kept damped since the 
F olling Stones classic Exile On Main 
Street. For his part Dylan hasn’t sung this 
well in quite some time, a fact which indi¬ 
cates his ultimate commitment to this 
material. 

UH-HUH 
John Cougar 
Mellencamp 
Riva/Polygram 

By 
Christopher 
Hill 

o c k 
and roll loves 
voices from 
Nowhere, 
3td a good part of the middle-western part 
cf this country is Nowhere. Bruce Spring-
sseen, a man with a keenly felt sense of No-

where-envy, senses this, and so makes an 
album titled Nebraska. But where Spring¬ 
steen goes wrong is in thinking that he can 
apprehend the essence of Nowhere’s peo¬ 
ple simply by bleakening and blackening 
his picture, like turning down the bright¬ 
ness control on a TV set. A real citizen of 
Nowhere, like John Mellencamp of Indi¬ 
ana, generally senses that despair is just as 
facile and inaccurate as optimism. In Mel¬ 
lencamp’s view, the dynamics between 
rock ’n’ roll energy and the walls of No¬ 
where is complex and shifting. Maybe rock 
is the way out; maybe the walls have some 
real claim on us; maybe rock’s simply a 
more attractive wall; maybe a good party is 
all we can expect, anyway. Uh-Huh, Mel¬ 
lencamp’s first record under his real name, 
is also his first conscious effort to speak 
collectively for the people of his state and 
his state of mind. Though not always suc¬ 
cessful, the rough grain and savor of 
parched Midwestern earth that comes 
through makes this a bracing, provocative 
antidote to the bleak romancers of the 
“Badlands.” 
Mellencamp gives us his credo right off 

the bat in the album’s most effective cut, 
“Crumblin’ Down.” “My opinion means 
nothin’,” Mellencamp spits at all those 
who look down their noses at the tattooed 
dopers of the cornfields. “But,” he avows, 
“I know I’m a real cool dancer.” Is this a 
victory over the people to whom he’s noth¬ 
ing, or is it just a “screw it” retreat into 
hedonism? Mellencamp offers no answers, 
but the sheer, wonderful sound of his mu¬ 
sic (as fashioned by producers Mellencamp 
and Don Gehman) speaks of triumph. It’s 
one version of primordial rock ’n’ roll 
noise, out of country blues by way of the 
Rolling Stones—a dense, dirty acoustic 
guitar onslaught, hooked around a sexy 
start-and-stop backbeat. 
The sentiments of “Authority Song”— 

“Growing up leads to growing old and 
then to dying, and dying to me doesn’t 
sound like all that much fun”—may sound 
like nihilistic heavy metal bravado, but the 
lyric and the music deliberately evoke “I 
Fought The Law” by Bobby Fuller, anoth¬ 
er midwestern rocker who tried to under¬ 
stand why the wide-open power of the 
sound he created had no effect on the 
crushing limits of his environment. Mel¬ 
lencamp begins “Serious Business” with a 
belch, and proceeds to put on his bad boy 
face in a passable tribute to £x/7e-period 
Stones, the scrawny tomcat chords and 
loose-jointed drums fleshing out a typical 
“party hearty” scenario. But then, on “Lo¬ 
vin’ Mother Fo’ Ya,” he whips around and 
pokes sharp fun at just those Lotharios of 
the small town cruising strips who would 
be most captivated by these intimations of 
“decadent” hi-jinks. Only on “Play Gui¬ 
tar” does Mellencamp wholeheartedly pre¬ 
sent rock energy as a key to anything more 
worthwhile than the endless party. “For¬ 
get all about that macho shit,” he impa¬ 
tiently lectures all the deadenders with the 

“greasy hair and greasy smiles” to “learn 
to play the guitar,” while a ratty echo of 
“Gloria” ’s central riff lurches out of the 
song’s grinding, martial step. Anyone who 
thinks it’s worth it to try to speak for a 
whole subculture—as John Mellencamp is 
legitimately attempting with Uh-Huh— 
obviously has a vision which sees beyond 
blasted hopes and wasted self-indulgence. 
It’s a vision that comes through, however 
hesitantly, on this album. And precisely 
because Mellencamp’s not purveying work¬ 
ing class oratorios to college kids—because 
in important ways he is his audience—it’s a 
vision that might make a difference. 

CAN'T SLOW DOWN 
Lionel Richie 
Motown 

13 
Commodores 
Motown 
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By 
Steve 
Bloom 

tween 
Richie and 
the Commodores lasted eight wonderful 
years and generated enough chart toppers 
to fill out two Greatest Hits volumes. The 
ensuing divorce in 1982—Richie left the 
group, not the other way around—was 
long rumored. Few were as concerned 
about Richie’s career as they were about 
the Commodores’, for the obvious reasons-
.Clearly, Richie had been carrying the 
group (with gold-plus singles like “Three 
Times a Lady,” “Still,” and “Sail on”) 
since “Brick House” in 1977. Fans had ev¬ 
ery reason to worry. 

Like the spurned lover, the Commo¬ 
dores have been searching for a solution to 
Richie’s absence. On the group’s 13th al¬ 
bum (aptly titled 13), the five remaining 
Commodores take it upon themselves to 
try to replace Richie’s songwriting and bal-
ladeering talents. This is a major tactical 
error. The Commodores should have in¬ 
stead concentrated on finding a compatible 
voice from outside the group to comple¬ 
ment drummer Walter Orange’s gritty ten¬ 
or. As a result of not having done this. 
Orange and Harold Hudson (a member of 
the Commodores’ back-up band) share the 
vocal chores. 

Both try to reposition the group by ap¬ 
ing every black pop male singer from 
James Ingram to Teddy Pendergrass— 
with little success. Only Orange’s “Noth¬ 
ing Like a Woman” and “Touchdown” (a 
send-up of “Brick House”), which feature 
him in more familiar (i.e., funky) territory, 
sound genuinely like the Commodores 
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VERY 
AMERICAN 
... AND A TIME TO DANCE 
Los Lobos 
Slash 

ne of the most amaz¬ 
ing things about rock ’n’ roll 
is how easily it puts our cul¬ 
tural diversity into perspec¬ 
tive. With their Spanish name 
and musica norteña roots, Los 
Lobos ought to seem fairly ex¬ 
otic to an Easterner like me, 
yet no sooner did 1 drop the 
stylus on “Let’s Say Good¬ 
night," the sax-spiked rocker 
that leads off this seven-song 
EP, than I was hooked. The 

dramatic pauses and cool con¬ 
fidence of the vocal reminded 
me of what I liked best about 
Joe Turner’s jump blues, 
while the combination of ac¬ 
cordion and shuffling snare 
recalled the rhythmic excite¬ 
ment of zydeco. But the inci¬ 
sive guitar work and 
down-at-heels jollity of the 
lyrics suggested no one more 
than the Fabulous Thunder¬ 
birds, and by the time I’d got¬ 
ten to the lively ranchera 
harmonies of “Anselma,” my 
musical frame of reference 
was stretched all over the 
map. So I gave up trying to 
nail down why I dug it, and 
simply turned the volume up. 

Los Lobos is a quartet of 
East Los Angelenos who, 
bored with the drudgery of 
working the Top-40 circuit, 
set about discovering their 
Mexican musical roots and 
have since worked their way 
back to rock ’n’ roll. In one 
sense, this development is not 
unlike the way blues-rock got 
its start, except that instead of 
rethinking their roots on rock 
and roll terms, Los Lobos 
have made a much more fluid 
connection between the two. 

An excellent example of : 
just how even the balance is ; 

would be “Ay Te Dejo en San 
Antonio.” Los Lobos’ version 
is firmly entrenched in the 
nortena style right down to 
the traditional instrumenta¬ 
tion of accordion, bajo sexto 
and bass, but if you compare 
their rendition to the Santiago [ 
Jimenez original, it’s impossi¬ 
ble not to notice how much 
more swinging Los Lobos are, 

; how the vocal cadences have 
i become more smoothly syn-
I copated, how the bajo sexto 

afterbeats imply a loose back-
beat instead of the stiffer pol¬ 
ka-rhythms of Jimenez’s 
group. Of course, that doesn’t 
make Los Lobos any less tra¬ 
ditional, but it does in some 
way make their sound more 
universal' without pulling it 
away from its roots. 

Los Lobos' cultural fusion 
cuts both ways, too. “How 
Much Can I Do?” alternates 
the sort of verse that could as 
easily fit into any roadhouse 
blues number with a spritely 
accordion figure that's pure 
Tex-Mex even as it carries 
over the same slamming back-
beat and loping bassline. But 

"Walking Song" works the 
same formula without the eth¬ 
nic interlude—instead, that 
song cuts its jump blues with a 
quasi-bebop guitar figure 
(augmented by co-producer 
Steve Berlin's baritone sax, on 
loan from its usual gig with 
the Blasters) that seems to 
have been borrowed from 
Texas Swing. And Los Lobos' 
treatment of Richie Valen’s 
“Come On, Let's Go” fea¬ 
tures a bass figure that sounds 
uncannily like something 
Duck Dunn might have laid 
down had Valens been a Stax/ 
Volt artist. In all, not the usu¬ 
al set of musical connections. 

