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HUNGRY CHUCK

Cash Box — March 11, 1972

THREE—Jackie Lomax—Warner Bros. 2591

‘““Roll on into something better” might be the

key phrase of Jackie Lomax's new LP, which
places the emphasis less on his old hard rock
style and more on the rolling musical flow he
befriended by residing in Woodstock since his
last album. “Roll On,” the tune that houses
the catchphrase, shows Lomax's transition
from bassist to guitarist (he actually started as
a guitarist in London years ago), and features
Howard Johnson on tuba and Woodstocker

hn Simon on keyboards. ‘“Hellfire, Night-

Crier”” showcases John Hall's unique guitar
style with the aid of The Band's rhythm sec-
tion, bassist Rick Danko and drummer Levon

funk and less British

Helm. L
gloss mark the new Jackie Lomax.

Cash Box — April 22, 1972

HUNGRY CHUCK—Bearsville 2071

Hungry Chuck is bound to what your ap-

CZ

CHARLES
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MARTIN MULL

Capricorn 0106 (Warner Bros.)

Martin Mull’s songs bring to mind such
illustrious songwriters as Shel Silver-
stein and Randy Newman. They’re funny
and telling at the same time. The music,
aided by the likes of John Simon and
Levon Helm, is equally engaging. With
some airplay, this package could take off.

BOBBY CHARLES—Bearsville. BR 2105 (War-
ner Bros.)

© MIXED AT: The Hit Foctory & Bec
" THANKS TO THE ENGINI
Isessc & Rt Pelhamis)

petite with 13 tasty treats on the group's
debut album. The band is new, but the mem-
bers are all old pros; drummer N.D. Smart
il (formerly with Barry & the Remains, Kan-
garoo, Hello People, Mountain), steel player
Ben Keith (Neil Young's ‘‘Harvest,” lan &
Sylvia), guitarist Amos Garrett (lan & Sylvia,
Eric Anderson), pianist Jeffrey Gutcheon
(Tom Rush, Mitch Greenhill) bassist Jim Col-
grove and hornman Peter Ecklund merge for
a funky set with lots of chuckles, especially
on “‘Doin’ The Funky Lunchbox.” Also, give an
ear to “People Do’ and ‘‘Hats Off, America.”

Cash Box — June 17, 1972

2nd RIGHT, 3rd ROW—Eric Von Schmidt—
Poppy 5705

Bob Dylan first met Eric Von Schmidt on
the ‘‘green pastures of Harvard University."
That was seven years ago, and if you still
haven't met Eric and his music, then be in-
formed that his pastures are greener than
ever with this new Poppy collection of the
Boston balladeer's special brand of tender but
fantastically funky originals, including 'Be-
liever,”” “Turtle Beach” and “Fat, Fat, The
Water Rat.” Along for the ride on this LP are
ex-Jim Kweskin Jugbanders Geoff & Maria
Muldaur, as well as Paul Butterfield, Billy
Mundi, Ben Keith and a host of original
Boston folkies such as Bob Siggins and Jim
Rooney.

RECORDING OF SPECIAL MERIT

ERIC VON SCHMIDT: 2nd Right, 3rd Row.
Eric Von Schmidt (vocals, guitar, kazoo, elec-
tric piano): Campo Malaqua (accordion):
Geoff Muldaur (guitars): various other musi-
cians. Turtle Beach: If I Ever Catch Old Per-
rv: My Love Came Rolling Down; Believer:
The Lerter; If I Had « Good Dog (The Male
Chauvinist Possum Song): Fair and Tender
Ladies; Loop the Loop: Wer Birds Fly at
Night; Salute to China: Fat, Fat, the Water
Rat: My Country “tis of Thee. Porpy PYS
5705 $4.98.® 11105 $6.95.© 12505 $6.95.

Performance: Remarkable
Recording: Good

Eric Von Schmidt was either the first hippie
or the last beatnik I ever saw. He arrived in
Sarasota years ago as | was preparing to
leave, and brought with him a life style that
was intriguing and, it seemed at the time, im-
possibly casual. It turned out, of course, to be
the only way to fly. Before that, Von Schmidt
had paused at Harvard Square to teach Bob
Dylan a few guitar licks. And so this album,
among other things, makes me homesick for
the places I've met and the people I've been.
Only someone who has been around could
have made such an album: it shows that Rick
has steeped himself in his music, and knows
exactly what he wants to do and how to do it.

Itis a remarkable album, an odd mixture of
variations on the blues and Rick's own special
kind of surreal humor. For reasons known
only to Von Schmidt, Campo Malaqua’s ac-
cordion (!) is the sidekick instrument to Rick’s
gruff vocals and bluesy acoustic guitar. The
sound is expansive, with a shimmering abun-
dance of dobro, bottleneck, and slide guitars
and some harmonica played by none other
than Paul Butterfield. Von Schmidt has cre-
ated a dandy New Orleans dirge for Fat, Far,
the Water Rat, with tuba, clarinet, and Greg
Thomas™ excellent snare-drum tapping help-
ing to make that a major achievement. For
Salute to China, he sings in a pinched voice,
almost enunciating ‘‘saroot,” and has Jules
Feiffer and Gerald Weales playing ping-pong
(not too efficiently) in the background.

The album is musically sophisticated, but
has the kind of nonchalant charm that makes
it readily accessible to anyone. Probably there
does breathe a man with shirt so stuffed that
he can resist this album, but with any luck at
all you and I will never have to meet up with
the critter.

Campo Malaqua = Garth Hudson

For those unfamiliar with the work of
Bobby Charles let it suffice to say that many
roads ago he wrote “‘See You Later Alli-
gater,”” ““Walkin’ to New Orleans’’ etc. Di-
vorce him from previous successes and you
now have a man with a mellow, casual mu-
sical grasp and a lot of fine friends; some
of whom like Levon Helm, Geoff Muldaur,
Rick Danko, et al, helped create the placid
laid back but by no means catatonic feel of
the album. Sink your teeth into “‘Street
People,” "'Grow Too 0id and “Small Town

Talk.” OCTOBER 21, 1972, BILLBOARD

PROMOTION

PETE SEEGER. -

WILL GE
ROBERT RYAN

WOODY GUTHRIE

SMALL TOWN TALK
{Bobby Charles-Rick Danko)
toduced by Bobby Charles,

NOT FOR SALE \

3:23
Intro: :
Street People
Songs/Canaan
Music, Inc.

ASCAP.
BSV 0010

Rick Danko & John S imon &
©1972 Warner “‘s‘
Aog Bros. Records Inc. . of
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Cash Box — April 8, 1972

A TRIBUTE TO WOODY GUTHRIE (Parts One &
Two) Columbia KC 31171 and Warner Bros
2586

Two record companies have gotten together
to present both parts of a tribute to America’s
greatest folk artist. These are highlights from
concerts at Carnegie Hall in 1968 and the
Hollywood Bowl two years later, and among
the artists paying their respects to Woody are
Bob Dylan, Judy Collins, Arlo Guthrie, Richie
Haven, Odetta, Tom Paxton, Pete Seeger,
Country Joe McDonald and Joan Baez. Narra-
tion is provided by actors Will Geer, Robert
Ryan and Peter Fonda. Both disks effectively
capture the warmth and sincerity of the princi-
pals involved. All proceeds from the s-les go
to The Woody Guthrie Tribute Fund, which will
further medical research into Huntington’s
Disease.

Judy Collins
BobDylan
Ado Guthric
Richic Havens
Odetta

Tom Paxton

Twoincredible
concerts Two brilliant
livealbums. All fora man
they loved likea father.

Woody Guthric.
Thedaddyof emall.

Joan Bacz

Judy Collins

Jack Elliott

Richic Havens

Odetta

Ado Guthric

Country Joc McDonald
Tom Paxton

Earl Robinson

ATribute
ToWoody Guthric.
Partl,
On Columbia Recordsw

12,
On Warner Bros. Records @
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... A new Band album

will be out on or about June 24. A two-record set, live at the
Academy of Music last December. It’s called “Point of Reflection”

Point of Reflection (]

Colorado Springs Gazette Telegraph
Saturday. June 17, 1972

The Band is scheduled to re-
lease a new LP on June 24. The
album, tentatively called “Point
of Reflection”, was recorded
live at concerts during the past
Christmas holidays. Bob Dylan
sat in with the group on New

Year’s Eve, but it’s not yet| Albums .... $4.97
known if that session will be in-

cluded. Topes ...... $6.77

RoLring StoNe/JUNE 22, 1972
A new Band album due out in late
June, called Plaintive Reflection, re-
corded live at the New York Academy

of Music last December and featuring
a horn section arranged by Allen Tous- Rorrmng StoNe/JuLy 6, 1972
saint. Some old Band songs, some new, ([. . . The Bands new album, Point of
and an elaborate embossed, maroon- || Reflection (not Plaintive, as we'd been
colored album cover. told) is delayed till July . .

Here are 4 outstanding values in the latest releases on
stereo records. )

o WARNER BROS. RECORDS 'BLACK SABBATH'
'SNOW BLIND'

© GRUNT RECORDS 'JEFFERSON AIRPLANE'
'LONG JOHN SILVER'

® RCA RECORDS 'GUESS WHO'
uve'

o CAPITOL RECORDS 'BAND’
'POINT OF REFLECTION'

A dd 4 |

Cash Box — August 26, 1972

Band’s ‘Rock’
LP Via Capitol

HOLLYWOOD — Capltol Records is
releasing The Band’s long-awaited
“Rock of Ages” LP this week, ac-
cording to Brown Meggs, vice pres-
ident of marketing. Recorded live on
New Year’s Eve at the Academy of
Music in New York, the two-disk set
is being issued in conjunction with
The Band’s new single “Don’t Do It.”

The group’s New Year’s Eve per-
formance was the first time they had
performed with a horn section.
Among “Rock of Ages” most notable
features are the innovative horn ar-
rangements by Allen Toussaint for
some of the group’s most familiar
material. Besides Garth Hudson on
tenor and soprano sax, Toussaint’s
brass forces include Snooky Young
(trumpet and flugelhorn), Howard
Johnson (baritone sax, tuba and eu-
phonium), Joe Farrell (tenor and so-
prano sax and english horn), Earl
MecIntyre (trombone) and J. D. Par-
ron (alto sax and e flat clarinet).

Included on “Rock of Ages” are
such new or previously unrecorded
songs as “Get Up Jake,”” “Don’t Want
to Hang Up My Rock and Roll
Shoes” and “The Genetic Method,” an
organ solo by Garth Hudson. In addi-
tion, there are newly arranged ver-
sions of such Band classics as “The
Night They Drove Old Dixie Down,”
“Rag Mama Rag,” “The Weight,”
“Stage Fright,” “The Shape I'm In”
and “Life is a Carnival.”

RECORD WORLD JULY 1, 1972

. Hold it: The Band album is now being called
“Rock Of Ageq” after Rolling Stone mistook “Point of Reflection”
for “Plaintive Reflection” . . .

RorLriNG STOoNE/AUcUsT 17, 1972
. . . A new title for the Band’s
LP: Rock of Ages . . .

Point of Reflection @

< 'ﬂn Band
THE BAND POINT OF REFLECTION
In voncm .
Reg. Mfr's. Price
5 1 9 $5.98—NOW
mn $3 59
2 RECORD SET

RECORD WORLD DECEMBER 30, 1972

. The Band’s live album from The Academy of Music

was being re-titled back and forth between “Point of Reflection”
to “Rock Of Ages.” ‘Rock’ eventually won out . . .

Band LP Ready

B [LOS ANGELES — Capitol
Records will release The Band’s
long-awaited “Rock of Ages”
this week, announced Brown
Meggs, Vice President, Market-
ing. Recorded live on New
Year’'s Eve at the Academy of
Music in New York, the two-
LP set is being issued in con-
junction with The Band’s new
single, “Don't Do It.”

Their New Year’'s Eve per-
formance was the first time
The Band performed with a
horn section. and among “Rock
of Ages’ most notable features
are the innovative horn ar-
rangements by Allen Toussaint
for some of the group’s most
familiar material.

RECORD WORLD AUGUST 26, 1972

olland Dozier Holland




It's New Year’s Eve in New York City, on Four-
teenth street, at The Academy of Music.

The BAND is about to share the last day of
the year with us. We know their music. We know
that they were once The Hawks. That they
worked with Dylan for several years. That
they've been together for eleven years. We know
the historic Big Pink; their masterpiece, The
Band; their 1971 autobiography on record,
Stage Fright; and the experimental Cahoots.
We know they are Robbie Robertson, Levon
Helm, Rick Danko, Richard Manuel, Garth
Hudson.

The BAND live on the eclipse of a new year is
especially fitting since all those other people who
are in bands today were home listening to The
Big Beat on their radios when The Hawks were
out there playing it. They were one of the origi-
nal “live” bands. They were the Sons of the
Teenage Pioneers of Rhythm and Blues, Country
and Western, and Rock and Roll.

This New Year’s Eve the group has chosen to
sum up their years of music as The BAND by
performing some of the rock ' roll classies con-
tained in their known albums, and a lot of songs
they’ve never recorded. The concert gives them
all a breath of new life, a feat due in no small
part to the monster horn charts devised by in-
| novative arranger, Allen Toussaint.

Thi di icipating con-
cert, with Toussaint’s New Orleans’ influenced
horn section recreating the familiar songs as
B {rehly and startlingly alive as the new, is a true
musical event that we can share via this two-
record set.

This album is another further step in The
Band’s development.

In the development of our music.

The music of our age.

GESIGNED BY 808 GATO

This is ROCK OF AGES.

TheBand

IN CONCERT

Capitol.

PRODUCED BY THE BAND

THE INDIANAPOLIS NEWS

Wodnosdey, Avguet W, TV

THE BANDPLAYS ON

‘Rock Of Ages’
Finally For Real

By ROBERT BASLER

Better late than never —
much better, in fact.

After months of promises,
misinformation and delays,
The Band has released its
fifth album, “Rock of Ages,”
(Capitol—SABB-11045).

After several release dates,
starting in May, came and
went, and after Capitol an-
nounced three different titles
for the record, Band fans
were left with little to work
with but imagination.

. Rumors spread about - the
forthcoming record as enthusi-
asts of the group told each
other Bob Dylan would be
featured on the album, it
Would be a double record, it
would feature a horn section,
etc.
. Aside from the fact that
Dylan is not to be heard, the
dther rumors were surprising-
accurate. What was finally
released was a double album,
Tecorded in concert last New
Year’s eve at the Academy of
Music, New York. And, yes,
the group is backed by some-
thing new, an ensemble of
saxes, trumpets, trombones
and other horns.

- Fans who recoil in horror

at this last bit of information,
fearing the group may have
turned into a Blood, Sweat
and Tears or Chicago, may
rest easy. There are already
enough groups like that, heav-
en knows, and The Band isn’t
about to join their brassy
ranks.

Rather, Robbie Robertson,
Levon Helm, Richard Manuel,
Garth Hudson and Rick Dan-
ko play as they always did,
with their five back-up men
filling what few gaps in sound
are left, and Band fans know
it's hard to get a note in
edgewise around Hudson's or-
gan and Manuel’s piano.

The two brand new offer-
ings are “Hang Up My Rock
and Roll Shoes” a loud
throwback to the 1950s, and
“Get Up Jake,” a very typi-
cal Band song. Though it was
written years ago and includ-
ed in early Band songbooks
“Jake” was never recorded
by the group, though it cer-
tainly should have been. The
tune is a good one and the
song comes across with the
same friendly delivery as oth-
er early Band songs, such as
“When You Awake” from the
group’s second album.