But Los Lobos is not the 
usual kind of rock ’n’ roll 
band, either. That’s why, de¬ 
spite the obvious threads run¬ 
ning through their sound, I’m 
hesitant to refer to them as 
“roots music”— . . . And a 
Time To Dance sounds far too 
lively and contemporary to 
deserve a pigeon hole as dusty 
as that. Much better to simply 
call it American music, and 
remember the words of the 
Blasters: “It's the greatest 
sound right from the U.S.A.” 

—J.D. Considine 

we've come to know over the years. Gui¬ 
tarist Tom McClary’s “Welcome Home" 
is more of a step into the present as Hud¬ 
son’s husky voice is paired with a singa¬ 
long vocal arrangement that reminds of 
Earth, Wind & Fire. The other five cuts re¬ 
veal a group that has lost its identity and is 
trying just about anything to capture (the 
track “Captured," could have been written 
for Gladys Knight & the Pips) a new 
audience. 

Richie, of course, has no such problems. 
Not only did he leave the Commodores in a 
position of strength, he stole the group’s 
long-time producer, James Anthony Car¬ 
michael. Additionally, Can't Slow Down is 
a significant improvement over last year’s 
painful middle-of-the-road exercise, Lionel 
Richie. Gone are his “You are the sun, you 
are the rain .. . I’m truly, head over heels, 
with your love” banalities. (Well, not total¬ 
ly, as evidenced by “Penny Lover.” When 
will he stop writing greeting cards with his 
wife?) Two songs in particular point to Ri¬ 
chie’s songwriting development: “Love 
Will Find a Way,” his first jazz-oriented 
piece which suddenly puts him in a class 
with George Benson, Al Jarreau and Bob¬ 
by McFerrin (who Richie sounds like 
here), is a corny message, but at least it 
comes across in a musically hip and sophis¬ 
ticated fashion. “Hello” is more bluesy 
than anything Richie has ever done. But it 
is Richie’s transformation, at least in this 

song, from his usual unbounded optimism 
to a more guarded stance ("I wonder 
where you are/I wonder what you do/Are 
you somewhere feeling lonely/Or is some¬ 
body loving you?”) that is cause to cheer. 
Wisdom is hard-earned in this world, of 
course, but perhaps Richie has finally dis¬ 
covered that greeting cards do come in all 
shapes and sizes. 
As for "All Night Long,” what can I 

say? Harry Belafonte should be proud, 
and Stevie Wonder has publicly called it 
his favorite song of the moment. Richie’s 
insistence on mimicking others, though, 
does get to be a problem. At various times 
you'd swear you’re listening to Kenny 
Rogers, and then there’s his Michael Jack¬ 
son-like oohing and cooing on “Can’t 
Slow Down” (which reminds me of 
"Wanna Be Startin’ Somethin” anyway) 
and his Jim Croce-like treatment of 
“Stuck on You.” If Richie thinks so much 
of Croce then why doesn’t he just cover 
one of his songs? 
The best of both albums combined 

would make one solid “Commodores Fea¬ 
turing Lionel Richie” record, but unfortu¬ 
nately that’s neither here nor there. The 
fact is the Commodores had better get busy 
finding a serious replacement for Richie 
before people start saying “Commo¬ 
dores—who?” Richie, as I said, has no 
such problems. Except maybe a minor bat¬ 
tle with guilt. 

NIGHTLINE 
Randy Crawford 
Warner Bros. 

celebrated and well-known in Europe as 
she is not in her native United States— 
sounds like Gladys Knight, but where 
Knight sometimes travels more deeply in¬ 
side herself, exploring the bluesy interior 
of her fertile claustrophobic throb, Craw¬ 
ford will steal outside, sneaking up on a 
light jazziness that's tougher and less er¬ 
ratic than, say, Chaka Khan’s. Nightline, 
Crawford’s seventh album, is a clear tri¬ 
umph of loose and leathery old-fashioned 
soul tunes, lost-in-themselves big ballads, 
and synth-snappy dance tracks, all pulled 
together by her unfailingly sumptuous 
singing; the record is what rare studio 
smarts and an even rarer vocal talent are 
all about at their co-operative best. With a 
singer less authoritative than Crawford 
and a producer less consistency-minded 
and steely-eyed than Tommy LiPuma, the 
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o d and new pop modes of Nightline might 
well have emerged a mess, a disorienting 
c ash of styles and intentions. But cleanly 
teeming out with LiPuma’s tight-focus, 
history-blind sound, it isn’t. 
On the unusually vibrant and tuneful 

second side of this record, Crawford sings 
f«ur songs written for her by Cecil and 
Linda Womack, and wonderful they are. 
Without any loss of sly, soulful groove, she 
gres from the testifying, knotty rhythms of 
“Happy Feet”—sort of Chic in church— 
to “This Ole Heart of Mine,” a mid-tempo 
ballad that gracefully glides along to the 
subtle sigh of the title phrase, which is un-
s lowy but as unforgettable as the sleekest 
cnampionship hook. The killer number 
here is “Lift Me Up,” a relaxed plea for 
lave as emotional salvation that Crawford 
makes with freshly committed backup as-
s stance from the Womack Brothers and 
L inda Womack, whispery and energized as 
t tey sweep out behind Crawford with 
“Baby, don’t you bring me down.” Still, 
the swirling, vivacious title cut and “Liv-
iag On The Outside,” a more serious piece 
cf pop-funk, don’t sound out of place next 
t? the Womack wonders—they just sound 
like their eyebrows are arched higher. And 
cn “Why,” the album’s most stunning bal-
iid, James Newton Howard’s synth can 
parade itself as opulently as it does because 
by definition its no match for Crawford 
mid her beautiful raw verve as she warmly 
reasons out her love troubles. Why should 
oily Europe appreciate a singer this spe¬ 
cial? Especially when her latest record cov¬ 
ers so much ground as convincingly as 
Nightline. 

TOOTS & THE MAYTALS 
Live at Reggae 
Sunsplash 
Sunsplash 

CHALICE 
Live At Reggae 
Sunsplash 
Sunsplash 

YELLOWMAN 
Live At Reggae 
Sunsplash 
Sun splash 

BEST OF THE 
FESTIVAL—DAY ONE 
Sunsplash 

3y 
<en 
3raun 

^h ese 
'our albums 
—all recorded 
ive at the 
August 1982 Reggae Sunsplash festival in 

Montego Bay, Jamaica—constitute the 
initial releases of Sunsplash Records, a la¬ 
bel that intends, apparently, to survive on 
strict fare of Live at Reggae Sunsplash al¬ 
bums. At least a half-dozen more are al¬ 
ready scheduled for release. This first 
batch makes for a mixed bag containing 
some old-timers, some young bloods, so-
mehot performances, some tepid ones. 
The artists identified as Best of the Festi¬ 

val—Day One all qualify as old-timers to 
one degree or another. Byron Lee has been 
a prominent figure in Caribbean music 
since the 1950s; his reggae of late has been 
dismal, but his calypso still sparkles, and it 
is with a calypso song—“Mek We Jam”— 
that he and his Dragonaires are represent¬ 
ed on this album. John Holt began his very 
successful career in the mid-’60s as the 
leader of the Paragons (“The Tide Is 
High”), and as a soloist he’s maintained his 
popularity into the ’80s; “Sweetie Come 
Brush Me,” his mildly lascivious selection 
here, gives no hint of the sentimentality 
that has marred too many of his songs over 
the years. But Roy Shirley, who also began 
his career in the mid-’60s, recording sever¬ 
al very fine rocksteady sides (“Musical 
Train,” “I’m a Winner”), suffers here from 
an inappropriate choice of material— 
Brook Benton’s “Endlessly.” 
U Roy and Big Youth, two early ’70s 

pioneers of dee-jay toasting, put in the best 
performances of the Day One roster, Mr. 
Roy with his popular “Wear You to the 
Ball” and Mr. Youth with an incantatory 
version of the Abyssinians’ “Satta Amasa-
gana.” Youth, however, ruins the mood he 
has created by launching into his silly “Ev¬ 
ery Nigger Is a Star.” More disappointing, 
though, is the album’s sample of Toots & 
the Maytals: Toots Hibbert has been a con¬ 
cert legend (justly) for twenty years, but 
not because of maudlin “tributes” like 
“(Marley’s Gone . . .) His Songs Live On.” 

It must have been a rare “off” night for 
Toots & the Maytals, for the entire album 
devoted to his set is disappointing. Perhaps 
it’s because Toots was appearing without 
his long-time harmonizers, Jerry Mathias 
and Raleigh Gordon (their places filled by 
a nameless duo of women), that he sounds 
so disoriented. But that doesn’t explain his 
band’s lack of spirit. They make even such 
high-voltage generators as “Pressure 
Drop” and “Monkey Man” sound de¬ 
fused, rushed as if they wanted only to be 
done with the show. To hear how electric 
these songs can be when Toots & the May¬ 
tals are “on,” listen to Mango Records’ 
Toots Live (1980), recorded—ironically— 
in England. 