& THe B«
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B95-77:7/RAG MAMA RAG
(TS T

LECTROLA
(1 Don’t Want To)
Hang Up My
Rock And Roll Shoes
he Band

(1 don't want t;i
HANG UP MY ROCK AND ROLL SHOES
=from the album "rock of ages=

(1 don't want to) HANG UP MY
ROCK & ROLL SHOES o
Caledonia mission
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THE BAND: JAIME ROBBIE ROBERTSON. RICK DANKO,
RICHARD MANUEL, GARTH HUDSON, LEVON HELM

An Excerpt from Rock of Ages

Don’t do it — Caledonia Mission ~ (I don’t want to) Hang up my rock
and roll shoes — Stage fright — The night they drove old Dixie down —
Across the great divide — Rag Mama rag — The weight ~ The shape
¥'min — Life is a carnival 5C054.81 466 f 17,50 (Capitol)

MOONDOG
MATINEE
THE BAND

ORIGINAL ARTISTS! » ORIGINAL RECORDINGS!
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Treco 1. STAGE FRIGHT
9. THE NIGHT THEY DROVE OLD DIXIE DOWN
3. ACROSS THE GREAT DIVIDE
4. THIS WHEEL'S ON FIRE
5. RAG MAMA RAG
6. THE WEIGHT
7. THE SHAPE I'M IN
8. UNFAITHFUL SERVANT
9. LIFE IS A CARNIVAL
10. DONT DO IT
11. KING HARVEST (Has Surely Come)
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$2157260 THE BAND e THE NIGHT THEY DROVE OLD DIXIE DOWN
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® 1972; ® 1990 Capitol Records, Inc. © 1990 Capitol Records, Inc.
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IGHT THEY DROVE OLD DIXIE DOWN
1. Stage Fright
2. The Night They Drove Old Dixie Down
3. Across The Great Divide
4. This Wheel's On Fire

. Rag Mama Rag

. The Weight ISI

. The Shape I'm In

. Unfaithful Servant RECORDED LIVE IN CONCERT!
. Life Is A Carnival

. Don't Do It

. King Harvest (Has Surely Come)
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THE INDIANAPOLIS NEWS

Speciel 1o The News

| HOLLYWOOD -~ Thirteen
albums comprise the Capitol-
Island-Shelter Records release
this month.

Headlining the release is
The Band's two-record set,
“Rock of Ages,” recorded live
last December at New York's

Academy of Music. In addi- the

portant new contemporary
singer.
Country and Western releas-
es for the month include “The
Best of Buck Owens and Su-
san Ray Bobbie Roy's
“I'm Your Woman;".“Stonin’
Around” by Dick Curless;
Anita Carter's “So Much
Love,” and “Stoney Ed-

2 New GrouAps Debut In 13-Album Release

wards,” the singer’s third

Capitol album.

In July, Shelter Records
will present Leon Russell's
“Carney,” the performer-song-
writer's third solo album and
@ chnllengln( change of
direction. On Island Records,
“Reebop,” a solo album by
Traffic’s drummer, Reebop
Kwaku Baah, will be issued.

POP RECORDS
New Sets

by Band
and Kinks

BY ROBERT HILBURN

@ Since the Band and the
Kinks are among the
haif - dozen best rock
groups in the world, the
release this week of new,
two-record album sets by
both groups is cause for
celebration indeed.

"Rock of Ages" the
Band's first live album,
was recorded last Decem-
ber at the Academy of
Music in New York City,
while the Kinks' "Every-
body's in Showbiz" is half
live and half new studio
material.

For those who have
found the Band's five-
piece instrumentation
nearly perfect in its econ-
omy, Allen Toussaint's
horn arrangements on
some songs may seem un-
necessary at times, but
the album, both as a re-
flection of the Band's mu-
sic until now and for
some songs that genuine-
ly benefit from the horns,
is a valuable, impressive
work.

Unlike the retrospec-
tive quality of the Band's
a|bum the live half of

Sverybody’s in Show-
biz® is a specific look at
the Kinks' last concert
tour, most of the songs
coming from the "Mus-
well  Hillbillies* album.
Much of the second half
of the album is devoted
to Ray Davies' sometimes
satirical, sometimes pain-
fully introspective com-
mentaries on discomforts
and discouragements of
being a pop music star.
1t, too, deserves a spot in
your record collection.

The Band's "Reck of
Ages" (Capitol SABB
11045)—\When discussing
his ‘plans last winter for
this album. the Band's
Robbie Robertson spoke
of the album in terms of
addlng color to the |
group's stark, economical |
arrangements

*The black and white
photos on our album cov-
ers reflect the raw atti-
tude of our music," he
said. "The songs have
been a little underdone
rather than the other
way, In the live album,
we want to add just a
touch of color. Something
like a ery or a moan to it.
Just a touch that can
come through without
bringing anyone down or
getting in the way."

Rather than simply
play the song the way
they appear on the
Bands four (‘upnol al-
bums, the that first
gained nat na attenuon
as the band behind Bob
Dylan took arhnnmge of
their New York concerts

Please Turn to Page 51

Conlinued From Page 45
to work with Toussaint, a
noted New Orleans-based
musician-songwriter-rec-
ord producer, on some
horn touches.

The horns are apparent
from the opening track.
"Baby; Don't You Do It,"
a Holland-Dozier-Holland
song that the Band has

often used in concert but

not previously

It is also apparent on thh
track (which is apparent-
ly going to be released as
a single) that the use of
the horns is controlled in
the album. The five-man
horn section is used al-
most as a single addition-
al instrument, not as a
competing entity with

the Band. The horn work
is much Jike adding ita-
lies to one or two ‘words
in a sentence or para-
graph.

Side One continues
with *King Harvest," a
particularly effective
"Caldonia Mission," the
rather routine "Get Up
Jate (the only Robert-
“som song on the album
that the Band hadn't pre-
viously recorded) and
"W. S. Walcott Medicine

" a song that bene-
fits from the use of horns.
A good, but not over-

whelming opening side.
But things get infinite-
on Side Two,
e finest sides

ever put on a rock album.
Beginning with what
seems like the original
arrangement of “Stage
Fright* (if there are any
horns on the track, they
are hard to find), then a
version of "The Night
They Drove Old Dixie
Down" that uses a horn
in just the "cry or moan"
way Robertson had pic-
tured. It is followed by
*Across the Great Di-
vide;" "This Wheel's on
Fire" and "Rag Mama
“Rag," an upbeat tune
that ‘benefits from the
use of horns.

Side Three continues
on a strong note with
"The Weight" (no notice-
able use of horns), *The
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Shape I'm Tn,” "Unfaith-
ful Servant" and "Life is
a Carnival" (the song
from the "Cahoots" al-
bum that features, both
here and.in its original
version, a spirited, almost
hectic Toussaint horn’ ar-
rangement).

The album's final side
features a seven-minute
organ solo by Garth Hud-
son (including a dash of
"Auld Lang Syne" in re-
cogition of the concert's
New Year's Eve setting)
that leads into "Chest
Fever." The album closes
with a fireball, infectious
version of the late Chuck
Willis' "(I Don't Want to)
Hang Up My Rock and

Roll  Shoes," the best
choice for an AM hit sin-
gle. Though Bob Dylan
joined the Band on stage
for one in the series of
New York concerts, he
doesn't appear on the al-
bum.,

The Kinks' “Every-
body's in Showbiz"
(RCA VPS 6055)—1 was
disappointed the first
time I saw the Kinks in
person. The English rock
group, whose records I
had so long enjoyed and
respected (from such pri-
mitive early rockers as
"You Really Got Me" to
such tightly knit, sharply
satirical albums as "Ar-
thur* and *Lola"), seem-
ed so Intentionally disor-
ganized on stage that it
appeared to be doing a
burlesque of itself.

But, after being coun-
seled by a longtime
Kinks concert fanatic
that this apparent an-
archy was both the charm
of the group and a logical
DPlease Turn lo Page 6O
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Rock of Ages (Capitol SABB
11045), might be subtitled ““The
Band’s greatest hits.” Their

fifth album, it is somewhat ex-
perimental and Very live.
The 17 cuts on this double al-

Dixie Down.”
recognized
the listeners. Bu

Young on tr
Howard Joh

n um\)r ne.
D. !’urrnn on alto sux

New Orleans' Allen Toussaint
put together the horn arrange-
ments, which undergird, high-

light and generally surround the
melody but never get in the
way.

The Band is Robertson, Rick
Danko, Richard Manuel, Garth
Hudson and Levon Helm var-
iously on guitar, mandolin,
bass, drums, violin. pany, elav-
inette, organ, tenor and soprano
saxophones, and v

‘The music is the inven-
tive, untamed country-leaning
rock that is responsivle for the
ration — an adulation — of

£

" The reason for The Band's
professionalism, honed  while

wks (as they were
shile playing with Rock
K'ng Ronnie Hawkins)
played mainly in Canada and
”u southern states taverns and
where folks came after
work and got drunk. Down
South, in burlesk bars
supper clubs, risk.
joints and beer halls. The
slayed at football victory par-

ties,
knee-des ) in beer cans to get to
the stage. They played six or
seven nights a week. The pace

where they'd have 10 go

miardi for Cagitol Records.

Rohhie Robertson u[ l he Band

was grueling. They traveled to
gigs in Hawkins' Cadillac, with
a trailer behind hauling equip-
ment with two big hawks paint-
ed on either side. One week off
4 year.

Later they played with Sonny
Boy Williamson and Bob Dylan
and each experience influenced
the group’s music. As an exa
for a native Canadian to
e “The Night They Drove

Dixie Down," Robertsca

w
Old
must have completely im-

mersed hi

self in the music
and history and culture of the
South. Small wonder that much
of The Band~ sound is pure
“ This flavor seems parti
evident on side one with *
Do It,” “King Harvest,” *
donia M. ission “Get Up
Waleott \Ipdume
Show.” Of these, the first two
are particularly well done.
Side two opens with

»

“Smge

b

other kind of precision, done in
the rhythm of an old-time Be-
Ruine, goes straight from
the Latin beat into four-time
thumps.” Top that, if pou can,

‘Then comes ““The Night They
Drove Old Dixie Down,” merg-
ing into “‘Across the Great Div-
ide,” Dylan's ““Wheels on Fire,"
and one of the album’s best
numbers, “Rag Mama Rag.”

Side three goes through “The
Weight,” “The Shape I'm In,”
and “Unfaithful Servant,” with
a nice mandolin solo, and ends
with another of the album’s up-
tempo goodies, “Life Is A Car-
nival,” with the horns really
coming on.

But the time side four hits the
turntable the listener has been
well primed for 2 climactic fin-
ish.

1t begins with Garth Hudson's
eight-minute organ introduction,
“The Genetic Method,” ahout
which Brodey has these authori-
tative observations: “(It com-
bines) funeral parlor chants,
Irish lullabies, jazz spasms, gos-
pel hyms, Gregorlan clusters an
squiggly wah-wah boosti)

That tour de force shifts into
a blasting number, “Chest Fe-
ver,” and the album ends w'th a
boundy, horn-propelled Church
Willis oldie, “I Don't Want Tn
Hang Up My Rock And Roll
Shoes,” The crowd hated o et
them quit.

Typical of most “live” record-
ings, there are occasional off-
key moments and ragged vo-
cals. But these are at the same
time kept to a minimum, in the
case of flubs, and in keeping

with the spontancous feeling of

the music, in the case of the vo-

cals,

most cuts.
Technically,

Inner-City Students
Become Theatergoers

Some 120 high schoo) &
from Hartford's inner cit

lhf‘[u'd St

red by

eiore
ut Mutual

Student Presidents, B
Don’t Reflect Majorit

Band fans won't mind the
slightly monotonous

there
complaints about the recording
or the mixing. Perhaps the vo-

Company
season through a program spon-
Connecticut
Life Insurance Co. and the Clay
Hill Recreation Center.

A different group of 20 high
00! sophomores and juniors,
chosen by the Clay Hill' center
will attend each play. There are

s season.

The Band Produces Live ‘Rock of Ages’

style on  more distinct, you're liable to
tson iyric chue-
are no Now tell me, Hon',

— J. GREG RO

tudents
will

s will meet \ul‘l
s attending th
Hill center to

this

Mutual

other plays to be prod
eason include Tenne

¢ Streetcar )
each play Harold Pint
Life volun

cals could have been a little

whatcha done with the gun”
SON

e Misanthrope,’

BE!

the stu

uced this

old

er's

In a »pwlal study conducted
for

ed with a sampl

College stdeot body presidents
aper  editors

throughout the co

margin of nearly
student presidents preferred
Sen. George McGovern to Presi-
dent Nixon in the '72 election
Among editors of student papers
who were surveyed, the South
Dakota senator was preferred
five to one over the President.
Perhaps what is most signifi-
cant about this latest poll is its
indication of how young people
and the ideas they bea can be
easily misread.

The difference between the
opinions of those on the college
campuses who are in a position
to lead and reflect colle
titudes, and those borne by the
total student body, appears to
be even greater than that al-
shown between college
in general and the
nearly threefold 18 to 24 year
olds who are not in the class
rooms

As an example, while student
still prefer McGovern, the sena
tor's margin is not nearly as
strong as might be indicated by
his eight to one backing among

student body presidents. In ae-
tuality. the campus prefence for
Sen. MeGovern is more like one

and a half to one (August sur-
vey—McGovern 578 per cent to
Nixon 359 per eent)

The large majority of college
students, however, are—as one
would less  voeal

tive than are

aders.

ampus I
(The reader should
mind that, in many
dent body presidents
fact, elected by a small minori-

Opinion
ty of the tolal number attendi m{

a p art'cular school.) Thus,
supp n( "n\uh rlw

s surprising

This same type of situation
exists when looking at the epia
ions of the entire 18-10 24-year.
old_population(some 25 million)
il the presidential - race
again offers a_gond  example.
Nixon is currently given a slight
lead among; those first-time vot
ers—one which is owing to the
fact that among _non-college
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"Rock of Ages*A crackling, mind-blowing moment preserved

Rock of Ages
The Band
Capitol SABB-11045

BY RALPH J. GLEASON

There is, if my addition and
the record company's listed
times are correct, precisely one
hour, Il minutes and 11 sec-
onds of music on this album
and it is the bargain of the de-
cade at your favorite discount
house. Recorded during the
Band’s four-night gig at the
end of 1971 at New York's
Academy of Music (you can
hear a “Happy New Year™
from the audience) it is a live-
in-person double LP concert
album.

Live albums (what’s a dead
one?) do not always work in
electric music because of the
complexity of set up and the
usual necessity for precise con-
trol of the sound. But this al-
bum, even on first hearing
(and it gets better and better
the more you listen to it) im-
mediately joins the ranks of
such celebrated in-person re-
cordings as Mingus at Mon-
terey, Count Basie in Sweden,
Duke Ellington’s Seattle Con-
cert, Miles at the Blackhawk
and Ray Charles at Atlanta.
In other words, it is a classic;
17 beautiful tracks (The Band
played 18 numbers at the last
concert I went to) and at the
discount price the equivalent of
a concert ticket except you
can take it home and play it.

My litany of sacred “live”
albums above listed is mainly
jazz. Even the Stones concert
LP didn't quite make it for me
and, aside from some tracks
from Janis, the Airplane and
the Grateful Dead, electric
music has fared better in the
studio, as far as records go,

than on the stage. But we've
all regretted it and hoped for
some way to preserve that
crackling moment which blew
our minds so that we could
take it from the top and start
right over again. This one lets
us do it, thank God.

The problem in concert re-
cordings is more than the dif-
ference in the possible exercise
of control. In a studio you can
do it over as well as add to it
if you don’t like what you have
the first time. On a concert re-
cording you get to do it once
and that’s it. And as far as |
know, this album presents the
Band’s music precisely as it
went down at the Academy of
Music. Robbie says, inciden-
tally, that about 80% of it was
from the last night of a three-
night gig.

The Band has always given
a strong impression of precise
control in its albums and in its
concerts more attention has
been paid to set up and sound
than almost any group of
which 1 can think. Their suc-
cess here is all the more sur-
prising since this album was
not only done in concert but
done with the addition of a
horn section (“We're gonna
try something tonight we've
never done before,” Robbie
says in opening the show)
which had only one rehearsal
before the concert. That is a
tribute to Allen Toussaint, who
arranged the horns. Toussaint
aided on the last Band LP, of
course, and is someone for
whom Robbic has had deep
admiration since “I was a kid
starting out.” Back there with
“Mother-in-Law™ and the rest.

For a brief time on tour the
Band had a horn section and
of course they have always

taken advantage of Garth
Hudson’s ability to play wind
instruments as well as key-
boards. So the idea of horns
was in itself not so revolution-
ary, but it is who the horn
players are and Wwhat Tous-
saint did with them that just
knocks me out.