Chalice is one of Jamaica’s odd self-con¬ 
tained reggae groups (groups in which 
singers play their own instruments or in¬ 
strumentalists sing, whichever it is). Such 
alignments are usually modeled after rock 
groups, and the predictable result is that 
certain ideals of reggae—“country” har¬ 
monies, spare rhythms—are compro¬ 
mised. Chalice is not the crass show-
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business package Third World (another 
self-contained, so-called reggae group) is, 
but rock-styled guitar solos and drum 
flourishes disrupt nearly every song in 
what is otherwise a surprisingly likeable 
set. 
The prize of these four albums is Yel¬ 

lowman’s, Jamaica’s latest—and perhaps 
biggest-ever—dee-jay star. Yellowman has 
made some terrific records, but the full 
scope of his talent is revealed only when 
he’s performing live, when the instant de¬ 
mands of interacting with an audience gal¬ 
vanize his wit, his sense of timing, and his 
freakish magnetism. While a band vamps 
steadily behind him, Yellowman opens his 
tongues’ gate to a flood of rhymes, scatolo-
gisms, puns and vocal effects. Whether his 
topic is politics (“Soldiers Take Over Tan¬ 
ka,” “Gunman Connection”), religion 
(“Jah Jah Made Us for a Purpose”), re¬ 
creation (“Sit Under You”), love (“Get 
Me to the Family Court On Time”—a per¬ 
sonalized parody of the Lerner & Loewe 
favorite), or himself (“What a Pumpy Bub¬ 
ble ’Pon Me Fronty,” “Me Too Sexy”), his 
rhythm never falters, his tongue never 
trips or dulls, and he keeps the crowd 
dancing, laughing and cheering. This al¬ 
bum is the best representation of Yellow¬ 
man on vinyl at this time. 

Live recordings are a risky investment: 
occasionally, like Yellowman’s, they tri¬ 
umph; usually they flop. Sunsplash Re¬ 
cords will have to diversify if it hopes to 
stay in business. (Sunsplash Records, Inc., 
P.O. Box 7778, Silver Springs, MD 20907.) 

BABES IN ARMS 
MC 5 
ROIR 

THE BLOW UP 
Television 
ROIR 

ONE WAY SYSTEM 
Dub Syndicate 
ROIR 

FUTURE FUNKÎ/UNCUT 
Alfonia Tims and the 
Flying Tigers 
ROIR 

only independent at its best: testaments to 
two defunct but seminal bands and show¬ 
cases for two bright new talents with inno¬ 
vative styles. 

Babes In Arms compiles a combination 
of rare early local singles and alternate ver-
sions/mixes of album tracks primarily 
from the out-of-print second and third LPs 
(Back In The U.S.A, and High Time). Col¬ 
lectors’ considerations aside, the 16 selec¬ 
tions provide both a neat overview of the 
band’s career and a valid compendium of 
its finest moments. Even the couple of 
“psychedelic” quasi-jazz clinkers display 
the intensity of commitment and execution 
that allows the other tracks’ street-rebel 
rhetoric to retain most of its credibility, 
even at this late and cynical date. A genu¬ 
inely exciting scrapbook of these generals 
from the guitar army. 

Television is best remembered for its id¬ 
iosyncratic approach to improvisation, 
represented only in tidied-up studio crys¬ 
tallization on its two albums. This first (il¬ 
licit) document of the phenomenon in situ, 
so to speak, is a double-length set from 
TV’s final tour showing the group’s char¬ 
acteristic occasional lapses into sloppiness, 
yet is also (again, characteristically) con¬ 
sistently gripping, riveting, even transcen¬ 
dently marvelous. At the top of his writing 
form, Tom Verlaine imbued conventional 
rock forms with perception and even heart, 
which is rare but hardly radical: TV’s non-
musicianly approach to musical self-ex-
pression was a typically rare and radical 
triumph of transmuting emotions into 
sounds, in one way like the best jazz, in an¬ 
other kind of like watching blind men walk 
a tightrope without a net. Highlights for 
fans and non-fans alike include the two 
previously unvinylized cover versions, the 
Stones’ “Satisfaction” and the Thirteenth 
Floor Elevators’ “Fire Engine” (mysteri¬ 
ously retitled “The Blow Up”), as well as a 
15-minute exploration of “Little Johnny 
Jewel.” 

Adrian Sherwood is a young white En¬ 
glishman who is enchanted with reggae. 
His carloads of producer credits on LPs is¬ 
sued by his own On-U Sound label are 
chiefly for constructing frameworks for ad 
hoc ensembles composed of regular work¬ 
ing bands (mainly visiting Jamaicans). One 
Way System is a dub LP, largely adapted 
from tracks laid down for his New Age 
Steppers’ Foundation Steppers LP, on 
which he plays the musicians and studio 
like one large synthesizer. 
Jamaican dub masters such as Lee Perry 

and Scientist can at turns be divinely luna¬ 
tic and messy as a fingerpainting toddler; 
Sherwood’s more methodical approach is 
no less stunning for its precision, mar¬ 
shalled as it is for his own “mad,” good-
humored visions. The grooves he’s chosen 
are as varied as his techniques, which 
range from cunningly employed standard 
devices—echo, reverb, etc.—to more 
imaginative techno-tricks, even using 
“scratch” techniques to good effect. A 
wild and playful ride. 

Alfonia Tims’ is the saddest story of the 
bunch, since the young black guitarist/ 
bandleader/composer passed away mere 

weeks before Future Funk was released, 
yet his is the most effervescent and conviv¬ 
ial of the four styles represented here. He 
and his interracial septet (rhythm section 
and horns) blend jazz (including the “har-
molodic” strain developed by Ornette 
Coleman and James “Blood” Ulmer), funk 
and rock into a continuous musical high. 
Driving, shifting polyrhythms, wittily 
tuneful riffs comically rattled off by the 
horns and guitars, ensemble playing that’s 
stretched so tight/pushed so hard it has to 
fly apart, all spearheaded by Tim’s queru¬ 
lous, high-pitched vocals and guitar play¬ 
ing that’s alternately just as nearly 
self-parodic and (on the two live cuts) ca¬ 
pable of baring sharp fangs, too. Unflag-
gingly hilarious, exhilarating and 
motion-inducing, it’s like a sonic Osteriza-
tion of Ulmer, Richard Pryor, James 
Brown and Frank Zappa. 

All four cassettes have detailed session 
info, pictures and liner notes (Tims’ by jazz 
great Gil Evans, the MC 5’s by ex-manag-
er/White Panther theorist John Sinclair 
and journalist Mick Farren); the sound is 
generally no worse than satisfactory (the 
vagaries of transferring old acetates and of 
live recording notwithstanding); the music 
is outstanding, and none of it is available 
on vinyl. These four tapes alone constitute 
ample reason to invest in a portable cas¬ 
sette player—wouldn’t you like to experi¬ 
ence rock epiphanies in the street? (ROIR, 
611 Broadway, New York, NY 10012.) 

DUKE ROBILLARD 
AND THE PLEASURE 
KINGS 
Duke Robillard & 
The Pleasure Kings 
Rounder 
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By 
Jonathan 
Gregg 

ftera 
long stint as 
frontman/ 
guitarist for 
Roomful of Blues, followed by side trips 
with Robert Gordon and the Legendary 
Blues Band, Duke Robillard has recently 
been tearing up the East Coast circuit with 
his trio, the Pleasure Kings, and the years 
of experience show on their first LP. Rath¬ 
er than Stevie Ray Vaughan’s in-the-face 
flash, Robillard goes for depth, and his 
nods to Earl Hooker, T-Bone Walker and 
the Kings are less obvious and more varied 
than the brash young Texan’s Hendrix 
fixation. 

The level of sophistication Robillard’s 
playing brings to the basic blues and rock 
’n’ roll format sets him apart from the 
crowd. Judiciously phrased single note so¬ 
los expand smoothly into chordal pas-
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sages, and the clean, biting sound of his 
Si rat ocas ter never lets inspiration get in 
the way of control. 

Robillard’s songs cover a variety of 
moods and tempo in a bluesy vein, with his 
robust and personable baritone lending the 
r ght shade of grey to the rocking shuffles 
‘ Let Me Love You” and “One More 
Time,” and the harder rock groove of “If 
This Is Love.” But the real news here is the 
guitar playing. Alternately fluid and 
chordal (“What That Means to Me,” the 
wink to Les Paul on “My Plea”) and sting-
i tg and low-down (“One More Time,” the 
wild slow blues “Just Kiss Me”), Robillard 
is clearly a master stylist of American mu-
ãc. Drummer Tommy de Quattro and 
bassist Tom Enright provide strong and 
supple support throughout, and overall the 
band creates as much of the spirit of the 
blues as is possible in a studio. 

It is high time America started taking 
stock of its own musical heritage, and 
Duke Robillard is a living resource too 
good to ignore. 

framing its stubbornly optimistic chorus 
with a jolly brass riff; excepting some 
“merely” pleasant moments on the second 
side, the record has a full measure of stim¬ 
ulating entertainment. 

It’s a “monster world,” say the Suburbs, 
and on Love Is the Law, they make their 
invitation to get “bent straight into the 
scene” a mighty enjoyable one to accept. 

SHOWSTOPPER 
Jamaaladeen Tacuma 
Gramavision 

PLUG IT 
Oliver Lake and 
Jump Up 
Gramavision 

By 
Greg 
Tate 

RETAILERS: 

Whether you sell records, musical 
instruments, home audio-video equip¬ 
ment, books, or almost anything: Your 
customers read ROLLING STONE. 

3y 
Jim 
3reen 

1. ^ove Is 
'he Law is a 
Tine example 
of a band 

LOVE IS THE LAW 
The Suburbs 
Mercury 

confronting frustration and desperation as 
lyrical themes closest to them, yet avoiding 
the gloom-doom of many of their British 
counterparts by looking for a laugh. This 
isn’t to label them a gag band like their 
goof-rocking Minnesotan predecessors, 
the Trashmen (remember “Surfin’ 
Bird”?); when they laugh, it’s usually with 
well-honed irony, à la their “Monster 
Man,” who asks, “What can a poor mon¬ 
ster do, except murder flowers and give 
them to you?” It’s a situation we (nominal¬ 
ly) non-monstrous types ought to consider. 
The ’Burbs also are to be commended 

for an intuitively wise blend of styles. I say 
“intuitively,” since it’d be awfully unlikely 
that anyone could calculatingly plot the 
blend of modern dance-rock and jump¬ 
blues that transforms “Dem Bones” into 
“Rattle My Bones,” an energetic number 
that’ll put an itch in your ischia and make 
your phalanges flap (along the way updat¬ 
ing the anatomical rundown: “the head¬ 
bone’s connected to the headphone”). 
“Hell A” is rap ’n’ roll, connecting three 
expositions of personal struggle and failure 
(one taken verbatim off the wall of a 
phone-booth in LA) with urgently rousing 
injunctions to dance; the title tune bounces 
along spryly, despite its verses’ despair, 
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^^Jrama-
vision’s sec¬ 
ond set of re¬ 
leases from 
jazz popsters Jamaaladeen Tacuma and 
Oliver Lake demonstrates how pragmati¬ 
cally this fledging progressive label is going 
about surviving in the pop marketplace 
without losing its avant-garde integrity. In 
case you haven’t heard, Tacuma’s name 
carries weight in new jazz circles for his 
brinksmanship bass performances with 
Ornette Coleman’s Prime Time, while 
Lake, through his reed work with the 
World Saxophone Quartet, has established 
a reputation as a major jazz modernist. But 
neither Tacuma’s Showstopper nor Lake’s 
skanking LP, Plug It, is solely about flash¬ 
ing preternatural chops. Instead, the rec¬ 
ords show off how thoroughly both have 
absorbed lessons from the black pop 
lexicon. 

Showstopper was clearly designed to 
highlight Tacuma’s harmolodic bass style 
and his Philly bebop and funk roots. The A 
side of this jam runs the gamut from the 
opening chamber symphony snooze that 
fronts off of Diva star Wilhelmenia Wig¬ 
gins Fernandez to a black rock stomp fea¬ 
turing James “Blood” Ulmer and guitar 
synthesist Chuck Hammer. In between 
comes an exercise in freebop with altoist 
Julius Hemphill and trumpeter Olu Dara 
at the helm and a solo bass testimonial, 
“Tacuma Song,” written by Ornette Cole¬ 
man for his protege. This tune’s touching 
mirth, melancholy and melodicism will be 
familiar to anyone who appreciates the 
prankish pathos of Coleman’s distinctive 
lines. Following it comes another bass 
workout buttressed by Latin percussion 
and upgirded by an Arabian figure. The 
thread of continuity in all this eclecticism, 
is, of course, Tacuma’s versatile bass play¬ 
ing, which proves only cliche-ridden on 

And now, they are also reading 
RECORD, the fastest growing music 
monthly around. 

Earn extra profits at no risk, by sell¬ 
ing ROLLING STONE and RECORD in 
your store. We can supply you with 
the copies, and help you display them 
with free customized counter racks. 

Call us collect at 212/350-1203... 
Ask for Jim Jacobs.. .he’ll give you 
the details and start your copies 
coming. 

YOURS 

I d J =1 TH 
The world's most 

unique book catalog 
for music fans!! 

If you like to read about music and the people 

who make it, send for your free copy of our 

catalog! Over 500 titles listed ■ from best-sellers 

to hard-to-find imports and out-of-prints! All in 

stock and available right now! We ve been sell¬ 

ing music-oriented books by mail for over six 

years , why not join our list of satisfied 

customers? Send for our catalog now! 

Send for your copy now 

GOLDMINE BOOKSHELF 
BOX 187-Z, FRASER. Ml. 48026 
Yes! Please send me your free catalog! 

Name ■_ 

Address_ 

City_ 

State_ Zip_ 

59 



the chamber work, more than competent 
on the freebop romp, aptly Chaplinesque 
on the Coleman work and ably funktional 
in tandem with Ulmer and Hammer. Ta-
cuma’s strength as a player is that he pos¬ 
sesses the rare ability to flash chops as he 
supportively moves with regards to the 
music’s melodic, rhythmic and harmonic 
imperatives. These skills find their hippest 
expression when Tacuma takes his second-
lead position in the Coleman band but are 
also present on Showstopper's second side 
which features Tacuma’s funk unit, Jamal. 
While none of the players are really in Ta¬ 
cuma’s league, they more than adequately 
give expression to his locomotive dance 
tunes. 
The reggaefied funk of Oliver Lake’s 

Jump Up band is less exultory than Tacu¬ 
ma’s but still hardhitting. In drummer 
Pheroan Akh Laff (who has a lyrical EP of 
his own out on Gramavision now) and 
bassist Darryl Mixon, Jump Up possesses 
one of the skankingest ridim sections out¬ 
side of Jamaica. Though their funk moves 
make them less fluid than Jamaican play¬ 
ers, their integration of African-American 
backbeat and island bubble makes for a 
killing rumble out on the dance floor. 
Jump Up’s club hits have to date proven 
more moving than what they’ve managed 
on record, but Plug It comes closer than 
their previous LP to capturing the band’s 
spirit. What distinguishes Jump Up from 
any other funk or reggae band around is 
Lake’s fired-up and exploratory alto work, 
and his comical, almost embarrassing sing¬ 
ing. If you can hear Lake’s voice as a satiri¬ 
cal take on reggae and black pop vocalese it 
becomes passable—if, like me, you can’t, it 
becomes an irritant when combined with 
Jump Up’s rhythmic and improvisational 
thrusts. 

cism of Tom Verlaine. While he is not yet 
fully independent of these well-chosen and 
demanding influences, Waryan manages 
their virtues capably and emerges with his 
own identity intact. 
Waryan wrote all eight songs, played all 

guitars, and supplied all lead vocals on Fig¬ 
ures. The songs sketch out emotional vi¬ 
gnettes with enough specific detail to draw 
the listener in, but with sufficient open 
space in which the imagination can roam. 
Singing is the most limited of Waryan’s tal¬ 
ents, which is to say it’s merely serviceable 
and emotionally charged. As a guitarist, 
Waryan is consistently outstanding, with a 
demonstrable flair for original and timely 
phrasing—the ascents and descents of his 
more extended solos render each tune a 
thoroughly satisfying journey through the 
emotional landscape his lyrics set out to 
explore. 
One of Waryan’s attractive qualities is 

that, unlike many songwriters drawn to 
the thrilling world of high romance, he un¬ 
derstands that romance has necessary lim¬ 
its. In “In the Shadows” he resists the lure 
of a rendezvous under the stars, insisting 
on a love that can stand up to the light: “I 
won’t meet you in the shadows/Deep in 
the night/Not in the shadows/It’s just not 
right.” We can use another songwriter 
with this kind of smarts. 
While the transcendent rush of Figures' 

opener, “To Get Away,” was enough to 
keep the album fixed to my turntable for 
weeks, at least five of the remaining cuts 
should appeal to any reasonably sympa¬ 
thetic ear. A conventional rocker both 
toughened and sweetened by the new 
wave, Jeff Waryan is one Young Man With 
A Guitar worth watching and hearing. 
(Twin/Tone Records, 445 Oliver Avenue 
S., Minneapolis, MN 55405.) 

FIGURES 
Jeff Waryan 
Twin/Tone Records 

RESCUE 
Clarence Clemons 
And The Red Bank 
Rockers 
Columbia 

By 
Barry 
Alfonso 

ceeded in reestablishing a hip audience for 
guitar bands, Jeff Waryan may have little 
trouble getting the hearing he deserves. 
But if the way has not already been laid, 
Waryan’s debut album, Figures, should 
blaze a trail for him on its own consider¬ 
able merits. 

Assured, accomplished, and well-craft-
ed. Figures was possibly the finest indepen¬ 
dent LP debut of 1983. Waryan’s music 
combines the bruising intensity of Graham 
Parker or Bruce Springsteen with the lyri-

jLn the ser¬ 
vice of Bruce 
Springsteen, 
saxman Clar¬ 
ence Clemons has done more than add 
honks and wails to his employer’s tunes. 
“The Big Man,” as he’s been dubbed, is a 
bonafide Springsteenian character, a living 
symbol of the commonfolk heroes who 
populate the records he plays on. Both the 
man and his sax style evoke a distinct 
mood: tough but sensitive, the classic 
swaggering hood with a 14 Karat heart. 

This persona comes through intact on 
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Clemons’ first recorded outing as a band¬ 
leader. Rescue will more than satisfy the 
fans he’s won as a part of Springsteen’s E 
Street Band; whether it challenges his abil¬ 
ities as a sax player is another question, de¬ 
spite the LP’s value as a rollicking 
party-perfect effort. 