On trumpet and fugelhorn
is Snooky Young, unquestion-
ably one of the greatest lead
trumpet players in the history
of jazz and a veteran of the big
bands of Jimmie Lunceford,
Count Basie, Lionel Hampton
and Benny Carter as well as
hundreds of studio groups
and several TV talk
bands. When you hear him hit
that high trumpet shake on
“W.S.  Walcott Medicine
Show,” think of him as he used
to be in the Basie brass sec-
tion, sitting there, the ultimate
in cool nonchalance, doing
those incredible things with
only one hand holding the
trumpet.

Howard Johnson, who plays
baritone sax, tuba and euphon-
ium, has played and record-
ed with Ray Charles, Gerald
Wilson, Miles Davis and Gil
Evans, and is the man who
contributed that amazing
sound to Taj Mahal's “Dixie.”
Joe Farrell (tenor and soprano
sax and English horn) is a fa-
miliar on the New York jazz
scene, having been with Elvin
Jones and Mingus (currently
with Chick Corea) and having
recorded extensively. Earl Mc-
Intire is a young (17 years
old!) trombonist who was a
member of the touring tuba
section that Howard Johnson
put together for Taj Mabhal,
while J.D. Parron is a reed-
man from St. Louis who'd only
been in New York two weeks

show -

when he was picked for this
date.

Add these musical person-
alities to the members of the
Band plus Toussaint and you
have an amalgam of rock,
country, blues, jazz, free form,
and classical influences in
playing in addition to the folk,
rock, kids' songs, campfire
singalong, protestant church
and soul music sounds in the
group’s material and vocal
sound. It is a kind a summa-
tion of American music, if you
will. A cultural mix unequaled
in contemporary music.

The horns are a tremendous
asset to the album in every
way. Whereas in the past, the
shadings of color and texture,
as far as the instruments go,
were contributed mainly by
Garth’s doubling, in this per-
formance they are enhanced
and extended by the astute use
of the horns. The Band is a
remarkable group of instru-
mentalists in the first place:
Consider the fact that the
group has three first-rate lead
singers, two incredible drum-
mers, and can avail itself of
doubles on piano and various
stringed instruments as well
as the instruments Garth
plays. When you can make
music like this, you don’t need
to talk. At all.

Vocally, of course, the Band
is unique. Their development
of a style which encompasses
all the aspects of the human
voice on the part of each of the
singers affords them a flexi-
bility no other contemporary
group can match. Listen to
these records on earphones
with the volume turned up and
you can get the full flavor of
their voices, the subtlety with
which they sneak in and out of

ensemble vocal passages and
the way in which they can
switch from one lead to anoth-
er not only effortlessly but
with such a similarity in tim-
bre and phrasing that you may
not catch it first time round.
Earphones also give you the
added pleasure of pickingup on
all the weird shit Garth Hud-
son contributes on his various
keyboards in the backgrounds
of the emsemble passages and
behind the vocals, each time
almost providing a full solo
improvisation.

The songs on the album
are, with two exceptions, from
their other Capitol LPs. One
of the cxceptions is a new
song, “Get Up Jake,” which,
while it is a good enough num-
ber, is for me the weakest ef-
fort on the album. The other
exception is the opening track,
“Don’t Do It,” which is avail-
able only on one of the bootleg
LPs, the Los Angeles concert.
There are four songs from Big
Pink, five from The Band,
three from Srage Fright and
one from Cahoots, (“Life is a
Carnival™). Eight, including
“Don’t Do It,” are on the Los
Angeles concert bootleg and
the remarkable thing about
all of them is that they run
almost exactly the same length
of time as in their other ver-
sions.

When songs are recorded
first, then played on concert
tours and then recorded “live™
later, they mellow down and
sometimes drop in tempo and
usually change in length. All
of these songs have mellowed
down and now and then the
tempo is a bit slower. The re-
sult is that the performances
here are, for me at any rate,
superior in every case to both
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the originals and to the boot-
leg versions. The differences
are in the occasional addition
of a voice on the spur of the
moment and an occasional
change in a lyric or tricky
switch in lead singing. That
and the unbelievably mellow
yet intense feeling which per-
vades both LPs.

It is very clear on these LPs
that the feeling and the spirit
that was in the concert hall has
been captured in the record-
ing. It began right away, Rob-
bie says. “As soon as we kick-
ed off the first song, it was
over. We weren't even touch-
ing ground. You could see the
sound covering the people. It
was the greatest experience of
our life, we were overwhelm-
ed by the feeling it gave.” It
was New Year’s Eve, a good
time Saturday night ball from
start to finish.

When 1 first started listen-
ing to these albums | wonder-
ed whether or not the se-
quence of songs was the same
on the LPs as at the concert
because every rearrangement
effects how the ultimate pro-
gram sounds. But as 1 listened
1 forgot all about that point.
It doesn’t make any difference
because the way the tracks are
sequenced here is right within
itself and a concert album, in
this case anyway, is a thing
apart from the concert itself.

“Don’t Do It (doncha break
my heart),” that great Holland-
Dozier-Holland number, opens
the concert beginning with a
permutation of Bo Diddley
rhythm, the guitar and piano
riffs and the horns behind the
vocals and two guitar solos
by Robbie surrounding the
last vocal chorus. At the end,
Robbic and guitar have it
again. Levon sings lead on
this with Rick and Richard
adding the harmony. A rush-
ing quality of excitement.

“King Harvest,” one of Rob-
bie's most deeply nostalgic
compositions and one which
expresses the common her-
itage of the Band, has a love-
ly guitar solo by Robbie over
the horns which are quite un-
obtrusive throughout as they
fill in the background punc-
tuating the phrases. Richard
sings lead with Levon on har-
mony and there is a deeper
feeling of warmth to this ver-
sion than to the other versions.

“Caledonia Mission™ is one
of Rick’s best vocals ever, and
there is a sax obbligato to it
which is delightful. Look for it
just where Rick sings “I1 do be-
lieve in your hexagram . . ."

“Get Up Jake™ has Richard
singing lead with Rick and
Levon harmonizing and Rob-
bie plays a lovely guitar solo
(it's another of his tunes).
While it is not a let down, it
does not, at least so far, move
me as the previous tracks do.

“W.S. Walcott Medicine
Show” closes the first side,
with the horns giving it a de-
lightful dixieland feeling in-
cluding some fine sliding tail-
gate trombone from Mclntire.
Garth Hudson has an out-
standing tenor sax solo on this
track, one of his best. The horn
players were cheering him on,
Robbie says, blowing with one
fist in the air. It was a de-
served tribute because, appre-
hensive as he was to be per-
forming before these cele-

brated jazz men, Garth Hud-
son really dug in and blew
himself a solo.

Side one is a knockout all
on its own. Side two begins
with “Stagefright,” Robbie’s
classic analysis of the perform-
ing artist. Rick sings it beauti-
fully, including a delightful
“hoo hoo™ after the line “he
gets to sing just like a bird.”
Garth has a fine organ solo
and they go out on Robbie and
Garth and in the earphones it
sounds like a 70-piece orches-
tra with Howard Johnson un-
derlining every bass note with
his beautiful sound.

“The Night They Drove Old
Dixie Down,” which Robbie
wrote for Levon so he could
get it all out, all the heritage
of his time and place, is a won-
derful track. Snooky Young
contributes a bugle call open-
ing packed with nostalgia,
wrenching from the . heart
chords the sounds of "way back
home and later throwing in a
touch of “Swanee River” just
to make sure you get the point.
There is a moving ensemble
passage with interior shifting
harmony by the horns and
then they segue into “Across
the Great Divide™ which has
a dixieland feeling when the
horns sing out and some more
mad scientist organ music by
Garth.

“This Wheel’s on Fire,”
Rick Danko’s collaboration
with Dylan, has some beauti-
ful tuba on the bottom, a de-
lightful passage of unison gui-
tar and organ before Robbie’s
guitar solo plus some truly
wild piano by Richard. Rick
sings it and everyone joins in.

“Rag Mama Rag,” which I
believe was the Band’s best
selling single record, is sung
by Levon and has Garth play-
ing the piano this time, a wild,
eccentric, abandoned solo that
is like an old Cripple Clarence
Lofton bit in its straight out
use of dissonance and discon-
tinuity. Howard Johnson’s tu-
ba adds another dimension
again as side two ends.