Perhaps it was the well-defined niche 
that Clemons has already claimed for his 
own which led to Rescue’s conservative ap¬ 
proach. The album glories in the fat, frolic¬ 
some R&B band sounds of the ’60s. Rather 
than the sleeker stylings typified by Mo¬ 
town artists, Clemons and his group ladle 
on the horns and background vocals heavy 
a la a Muscle Shoals or Stax soul revue. 
Rescue conjures up mental pictures of a re¬ 
cording studio crammed to the monitors 
with players, friends and hangers-on 
shouting out choruses between sipping 
brews. 
As indicated, the feel captured is right 

on the mark—such tracks as “A Man In 
Love,” “A Woman’s Got The Power” and 
“Savin’ Up” (the last-named a Springsteen 
composition) have the funky nobility that 
big-band R&B has always traded in. The 
LP works better in this idiom than did last 
year’s similarly-intended solo album by 
another Springsteen crony, Miami Steve 
Van Zandt. What is lacking is a touch of 
something more, both instrumentally and 
lyrically. 
Clemons himself far from dominates the 

album—he’s content to step out for his 
solo break on most tracks, though a re¬ 
working of “Resurrection Shuffle” gives 
him some extra stretch-out room. The real 
star of Rescue is the Big Man’s lead singer 
a feisty soul shouter named John “J.T.” 
Bowen. With little previous recording ex¬ 
perience, Bowen’s commanding presence 
on the LP is impressive indeed. Mitch Ry¬ 
der and Levi Stubbs are two figures that his 
beseeching-to-frenzied style suggests, but, 
mainly, he has the air of an unstudied natu¬ 
ral. Bowen makes a good deal of Rescue's 
predictability forgivable. He lends to Cle¬ 
mons the same sort of urban bravura that 
Clemons brings Springsteen. It may not be 
new, but it still packs a wallop. 

CREATURES OF LEISURE 
Mental As Anything 
A&M 

By 
Jody 
Denberg 

1 f Mental 
As Anything 
weren’t so se¬ 
rious about 
being funny, they would probably be better 
at it. Their second U.S. release, by this ce¬ 
rebral Australian quintet, Creatures Of 
Leisure, boasts enough witty wordplay and 
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aL-around twisted verbosity to sink several 
scngs under their own weight. But when 
V entai As Anything don’t try so hard to 
□tease, they usually do. 
The four singer/songwriters in this 

qeirky band from Oz cpmpose with a sin-
’■lar voice that seamlessly weaves rock, 
->op and country into a sound that is more 
Rockpile than rockabilly. The vocal touch¬ 
es alternate between ’5Os-type crooning 
which offsets their loquacious nature 
'“Close Again”) and somber Moody 
Btues’ style harmonies which makes their 
whimsy wobbly (“Spirit Got Lost”). 
The results are pleasant enough, but it’s 

h »rd to accept Mental As Anything as lit¬ 
erate popsters with lines like “I’m not a 
heretic as far as true love goes/but I’ve 
clanged denomination and I guess it 
shows” from Greedy Smith’s “Fiona,” or 
“fust one more transaction in the currency 
o’ joy” from Reg Mombassa’s “Drinking 
o'Her Lips.” The tension that sets up Elvis 
Costello’s successful puns, or the timeless 
pep intuitiveness that makes Nick Lowe’s 
best witticisms click, just isn’t here, no 
matter how hard you look. 
What is here, though, is a playful sense 

or humor that could give Madness a run 
fer its money if allowed to surface above 
the word clutter. After all, the title Crea¬ 
tures of Leisure is a pretty funny swipe at 
that other ever-popular Aussie band. May¬ 
be the videos will prove just how funny 
Mental As Anything can be. 

ROAD GAMES 
Allan Holdsworth 
Warner Bros. 

By 
J-C 
Costa 

i k e 
some splen-
d i d muta¬ 
tion, Allan 
Holdsworth is worshipped by guitar min¬ 
ions the world over for his distinctive, of¬ 
ten perverse blend of “big guitar” timbre 
and advanced melodic/harmonic ideas 
played fluid and laser fast, yet critics shud¬ 
der and dismiss him as an idle noodler of 
little or no musical consequence. 
Road Games, a more focused and bet¬ 

ter-packaged presentation of six char¬ 
acteristically elliptical Holdsworth com¬ 
positions in a mini-LP format, will doubt¬ 
less do little to resolve this virtuoso 
guitarist’s schizoid musical image. Even 
with the extra-competent support of Jeff 
Berlin on bass, Chad Wackerman on 
drums and Jack Bruce on occasional lead 
vocals, too little of the material sticks to 
the brainpan after repeated listenings. 

When you’re reduced to describing ini-
dividual album tracks with thoughts like: 
“Road Games” is the one with a nifty tri¬ 

ple-tracked quasi-funk riff that goes out, 
goes nowhere and comes back later, or 
“Tokyo Dream” is the one that starts out 
with that quaint kind of oriental texture 
(Bowie’s “China Doll” too)—you’ve got 
trouble. Holdsworth has the undeniable 
ability to create cryptic and compelling 
melody lines played with a fat, burnished 
guitar tone voiced like a saxophone or vio¬ 
lin. But after successfully navigating the 
“head” of the tune’s arrangement he seems 
to get bogged down by too many options 
and loses the compositional thread. 

Even more surprising is that as a solo¬ 
ist—which, to his eternal chagrin, is still 
what he’s best known for—Holdsworth 
seems progressively isolated from the mu¬ 
sical context he’s soloing in. Bouncing off 
the angular construction of tunes like 
“Three Sheets To The Wind” or “Was 
There?,” his solos blast forth with mind-
bending shifts in speed and direction as 
Holdsworth negotiates maze of controlled 
melodic pathways in an obsessive desire to 
avoid the obvious device. 

Pushed along by the marvelously supple 
and delicately shaded bass playing of Ber¬ 
lin, some genuinely lovely and atmospher¬ 
ic moments emerge from time to time. And 
Holdsworth’s technique still inspires 
awe—albeit from a distance. But even the 
most impressionable student of the electric 
guitar must recognize that, when you add 
up the total, a lot of Road Games is indeed 
more of your basic magnificent noodling. 

MUSIC BOOKS & VIDEO 

TO ORDER CALL 
1-616-396-6843 

008 
CULTURE CLUB-When Cameras Go 
Crazy Softcover. 96 pgs Words anc pictures 
of the hottest band in America today Boy 
George steals the show as usua Only8.95 

A Division of Video Heaven Inc. 

009 
HOT WACKS Softcover, 310 pgs The 
definitive guide to bootleg records, with titles, 
track listings, and sound quality rating for 
each entry Illustrated with rare bootleg album 
covers. Essential! Only 7.95 
010 
LED ZEPPEUN-IN THEIR OWN WORDS -

015 
THE TROUSER PRESS GUIDE TO NEW 
WAVE RECORDS - Ire Robbins The first 
definitive handbook of the New Wave records 
An indispensable guide for new music fans-
describing and rannq thousands of abums 
and EPs by over 900 New Wave bands 

Softcover 12.95; Hardcover 15.95 

GENERAL INFO: Welcome to Note Books, your one source for music 
books and video. We ship fast, in most cases within 48 hours. Occa¬ 
sions of out of stocks will be issued credit or refund. And we're always 
looking for new titles. If there's something we're missing, let us know. 

Paul Kendall Softcover. 128 pgs From 
beginning to end this collection of quotes and 
interviews covers all aspects of tne band 
including Bonham's death, recording ses¬ 
sions, concerts, etc. Only 6.95 
011 

BOOK TITLES 
001 
DURAN DURAN: 
THEIR OWN STORY 
- Malcolm Garrett 
Softcover. 30 pgs 
Durar sown story so 
far. traces personal 
fuslores up to their 
recen: tour Includes 
exclusive interviews 
and photos 

Only 3.95 

THE NAME OF THE 
BOOK IS TALKING 
HEADS • Krista 
Reese Softcover. 
128 pgs The first full 
length book about 
one of the most 
highly regarded 
bands to have 
emerged since the 
mid-seventies 

PAUL 
McCARTNEY-
IN HIS OWN 
WORDS- MHes Soft-
cover. 128 pgs 
Paul's words for¬ 
mated in a unique 
style to allow for a 
truly inside look at 
this former Beatle 

Only 6.95 
012 
JOHN LENNON-

VIDEO TITLES 
016 
BEATLES-HARD DAYS NIGHT - Stereo 
The definitive Rock film is now finally available 
on video. With new footage not previously 
seen VHS or BETA 68.95 
017 
THOMAS DOLBY - Stereo En)oy the newest 
music video by one of the most popular artists 
of todav. Includes ‘Blinded by Science, ’ ‘One 
of our Submarines* and more. 53 min. 

VHS or BETA 29.95 
018 
TUBES-UVE AT THE GREEK THEATRE 
Rock s most outrageous group taped live at 
the Greek Theatre You'll hear ‘Remote 
Control,* 'Don t Touch Me There* and "White 
Punks On Dope.’ 60 min. 39.95 
019 
MICHAEL JACKSON-THRILLER - Stereo 
Includes the famous Jackson videos along 
with additional footage chronicling the back-

the making of 

020 
GIRL GROUPS-STORY OF A SOUND -
VHS & BETA. Also available on video tape 
In much the same style as the "Compieat 
Beaties" this tape follows the book with 
interviews and rare footage of the Shangnlas. 
Dixie Cups. Suprêmes, and many others 

VHS or BETA 57.95 
021 
ROLLING STONES-HOT AS HELL An 
obscure tape full of rare Stones concert video 
While the quality wavers a txt. this excellent 
representation of the Stones is unforgettaoie 
to watch VHS or BETA 29.95 
022 
THE POUCE-AROUND THE WORLD 16 of 
the band's hottest songs We in concert 
around the world Including "Roxanne." 
•Message in a Bottle * "Walking on the Moon,* 
and much more. VHS or BETA 33.95 

NEW JUST IN 
023 
THE WHO-KIDS ARE RIGHT The definitive 
Who film at a new low price! 

VHS or BETA 29.95 

002 
DURAN DURAN-LYRIC BOOK Softcover. 
32 pgs Complete words to ail Duran songs 
Includes giant pull-out poster end quotes from 
the group as well as a mynad of superb 
photos Only 5.95 

Reese highlights the band's career from the 
early CBGB days to their recent work with 
Brian Eno. Only 9.95 

SUMMER 1980 -
Yoko Ono Soft-

activities reflecting 
on s unique promos 

BMboord 

003 
BOARDS 

BOOK OF TOP 40 
HITS - Joel W h it -
bum Softcover, 512 
pgs Here it is! The 
definite listing of all 

— records making to 
■Top 40 since 1955 

This book is more 
than a collection of 
ksts. it is filled with 
exclusive and factual 

006 
THE POUCE: 
L'HISTORIA BAN¬ 
DIDO -Hugh Felder 
Softcover. 128 pgs 
The story of their 
astounding nse from 
obscurity to interna¬ 
tional renown in 18 
months, including 
exclusive inter¬ 
views with the band 
and the story of 

their recent U.S. tours. Only 8.95 

cover, 112 pgs This 
book vividly portrays 
Lennon-the man and 

tnvia about artists and their songs Contains 
over 300 rare and exerting piotos 

Only 14.95 
004 
DAVID BOWIE BLACK BOOK - Miles 
Softcover. 124 pgs. Deluxe ilustrated bio of 
Bowie from his early David .ones persona 
thru to his current incarnation Most of the 
photos have never been seen before. Excel¬ 
lent text. Only 12.95 

007 
BOWIE P1X-
PHOTO BOOK Soft-
cover, 32 pgs Photo 
documentary of 
Bowie's career, 
illustrating the 
changing face of this 
elusive artist. In¬ 
cludes giant pull-out 
poster. Only 5.95 

artist-through the 
work of nine of 
Rock's most out¬ 
standing photo¬ 
graphers The 

moving personal mtro from Yoko and John's 
own lyncs fill in the holes. A superb book 

013 Only 8.95 

UPTIGHT-The 
Story of the Velvet 
Underground -
Victor Borkris. 
Softcover, 96 pgs 
An exploration of the 
whys and wherefores 
of this most mysteri¬ 
ous of Rock bands 
Imported from Eng¬ 
land Only 10.95 
014 
ELVIS PRESLEY-Boy Who Dared to Rock 
- Paul Lichter Softcover. 304 pgs The 
complete Elvis Presley book Covers the 
King s career "in deptri’ from the very first 
record to the SRO national tours. Over 700 
photos, many never seen before Only 12.95 
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□ Enclosed find chock or money order lor _ (3 wks personal checks) 

: Please charge to my credit card Card •_ 

Exp Date_ Name - -- -— 
: : Send it C O D Enclosed is $5 00 deposit 

Item Tille Quantity Price 

To Order by Credit Card i 

1-616-396-6843 
POSTAGE 

U S Postage $1 00 for 1st Title. 25« tor each extra, 
add 35« for insurance on total order 
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DEBARGE 
Continued from page 31 
pression and the sly baby-talk way he plays 
with certain key words introduces an ap¬ 
pealing carelessness that’s in ironic con¬ 
trast to the meticulous vocals of the others. 

“James has a part in DeBarge that fills a 
gap,” says his sister, answering a question 
for him. James is clever but seems shy, and 
he’s content to sit quietly or cut up with 25-
year-old Randy while others speak his 

Bethel’s hard line of no smoking, no drink¬ 
ing and no partying has mellowed some¬ 
what since the time their family filled the 
place, the DeBarge kids—show biz people, 
you understand—are eyed warily by the 
congregation. 
“When we walk in the door the first 

thing they do is make sure we’re still down-
to-earth,” says Mark. “They start talking 
to us to see where the wild hairs are. They 
used to be strict, but now it’s kind of ‘Hey, 
you can do what you want to, but it’s not 
right to do that.’ ” 

The DeBarges have spent their entire lives set apart, living in the 
weird half-light of being both controversial and ignored. 

mind. Adds Bunny: “El is more of a ballad 
writer. El can also write up-tempo songs, 
but then, he can contribute to what James 
has.” 
Though DeBarge performances have 

been limited to promotional events and TV 
appearances, February finds them hitting 
the road for a four-month U.S. tour, fol¬ 
lowed by a month in Europe. But though 
this marks their first extended test as musi¬ 
cians (Randy plays bass, Eldra and James 
play keyboards and Mark doubles on per¬ 
cussion and trumpet), as singers they’ve al¬ 
ways had an audience. DeBarge kids 
virtually overran the choirloft in the 
Bethel Pentecostal Church in Grand Rap¬ 
ids, Michigan, where their Uncle James 
was the choir director and Uncle Bill the 
pastor. Uncle James, it seems, recognized 
their talent at an early age and polished 
their pipes through the years while instill¬ 
ing in them the techniques and love of gos¬ 
pel music. The accomplished youngsters 
were circulated around in chorus and as 
soloists. Every Sunday they would sing on 
a local gospel radio broadcast. “Hal¬ 
lelujah, Jesus, buckle my shoe,” went the 
refrain of one of their favored tunes. 

Given the secular (and often sexual) na¬ 
ture of their commercial music, returning 
to the church in which they grew up is of¬ 
ten awkward for the DeBarges. Although 

“I think it was a no-no in our church to 
do this kind of music,” Bunny adds. 

Eldra chides them gently. “Well, let’s 
not get into all that, talking about 
religion.” 
How I luv to see you move your sexy body 
The way you move and groove 
When you whip it down the street 
Come along with me I promise I’ll be 
good to you 

Don ’t you make no plans 
Let it happen naturally 
Yeah, Lordy Lord . .. 
... Be my lady ... 

DEBARGE WOULDN’T BE EVERY-
where on your radio if their songs simply 
mirrored the group’s religious bent, and 
therein hangs the dilemma for these high-
spirited performers who must thank both 
God and Berry Gordy for their break. 
The point, however, is that religion in¬ 

spired music in their lives, whether 
through the hymnal or their mother’s 
prayers. 

“I remember moving into different 
places and people looking out the window 
and going ‘ohhhh . .. ’ ” says Bunny. “It 
was kind of hard on us, and Momma was 
always pregnant. I remember her crying at 
times, and saying ‘How am I going to raise 

all these kids?’ She finally just put it in 
God’s hands and said ‘Lord, you wanted 
these kids to come into this world, you 
make them a blessing to me, and to some¬ 
one else.’ She would put her hand on her 
stomach and she would pray ‘Lord, make 
them a blessing.’ 
“My mother was very musically in¬ 

clined, so I can say that it came from her 
and her faith in God that we went off into 
music. That’s why I say we knew at an ear¬ 
ly age why we were here in life, because we 
were told as little kids from God, not from 
anyone else, that we were here to sing and 
to inspire people with our songs and with 
our lyrics.” 

She recalls her own prayerful requests in 
uncertain times—“Please, God, make our 
record a hit”— that were twice answered: 
“All This Love” would have been last 
spring’s number one soul chart listing if 
“Billie Jean” hadn't been the monster hit it 
was, and the rise of “Time Will Reveal” 
didn’t leave the latest LP time to languish. 

Eldra remembers their early music mak¬ 
ing wasn’t merely kid stuff. “Music was so 
emotional for us,” he says. “It was more 
than just a plaything. We’d write a song 
when we were little, I mean five or six, and 
tears would come streaming down. It was 
real spiritual. Everyone went directly to 
the instrument they were meant to have.” 
And if you were to take DeBarge’s 

themes in their grown-up songs and bal¬ 
ance them against today’s standards, the 
sexual references would seem pretty mild. 
But for now, the family continues to thank 
Jesus in the inner sleeve and dot their con¬ 
versation with grace notes praising His 
name while avoiding direct lyrical refer¬ 
ences to their faith. 

Says Bunny: “When we get out here on 
stage it isn’t a sex thing. We want to reach 
out to those people and tell them about 
love. And God is love. We don’t want to 
get off into the sex thing. It’s not some¬ 
thing that stands. We want it to be more 
firm than a sexual thing. The songs I 
write—I pray to God before I write them 
and ask God to give me the words.” 