“The Weight” opens side
three with Levon singing and
Robbie, Richard and Rick on
harmony. It is the classic song
of poetic symbols in the Band’s
repertoire and one of their
most successful numbers.
Rick’s bass is simply beautiful
to hear and Richard’s piano
obbligato is intriguing.

“The Shape I'm In" is
slightly slower and groovier
than the original and there is
an impressive organ solo
which evolves into a long in-
strumental passage with Rob-
bie’s guitar. On this track Rick
Danko gets the best tone |
have ever heard from a Fender
bass. At times it sounds like
an upright bass, it is so mellow
and sweet.

“Unfaithful Servant™ is in-
troduced by a voice from the
audience yelling “Happy New
Year!” It’s an unusually warm,
moving version of this ex-
quisite song and is the best
vocal Rick contributes, possi-
bly the best he’s done.

“Life is a Carnival” has Le-
von and Rick singing plus a

Side four is a masterpiece
all by itself, one of the most in-
credible performances by any
band on record. It opens with
“The Genetic Method,” which
is Garth Hudson's name for
his organ solo that once was
merely the prelude to “Chest
Fever” but is now an instru-
mental tour de force in which
he combines all his vast
knowledge of the whole range
of music into one unbelicvable
solo shot. 1 find Garth’s or-
gan playing a continual de-
light. He never blatantly
quotes from his sources but
rather builds improvisations
on quotes, hinting at them and
ringing changes in your ears
that haunt you. He has master-
ed the use of dissonance and
the unexpected note in a line
in something of the manner of
Thelonious Monk. I break up
laughing at what Garth does,
and then am totally frustrated
trying to sort out the rear-
rangement of music he pre-
sents in this kaleidoscopic fa-
shion. The only thing | can
compare it to is Dylan’s har-
monica solos at concerts when
he was totally carried away.
Garth runs through nursery
rhymes, Celtic reels, late night
show organ music, old hymns
and ancient popular melodies
and even gives us “Auld Lang
Syne” for a Happy New Year's
good measure, slipping swift-
ly into “Chest Fever.”

Richard sings “Chest Fe-
ver” with Levon, Robbie and
Rick on harmony and the glor-
ious horns punching out riffs
after the vocals, a furious solo
from Garth and the churning
rhythm and plunging horns
taking it out. It was a fine
climax and could only have
been followed (after shouts for
“More! More! More!”) by
‘Rock 'n’ Roll Shoes.” Levon
sings this with Robbie and
Rick harmonizing and the
horns laying down a big band
riff that is so good you want it
to go on all night. The drums,
tuba and bass swing like mad
and Robbie plays two guitar
solos on this track which I rank
among the best he has ever
done for pure economical ex-
citement. From the beginning
to the end of side four, the en-
tire side simply cooks with a
crackling, roaring, swinging

energy that leaves you breath-
less at the end. Rock & roll
is surely here to stay if the
Band has anything to do with
it. Everybody take a bow!

Buddy Guy & Junior Wells
Play the Blues
Atco 33-364

by Pete Welding

fantastic instrt | passag
with Robbie’s guitar leading
the horns through a repeated
jazz riff that is simply wild.
It ends side three in an amaz-
ing blaze of excitement.

One of the things Junior and
Buddy have in common is their
healthy respect for blues tradi-
tion; it probably accounts in
large measure for the highly

satisfying character of the bulk
of their recorded work over the
years, Each has used tradition
as a springboard to the develop-
ment of a strongly individual
performing style—Junior by
tempering a basic Sonny Boy
Williamson | harmonica style
with gleanings from Little
Walter, Buddy by devising a
personalized variant of B.B.
King-styled modern guitar, pos-
sibly through the retention of
certain aspects of more funda-
mental Mississippi blues styles
he heard there as a youth. The
traditional roots of both per-
formers are displayed exten-
sively in this set of low-keyed,
relaxed and generally tasty

" performances.

In a way, this is one of the
oldest-sounding modern blues
LPs by this pair of young mod-
ernists to be issued in a long
while, The music sounds as
though it might have been re-
corded in the early or mid-
Fifties. It's just straight-ahead
modern ensemble blues play-
ed (and sung) with unhurried
ease, fine rhythmic relaxation,
with plenty of soulful feeling,
and with absolutely no attempts
at being “contemporary” or
“hip” either in programming
or in production. Most of the
tunes are well-worn blues
staples (though not over-re-
corded ones) and, while some

John replacing Utley on three
of the pieces and Carl Radle
and Jim Gordon substituting
for. Stewart and Shaw on one.
Tasty is as tasty does.

This engaging. nonhysterical
album was well worth waiting

A Song For You
Carpenters
A&M SP-3511

by Stephen Holden

While the Carpenters’ music
is not particularly compelling,
its lack of pretension lends it a
bland integrity that is uncom-
mon for middle-of-the-road
pop music. The basis of this
integrity is Karen’s singing,
which grows more assured
with each album. She is espe-
cially strong in her lower reg-
ister, and she shows the poten-
tial of developing into an

are of more recent ge than
others, all have been aged in
the wood. Junior’s version of “I
Don't Know” sounds older sty-
listically than singer-pianist
Willie Mabon’s 1953 hit ver-
sion of this old Cripple Clar-
ence Lofton song. And then
there are tunes like the old
traditional piece “My Baby . . .
Left Me a Mule to Ride,” “Bad
Bad Whiskey,” Joe Liggins’
“Honeydripper,” and T-Bone
Walker’s 1947 “T-Bone Shuf-
fle.” Junior even redoes a
couple of his earlier records,
the late Fifties “Come on in
This House” and the early Six-
ties “Messin’ with the Kid.”
And the several recent com-
positions partake of this same
vintage spirit.

1 don’t mean to imply that
the music sounds dated or out-
moded, because it doesn’t. Tasty,
heartfelt, convincing blues
never really does. And that’s
what marks this whole program:
taste, conviction and plenty of
deep feeling. The music is
never flashy or unnecessarily
showy, though there’s lots of
quietly spectacular instrumental
work by both of the principals;
but the point is, it’s always ap-
propriate. In fact, the most im-
portant thing about this album
is that everyone involved work-
ed towards the same goal; the
creation of a perfectly relaxed,
rhythmically resilient, totally
bluesy feeling and the gauge of
their success is that the per-
formances are as wholly enjoy-
able as they are unpretentious.

With the exceptions of a pair
of 1972 Boston performances
on which Guy is sensitively
backed by the J. Geils Band
(“This Old Fool” and “Honey-
dripper”), the balance of the
album was recorded in 1970 at
Criteria Studios with a band
composed of Eric Clapton, gui-
tar; A.C. Reed, tenor saxo-
phone; Mike Utley, piano and
organ; Leroy Stewart, bass; and
Roosevelt Shaw, drums; Dr.

ing stylist. The musical
value of Richard’s contribution
to the Carpenter phenomenon,
however, is another matter.
The best that can be said for
most of his arrangements is that
they provide adequate support
for Karen’s voice and have a
recognizable stamp. What they
lack is a sense of dramatic
structure or interpretive style.

The formula that Richard
applies to his own songs, he ap-
plies to everyone else’s as well.
This is a shame, since many of
the Carpenters’ records begin
strikingly but then fail to gather
momentum. The most obvious
way in which this happens is
that, time and again, the clarity
of Karen’s vocal line is inter-
rupted or joined by multi-track-
ed “choral filler,” which
tends to drain a song of its per-
sonality. It is the same fault
that weakened countless pop
records in the Forties and Fif-
ties.

Five songs are authored or
co-authored by Richard. They
vary in emotional range from
cotton candy to ice milk, the
best of them being the current
hit single, “Goodbye to Love.”
Richard sings solo on two cuts
—*“Piano Picker™ and “Crystal
Lullaby.” His voice is pleasant
enough, but he seems to be
afflicted with a very noticeable
lisp. One cut, “Flat Baroque,”
features Richard on the piano
playing in a style that can only
be described as Peter Nero-
manque.