Eldra stresses that DeBarge is not obliv¬ 
ious to the responsibility they now have to 
their young fans. “Even though you can be 
God-conscious, you still are human and 
you still have human desires, human 
needs. Like, there’s nothing wrong with a 
man wanting a woman, and a woman 
wanting a man, but God’s way is to pursue 
a marriage situation before you start. 
“So I think expressing those desires 

about love, even secular love, that we have 
for each other isn’t in any way sinful— it’s 
very natural. It’s okay to write songs about 
it if that’s the way you feel. But when you 
start getting deep into all that lustful stuff, 
you’re promoting fornication.” 
“We want to be an example,” adds 

Mark, “just like Jesus was. He came down 
to Earth and showed people, ‘Hey, you can 
make it.’ And they didn’t take nothing 
from him. Nothing.” O 
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ANNOUNCEMENTS 
Freí Promotional Albums 
CONCERT TICKETS. STEREOS. ETC. INFORMA-
tion Barry Publications, 4^7 82nd St., Brooklyn, NY 
11209 

CASH FOR USED RECORDS! BOSTON 
firm idw buying all types of new and used record collec¬ 
tions aio 78’s). Call Planet (& 17) 353-0693. 

ART 
ORIGINAL PORTRAITS CREATED OF YOUR 
ban dzfavorite group. SASE. Portraits Etc., Box 202, 
Marlboro, MD 20772. 

BOOKS & PUBLICATIONS 
SPRINGSTEEN FANATICS: DISCOVER "BACK-
street " Magazine. Subscriptions $10 year; current issue 
$3. B»x 51225-D, Seattle, WA 98115. 

CLOTHING 
Dr. Gonzo/Wild Turkey T’s 

DR 3ONZO/WILD TURKEY 101 T-SHIRTS NOW 
avail ble! Famous Steadman drawing of the Doctor on 
froat and Flying Wild Turkey on back reproduced in 4-
Coio silkscreen process. Top quality white 50/50 T-
shirt. Specify size. S,M,L,XL. $9.50 postpaid. Allow 4-6 
week, for delivery. Send check or money order to: Mile 
High Shirt Factory, Box 4031, Boulder, CO 80301. 

Ro< k T-Shirts $9.00 each 
DEF LEPPARD, RAINBOW, STYX, JOURNEY, 
Pobcs, Krokus, Pink Floyd, Madness, Black Sabbath, 
Heasen 17, Residents, Motley Crue, Hager, Benatar, 
Tu ■>€•', Who, Van Halen. Catalog $1.00. Quality Promos, 
670 E, 3rd Ave., #800, San Mateo, CA 94401. (415) 344-
1108 

B07 George Sweatshirts 
ALSO STING, BOWIE, NUMAN, ROBERT PLANT, 
Adam, Jagger, Michael Jackson, Pete Townsend, Morri-
sor., Billy Squier, Lennon, Ric Ocasek. Artist’s portraits 
reproduced on long sleeve polyester cotton sweats, white, 
ligit blue, $23 (3/$65) (S-M-L-XL). Abstract Produc¬ 
tions. Box 9068, Riviera Beach, FL 33404. 

M:>-PAC SIX-PAC ROCK SHIRT SURPRISE! 
Liceised tour shirts. Six shirts for $21; 3 tees and 3 jer-
seys. Specify S,M,L,XL. Even Steven Products, Box 390, 
Saita Cruz, CA 95061. 

ALÍ UM COVERS, CARS, PAINTED ON T-SHIRTS. 
$29J5. Marian Brown, Box 167, Deer Park, NY 11729. 

DO-IT-YOURSELF 
Build Your Own Waterbed 
COMPLETE STARTER KIT $99.95. INCLUDES: 10 
yr warranty lap seam mattress, safety liner, 4 yr. warran¬ 
ty heater, fill kit, hardware, complete instructions to 
bL il i your own bookcase waterbed. Please specify king, 
qie«n, supersingle. Send check or money order to: Lilly 
PuTWaterbeds, Dept. R, 1005 Lynda Ln., Arlington, TX 
760 3. 

COLLECTOR’S ITEMS 
BEATLES CATALOG - ORIGINAL MEMORABILIA, 
froJel, dolls. Yellow Submarine items, lots more! Send 
$1 Schreiber, Box 2704 (186 RD), Huntington Beach, 
CA 92649. I buy memorabilia! 

150 PAGE ROCK, NEW WAVE, TEEN MAGAZINE 
catalog ($1.50 cash). Back Issues, 28 Orchard St., Ridge¬ 
field Park, NJ 07660. 

ROCK COLLECTION: ELEGANT, IMPRESSIVE, 
tour souvenir cards. Four to a set. Set #1—Leppard, 
Maiden, AC/DC, April Wine. Send $4. Custom Collect¬ 
ables. Rt. 5, Box 297, Los Lunas, NM 87031. 

1,000,000 SOUNDTRACK/CAST LPS! RARE, LIM-
ited editions, reissues. Catalog—$1.00 RTSR3, Box 
1829, Novato, CA 94948. 

FAN CLUBS 
Genesis Information 
T-SHIRTS, SWEATSHIRTS, BOOKS, TOUR PRO-
grams. Posters, buttons, stickers, quarterly magazine, 
imported albums, etc. For further information send self¬ 
addressed envelope to: Genesis Information, Dept. RD, 
Box 253, Princeton Junction, NJ 08550, or Box 107, Lon¬ 
don N6 5RU, England. 

The Who Club 
T-SHIRTS, SWEATSHIRTS, BOOKS, BUTTONS, 
stickers, imported albums, quarterly magazines, etc. 
Send SASE to: The Who Club (Dept. RD), Box 731, 
Princeton Junction, NJ 08550, or Box I07A, London, N6 
5RU, England. 

DURAN DURAN FANATICS CLUB. SEND 50< 
for membership information to: Suite 139, 5647 Yonge 
St., Toronto, Ontario, Canada M2M 4E9. 

HOME VIDEO 
THE FIRESIGN THEATRE PRESENTS NICK 
Danger, Elephant Parts starring Michael Nesmith, Mr. 
Mike’s Mondo Video, The Rutles, Mr. Bill, and many 
more original, wild films on video. Call for a free bro¬ 
chure. (800) 538-5856. In California (408) 624-4704. 

INSTRUCTION 
The Music Business Institute 
CAREER PROGRAM IN MUSIC: INCLUDES RE-
cording, studio, concert/video production; artist repre-
sentation/management; retailing/wholesaling; record 
promotion/marketing; copyright/music-industry law; 
songwriters/music publishing; & more. Employment as¬ 
sistance. Accredited. Financial aid available. Write for 
free brochure & career guide. MBI, Dept. RD, 3376 
Peachtree Rd, NE, Atlanta, GA 30326. (404) 231-3303. 

BE A RECORDING ENGINEER! NEW CLASSES 
quarterly. Institute of Audio/Video Engineering. (213) 
666-3003/1831 Hyperion, Dept. A., Hollywood, CA 
90027. 

DEEJAYS, NEWSCASTERS TRAINED. SCHOOL 
of Broadcast Arts. Home study. Free brochure. Write: 
SBA, Box 23 A, New York, NY 10019. 

MISCELLANY 
PEN FRIENDS—ENGLAND—U.S.A. MAKE LAST-
ing friendship through correspondence. Send age, inter¬ 
est. Free reply: Harmony, Box 89RR, Brooklyn, NY 
11235._ 

MUSICAL INSTRUMENTS 
GUITARS/FREE DISCOUNT CATALOG: MAN-
dolins, banjos, accessories. Mandolin Brothers, 629-EC 
Forest, Staten Island, NY 10310. (212) 981-3226. 

OCCULT 
WITCHCRAFT'S POWER SECRETS! GAVIN & 
Yvonne Frost, world’s foremost Witches, teach you. De¬ 
tails. Box 1502-X, Newbern, NC 28560. 

POSTERS & PHOTOS 
ORIGINAL MOVIE POSTERS! NEW WINTER/ 
Spring illustrated catalog $2.00 (refundable). Poster Gal¬ 
lery, Dept. 18, Box 2745, Ann Arbor, MI 48106. 

UNFORGETTABLE ROCK PHOTOS& BUTTONS!!! 
D. Leppard, D. Duran, R. Rhoads, I. Maiden, Culture 
Club, B Midler, hundreds more!!! 46-page catalog $1. 
(Refundable w/purchase). Specify favorites. V’Krieng-
kai. Box 657, Lenox Hill Station, New York, NY 10021. 

COLOR CONCERT PHOTOS HUGE SELECTION, 
hundreds of performers including rock, country, south¬ 
ern bands. Send $1 for beautiful illustrated catalog. Men¬ 
tion favorite. “Smile”, Box 15293-RD, Chesapeake, VA 
23320-0293. 

CONCERT PHOTOS—BEAUTIFUL COLOR PHO-
tos! Stevie Nicks, Police, Little River Band, Seger, Bena¬ 
tar, Go-Go’s, Juice Newton, Olivia Newton-John, Neil 
Diamond, Alabama, Emmy Lou Harris. Send $1 for 
sample/catalog: Concert Photos, Box 15155-TR, Pana¬ 
ma City, FL 32406. 

RECORDS AND TAPES 
50,000 Records For Sale ... 
EVERY TWO WEEKS IN GOLDMINE, WORLD S 
largest record collectors publication! All types of music, 
all eras. Plus interviews with recording stars, record re¬ 
views, discographies. SAMPLE COPY FREE. Thirteen 
issues $22 GOLDMINE, DEPT. AEY, IOLA, WI 
54990. 