The title cut, Leon Russell’s
“A Song For You" is far and
away the album’s finest mo-
ment. It is a great song that is
rapidly achieving the classic
status it deserves, and Karen
communicates its poignancy
with effortless serenity. The
Carpenters have done well by
Leon in the past, their version
of “Superstar” standing as per-
haps their finest record to date.
Unfortunately, the album
doesn’t contain any other very
strong material. “Hurting




July 28, 1973
Watkins Glen, New York

Watkins Glen Grand Prix Circuit

Summer Jam

July 27, the soundcheck:
Instrumentals

Don’t Do It

The W.S. Walcott Medicine Show

July 28, the concert:

Back To Memphis

Loving You Is Sweeter Than Ever
The Shape I'm In

The Weight

Stage Fright

I Shall Be Released

Don’t Do It

Endless Highway

Too Wet To Work

Chest Fever

The Night They Drove Old Dixie Down
Across The Great Divide

Jam

Holy Cow

Life Is A Carnival

Saved

Up On Cripple Creek

Share Your Love With Me

This Wheels On Fire

The W.S. Walcott Medicine Show
Slippin’ & Slidin”

Rag Mama Rag

Summer Jam:

A Change Is Gonna Come
Raining In My Heart
Have You Ever Been Mistreated?
Da Di De Day

Not Fade Away

All Around The World
Warm And Tender Love
Reelin' And Rockin'

There Is A Mountain
Amazing Grace

There Is A Mountain

Notes:

Audience audio recording.

Audience films.

“Too Wet To Work” officially released on “Across the
Great Divide” in 1994.

“Too Wet To Work” and “Jam” officially released on
“Live at Watkins Glen” in 1995.
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By MIKE BOYER

WATKINS GLEN — The Grateful
Dead were out in front at “Summer Jam”
Saturday, a spot they richly deserve.

The Dead have been out in front of
much of the youth culture for at least half
dozen years.

They opened the 12-hour music féstival
and carried the crowd through about five
hours of fine rock music.

Extended musical jams featuring the
guitar work of Jerry Garcia and Bob Weir
has been the trademark of the band since
its beginning and Saturday was no ex-
ception.

Garcia and Weir worked their guitar
magic over the crowd and the crowd was
theirs.

The Dead worked smoothly and ef-
fectively building their compositions.

In a fine display of control the Dead
built the intensity of their music and then
let it ebb. Then built it again to a higher
peak.
About midway through their set they
brought the crowd to its feet with a hand
clapping, foot stomping rendition of
“Truckin’,” a Dead classic.

They softened later for the slow paced
“He’s Gone” — nparticularly poignant
because of the death earlier this year of
organist Ron (Pigpen) McKernan.

SUNDAY TELEGRAM, Eimira, N, Y., July 29, 1973

The Hills Were Alive with the Sound of Music

The Dead was followed on stage later
in the afternoon by The Band, a group
which has had an impact on rock on the
east coast something akin to the Dead’s
on the west coast.

The Band came on in the wake of a
rousing finale by the Dead and started in
with a fine up tempo version of “Loving
You.”

In contrast to the extended jams by the
Dead, The Band moved slowly from
number to number.

At one point leader Jaime Robertson
asked the crowd if it minded the delay

between numbers, but the crowd didn't.

seem to mind.

Despite a driving rain in the middle of
The Band’s set, most of the crowd didn’t
budge. )

Later Saturday, “Summer Jam’' was
to conclude with The Allman Brothers
Band, a powerful rock band with a fine
blues feeling.

Early Saturday night rock fans at the
concert were anticipating an all out jam
among members of all three groups as a
finale.

In the crush of half a million people
just how important is the music?

Summer Jam promoter Shelley Finkel
said Saturday the bands were the most
important part of the event.

The type of rock played by the three
bands appeals to special kind of rock fan
who comes to listen to the music.

The Dead, The Allman Brothers Band
and The Band were selected for that very
reason, he said.

A unique system, being used for the
first time according to Finkel, was used at
the concert to bring music to the crowd.

The system, based on a tenth of a
second delay in feeding the sound to the
crowd, sprayed the music around the
concert area and worked rather well,

The sound system was provided by FM
Productions with the assistance of the
Dead, Finkel said. i

And for all those who didn’t make it to
the concert, Finkel said each of the
were recording its music in hopes of"
eventually putting it together in an
album,
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WATKINS GLEN, N.Y. (AP) —
As many as 600,000 young persons
sprawled elbow-to-elbow over a 90-
acre hillside Saturday for a rock
music concert rivaling the propor-
tions of the famed Woodstock
festival

A brief but heavy thunder-
shower drenched the crowd and
turned dirt paths into mud Sat-
urday evening, but the driving
music continued.

The rocking mammoth crowd
tried to squeeze within view of the
outdoor stage, but at least a third
of the mass had to settle for spots
out of sight and almost out of
hearing of the performers. Some
persons were a half mile away
from the stage.

State Police estimated the crowd
at about 600,000 — double the
number who had reached the con-
cert site the day before.

Shelley Finkel, co-promoter of
the event, concurred with the 600,-
000 estimate, and added, “I think
before this thing is over, three-
quarters of a million people will
have come and gone."

“We had no idea this many peo-
ple would come,” he said, noti
that his paid ticket sales amount
to only 150,000.

He said gate personnel had
stopped checking for tickets earlier
in the week in order to keep traffic
moving. This apparently prompted
nonticket holders to crash the
gates, he said.

The concert was held at the
Grand Prix race course which nor-
mally accommodates crowds up to
100,000 for automobile races.

“This is worse than Wood-
stogk,” remarked a young concert
worker attempting to guard the six-
foot chain link fence surrounding

fhe field. The:Woodstock festival
drew a crowd of 400,000 and set the
pace for a series of outdoor rock
concerts throughout the nation.

Mounted policemen made token
efforts to divert the crowd from
the backstage area without much
success.

Eventually, large sections of the
fence were ripped down and peo-
ple crossed into the backstage area
freely

Other spectators climbed to the
roof of portable toilets and perched
precariously for a better glimpse of
the specially built musicians plat-
form.

“This is ridiculous,” was a
frequent cry from disgruntled
youths seated in sun-warmed field
as temperatures reached into the
mid-80s.

The first notes of music from
The Grateful Dead marked the

climax of a week-long mass mi-
gration to this western New York
village. The influx swelled into
massive traffic jams Thursday and
Friday.

All incoming routes to the con-
cert area-were-blocked by aban-
doned cars, track director Henry
Valent said. The only fresh arrivals
at the concert Saturday morning
were those willing to hike on foot
for 10 to 20 miles, he said

Since Thursday, seven persons
have died in traffic while

numbered *“‘between 300,000 and

Those attending the concert said
no one had checked them for
tickets which cost $10.

The Grateful Dead led off to
thunderous applause and rhythmic
handclapping, starting a program
that also headlined ‘The Allman
Brothers and The Band in sets
expected to wind up sometime
after midnight.

As the music played, two
helicopters circled the field

itoring crowd

en route to the concert. The most
recent victim was Barbara Errigo,
20. of Brooklyn who died Saturday
when a pickup fruck carrying nine
persons overturned near Mon-
ticello

When the concert opened on
schedule at noon, a master of
ceremonies said the crowd on hand

The production rivaled not only
Woodstock, but also the West Coast
Altamont festival of 1969 which
drew 300,000.

“I can’t understand why so many
people came,” said Valent, the
head of the Watkins Glen Grand
Prix Corp. "The same program in
Washington, D.C., drew 80.000.

Here we are out in isolated coun-
tryside and everybody came.”

He said he would not want to see
a second concert as large at the
Glen. “We can't be a nuisance to
the community,” he said.

He said a more reasonable size
for a rock festival at the track
would be 150,000 to 200,000 per-
sons.

“This is the trial concert,” he
said. “We'll judge from our ex-
perience this time whether to allow
any more."

The mile-long dirt lane leading
from campgrounds into the concert
field was lined with trucks and
tables selling soft drinks,
watermelon, flavored ice, T-shirts
and stereo equipment.

Scores of youths stood about
hawking drugs of various kinds.
Drug use was open and generally
ignored by deputy sheriffs who

Gigahﬁc Crowd Pulsates at Rock Fest in Tiny Watkins Glen

staved on the fringe of the crowd.