Never Before Available! 
YOU CAN’T BUY THESE RECORDS! NY DOLLS, 
Buzzcocks, Television, BadBrains, Johnny Thunders, 
Dictators, BushTetras, Malaria, MC5, Germs, Nico, 
Fleshtones, 8 Eyed Spy, Suicide, many more! They exist 
only as authorized album length cassettes—top quality, 
professional liner notes, bands photos, colorful graphics. 
Be amazed by our free catalog. Write: Roir Cassettes, 61 1 
Broadway, Suite 214RM. New York, NY 10012. 

Giant LP & Tape Catalog 
DISCOUNT LP’S, CASSETTES. BLANK TAPES, 
current, budget, out-of-print, collector’s items. Postage 
$1, foreign, $2. Supermarket of Music, Box 1635, Reseda, 
CA 91335. 

GOLDEN OLDIES, THOUSANDS OF 45 RECORDS 
available. Send $2 for catalog. Stewart Estep Records, 
Box 10243, Alexandria, VA 22310. 

IMPORTED RECORDS—NEVER RELEASED OR 
out-of-print in the U.S. Thousands of albums, 12’ and 
45’s available. Books, posters, magazines. Catalogs $1. 
Spin Dizzy, Dept. A, Box 21723, Milwaukee, WI 53221. 

AUDIOPHILE RECORD GALLERY DISCOUNTS 
ultra sound directdisc, half mastered, digital, DBX, Japa¬ 
nese Imports, more! We specialize, only the finest fidelity 
recordings. Catalog $1. Box 1073, Vienna, VA 22180. 

RALPH RECORDS MAIL ORDER FREE CATA-
log! The Residents, Fred Frith, Tuxedomoon, merchan¬ 
dise. 109 Minna St., #391, San Francisco, CA 94105. 

JAZZ, BLUES, BUDGET ROCK BELOW LIST. 
Free catalog. Rutabaga Records, Dept. R. 437 North 
Fifth St., Stroudsburg, PA 18360. 

NEW IMPORTS ARE US! THE LATEST U K DIS-
ques at rock bottom prices! Newest releases from Culture 
Club, Madness, Toyah, Duran. XTC, Bananarama, 
Heaven 17, Adam Ant. more! For a FREE catalog, send 
SASE to: W.T. Records, Box 532, Palos Park, IL 60464. 

OPEN REEL TAPE—MOSTLY AMPEX 641/671. 
Used once, unspliced, unboxed 7’ 1800' or 2400' Reels; 
25 for $39.00. Sample: $2. Ten 3600' 10'4 ' Reels: $32.00. 
Sample: $3.50. New, premium cassettes/8TRK; Sample: 
$1 each. Audio Tapes, Box 9584-D, Alexandria, VA 
22304. (703) 892-8722. Visa/MC. 

VIDEO PRODUCTION 
MUSIC VIDEOS—KESSLER PICTURES—A PRO-
duction company with the strength to capture the imagi¬ 
nation. The art to touch peoples emotions. Kessler 
Pictures, 1000 Valley Dr.. Alexandria, VA 22302. (703) 
379-1973. 
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AMERICAN GRANDSTAND 

DAVE MARSH 
LIGHT AT THE 
EHD OF THE 
TUNNEL 

got your things together 
are quite prepared to die 

—John Fogerty, 
“Bad Moon Rising” 

efore ABC broadcast The Day 
After, on Sunday, Nov. 20, the 
media and “responsible” educa¬ 
tors warned against the TV movie 
because it was allegedly too 

graphic and horrifying in its depiction of 
nuclear holocaust. This was fairly crazy— 
I don’t know about you but I want my kids 
to be scared shitless of the Bomb, since 
that’s the only way it can be stopped—but 
even worse was the reaction the day after 
the broadcast. We were told that all that 
one hundred million viewers had seen was 
a fairly ordinary TV docudrama, and that 
it had made no substantial difference in the 
lives of those who watched. 

I wish those who took this attitude could 
have been with the teenagers with whom I 
watched, two people to whom the idea that 
they lack a future is new, unforgettable and 
utterly, bitterly transfiguring. And I wish they 
could have been there to explain to me and 
the other adults present how we could console 
those kids without resorting to the cruelest, 
stupidest fie: “It’s going to be all right.” 

For those who know that it won’t be un¬ 
less we change the way the world currently 
runs, the Give Peace a Chance exhibit at 
Chicago’s Peace Museum offers a media ex¬ 
perience more powerful, challenging and re¬ 
assuring than The Day After. As someone 
who was at the museum the day before the 
broadcast, it inspired what few positive 
thoughts I had. (The Chicago run of the ex¬ 
hibit may have ended by the time you read 
this. You owe it to yourself to contact the 
Peace Museum at 364 W. Erie St., Chicago, 
IL 60610 to make sure that as the show goes 
on the road, it comes somewhere near your 
town. You might also consider sending the 
Museum $8.95 for a copy of its fine cata¬ 
logue, which contains some terrific photos, 
many in color, of some of the exhibited ma¬ 
terial, along with a number of worthwhile 
articles on the show and rock’s relation to 
the peace struggle.) 

Being a cynical media veteran, it hardly 
seemed likely that Give Peace a Chance 
would strike a very powerful chord with 
me. On the contrary, it was one of the most 
powerful experiences I’ve ever had. That’s 
not because the displays show so many 
martyrs to the endlessly possible dream of 
ending war, but because they showcase 
peace as an over-riding, traditional theme 
in American popular music, from Big Bill 
Broonzy to Talking Heads. 
The exhibits run chronologically, from the 

folk and blues protest singers of the Thirties to 
Sixties (Pete Seeger, Woody Guthrie, Tom 
Lehrer, Joe McDonald) to contemporary 
names ranging from Jackson Browne and Ste¬ 
vie Wonder to Bob Marley and the Clash. It’s 
not only superstar music that’s represented 
here, either. You’re as likely to hear Edwin 
Starr’s “War” or Freda Payne’s “Bring the 
Boys Home” as anything by a superstar. All 
of them are rendered more effective by the 
tapes that play as you wander through. But 
the real movement of the exhibits isn’t from 
folk to rock or from acoustic to electric, but 
from relatively isolated individuals to a huge 

What’s on display 
in Give Peace a 
Chance is irrefut¬ 
able evidence that 
rock has helped 
sustain hopes of 
an American 
peace movement 
through one of 
the most apathet¬ 
ic periods in our 
culture 
mass movement. That’s true not only because 
Bono Hewson and Graham Nash speak to 
much larger constituencies than Seeger or 
Guthrie ever did, but because those listeners 
are ever more aware of the importance of their 
role. 

Indeed, given the incessant drone that 
rock is just irrelevant “entertainment,” it’s 
enlightening to observe the development of 
peace-related events. Start with Woodstock 
(“three days of music, peace and love” re¬ 
member?) where half a million hedonists 
boogied, and move to Peace Sunday, 1982, 
where twice that many turned up for an 
event whose focus was not pleasure but poli¬ 
tics, a demonstration with fewer superstars 
but more clearly focused connections with 
the issue. What’s on display in Give Peace a 
Chance is irrefutable evidence that rock has 
helped sustain any hopes of an American 

peace movement through one of the most 
apathetic periods in our culture. 

It isn’t only one or two genres of music 
that have done the job either. In the photos 
near the end of the exhibit, there are pic¬ 
tures of Jackson Browne and Stevie Won¬ 
der putting their heads together onstage, of 
Rita Marley, John Hall and Peter Yarrow 
backstage. Given that the nonmusical or¬ 
ganizers of events such as Peace Sunday 
have almost always been white, middle¬ 
class and folk-oriented, it’s astounding 
how many other kinds of players and sing¬ 
ers have been able to insinuate themselves 
into the process. And from “Bring the 
Boys Home” onward, it’s impressive how 
much of the best antiwar music comes 
from supposedly superficial quarters. 
The best thing about Give Peace a Chance 

is that it makes you question a variety of as¬ 
sumptions about our culture. In fact, for me, 
the center of the show isn’t even the John Len¬ 
non material, though there is a huge volume 
of it, making it seem possible that he really did 
“leave the Beatles to join the peace move¬ 
ment,” as someone has written. The evidence 
is here, not only in the many songs John 
wrote, but in the material from the art exhibi¬ 
tions, publicity stunts and benefit concerts, 
the newspaper stories and press conferences 
he and Yoko so often held. Given this context 
(which keeps things in proportion, by placing 
the acoustic guitar on which he wrote “Give 
Peace a Chance" in the middle of the room), 
John seems the very incarnation of what this 
movement’s all about. It’s the first encounter 
I’ve had with his memory in years that 
doesn’t seem uselessly sentimental. 

Yet the real cutting edge of the exhibit is 
four carrels, side by side near the end, featur¬ 
ing the work of Stevie Wonder, U2, the 
Clash and Bob Marley. Nothing could estab¬ 
lish of the antiwar movement as one that cuts 
across all ordinary boundaries more effec¬ 
tively than seeing and hearing the work of 
four of the most significant contemporary 
rock artists, put together into a space so tight 
that it’s reminiscent of a neighborhood. I’m 
not ashamed to say that the sight, coupled 
with U2’s “Sunday Bloody Sunday” on the 
soundtrack, moved me to tears. 

Give Peace a Chance won’t make every¬ 
thing all right. Only direct action can do that. 
But at least it establishes that those of us who 
are determined to remain alive aren’t a lonely 
minority but ultimately, a vast if disorganized 
majority. It suggests we have a chance, which 
though it isn’t enough, is at least a start. O 
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