“I would say the main medical
problems we're finding here are
drug overdoses and cuts,” said a
first aid worker. “The cuts come
mostly from walking on broken
glass, climbing fences and ac-
cidents with hatchets.”

By population, according to the
latest U.S. Census lists, the 600,000
persons jamming the rock festival
make tiny Watkins Glen a little
smaller than Honolulu, Hawaii,
630,000 and Jersey City, N.J., 609,-
000: but somewhat larger than Salt
Lake City, Utah, 537,000 and
Nashville, Tenn., 540,000,

It also makes: those 80 actes of
Watkins Glen more heavily pop-
ulated than the individual states of
Delaware, Nevada, Vermont,
‘Wyoming and Alaska.
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SUMMER JAM JULY *

SIDE ONE
STEREO

1. “BLUE SKY" (Aliman Bros.) 7:05

2. “JESSICA” (Allman Bros.) 10:00

3. “THE NIGHT THEY DROVE OLD
DIXIE DOWN" (The Band) 4:30

woe one

Stereo

WA EN
SUMMER JAM JULY *

1. “INSTRUMENTAL" (The Band) 4:00

2. “RAINING IN MY HEART"
(The Band) 3:30
3. “NOT FADE AWAY"
(Greatful Dead) 14:00

SIDE TWO
STEREO

S M N ADPL pyg,




July 31, 1973
August 1, 1973
Jersey City, N
Roosevelt Sta

ew Jersey
dium

| RAIN OR swinE i

¥IF THE BAKD/GRA

RODSEVELT .STADI

JEMSEY CITY NCMW J

HED ADG 01 1373

07TaAeTSI2 320272

e}
KO REFUNDS/EXCHAN

July 31
Back To Memphis

Loving You Is Sweeter Than Ever

The Shape I'm In
The Weight

Stage Fright

I Shall Be Released
Don't Do It
Endless Highway

The Night They Drove Old Dixie Down
Across The Great Divide

This Wheel's On Fire
Saved
Life Is A Carnival

Share Your Love With Me

Up On Cripple Creek
The Genetic Method
Chest Fever

The W.S. Walcott Medicine Show

Slippin' And Slidin'

August 1
Back To Memphis

Loving You Is Sweeter Than Ever

The Shape I'm In
The Weight

Stage Fright

| Shall Be Released
Don't Do It
Endless Highway

The Night They Drove Old Dixie Down
Across The Great Divide

Instrumental
This Wheel's On Fire
Life Is A Carnival

Share Your Love With Me

Up On Cripple Creek
The Genetic Method
Chest Fever

The W.S. Walcott Medicine Show

Notes:

Soundboard and audience audio recording of

the 31%. Soundboard re

cording of the 1.

ROOSEVELT STADIUM
BACKSTAGE
e )

Romnhﬂa&m/mlalm,krny City,N.l.

Available at
AMICWMB‘O"M mpm:.unm(zommsa.

e Orere.

‘Specity Concert 8 Ovte,
A Monarch Enverinment Borea Prodiaton. TEKETAON

7 cnwounnvnc PASSAIC. N.J.

SLY & th
FAMILY STONE

JULY 13AT7:308 11PM.__

JULY 27AT 7:30 P.M.

'ROOSEVELT STADIUM, JERSEY CITY

OG NIGHT
T-REX
oy 26 AT 730 PM.__

ROOSEVELT STADIUM, JERSEY CITY

GRATEFUL DEAD

The BAND

JULY 30,31, AUG.1AT6 PM.

CAPITOL THEATRE. PASSAIC..
PREMIERE PERFORMANCE OF THE FRsT
1ZED vENS«)N OF The WHO'S

TOMMY

G\ AUG.10AT7&10:30PM.

‘ROOSEVELT STADIUM, JERSEY CITY.

D FUNK
AILROAD

[\ AUG.18 AT 7:30 PM.

'ROOSEVELT STADIUM, JERSEY CITY

SANTANA

AUG. 12 AT 7:30 P.M.

TOGSEVELT STADUM. JERSEY CITY
ACH BOYS
0CO

AUG.25 AT7:30PM.__

'ROOSEVELT STADIUM, JERSEY CITY

AUG 31 AT 7:30 P.M.

ALLMAN BROTHERS
“RAND - o

—

Tickets Available at All Ticketron Outlets. For Info (212)644-4400.
Also at Capitol Theatre Box Office in Passaic, New Jersey (201)778-2888.
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SWEET DREAMS AND QUIET DESIRES

e BORDERLINE—
Repe T DRES s0a e 0 ; | Avalanche AV LAO16F (UA)

— i FM programmers must pick up on this
@ album of some of the freshest country

d folk tunes in years. A funky “Don’t
Know Where I’'m Going” and a haunting
“As Long As It’'s You And Me” high-
light a set of outstanding songs, super-
bly performed.

M. FROG

Bearsville BR 2140 (Warner Bros.)
Jean Yves Labat is M. Frog, the young
French synthesizer genius who has
advanced his instrument enormously
with this album. M. Frog has created
= |incredibly diverse sounds that are as
~|accessible and enjoyable as they are
" |strange and unique. Oddly funny
lyrics and melodies round out the fine
sounds and the results are both daring
and delightful.

Cash Box — April 7, 1973 Thanks (o1
* Donnds Whitted, Christapher Parker, Michael Reily, Paul Butterfield,
Ava Ia nChe Shlps Juhn Simon, Riek Danko, Nick Jameson, June Millington
[ = y
Borderline’ LP
HOLLYWOOD — Avalanche Rec-

ords, the disk arm of the United Ar-
tists Music Publishing Group, is now
shipping a debut LP entitled “Sweet
Dreams and Quiet Desires” by Bor-
derline. The group, consisting of
James Rooney and Jonathan and Da-
vid Gershen, is bhased in Woodstock, THAT'S ENOUGH FOR ME
N.Y., where the album was recorded g PETER YARROW—Warner Bros. 2730 (5.98)
gg”m‘?‘qbfu’(t“o Grossman’s  Bearsville : A " A musical smorgasbord that features songs
SR o 3 y recorded in England, New York and Ja-
Borderline's recording  sessions g . h lse?
were filled out by many major Wood- malca.(w ere e se?) a.nd tunes by Yarrow,
stock musicians, including John Si- Paul Simon, Jimmy Cliff and Paul Williams.
mon, Garth Hudson and Richard Much is reggae-tinged and best cuts are
Manuel from “The Band,” and Ben “Isn’t That So,” “Groundhog” and a beau-
Keiths. { & " H ”
Borderline is currently negotiating | 6631 single Mominguiites

RECORD WORLD ' SEPTEMBER 29, 1973

for a major North American person-
al appearance tour, to be announced GROUNDHOG Produced and wnitten by Paul Simon
in the near future. Special help — Robby Robertson, Levon Helm,
Garth Hudson

Before it was over we enlisted both Dick Handle (aka g:g:r’g ‘8;2’:’%&%"&?"‘% 28
Richard Manuel) and Campo Malaqua (aka Garth Hudson). Fora couple Recorded at A & R Studios. New York City
of my tunes I wanted to have twin fiddles. I got my friend Kenny Kosek Mouth Harp—Paul Butterfield
to come up from New York and, as along shot, called Vassar Clements, Recorded at Bearsville Sound Studio, New York
who I had met with John Hartford in Washington. To my surprise, Vas- Second Electric Guitar—Jimmy Johnson
sar said he’d come up, so he and Kenny played beautiful twin fiddles Recorded at Muscle Shoals Sound Studio, Alavama
on a country standard, “Good Woman’s Love,” and a Cajun version of ?A"’?’:"Agng:"qs'“d'o" Massachuselts
“Handsome Molly.”  was in heaven. Jon and I found ourselves sharing f i a0y

the producing chores during the overdubs and mixing, and we were
thrilled with the results. We called ourselves Borderline and the album

Sweet Dreams and Quiet Desires.
"In It for the Long Run: A Musical Odyssey" by Jim Rooney

A great new album. Ringo Starr
I8 back with some help from his
friends! John Lennon, Georye
Harrison, Paul McCartney,
Linda McCartney, Klaus Voor-
man, Billy Preston, Jim Keltner,
Marc Bolan, James Booker, Milt
IV. SUNSHINE LIFE FOR ME . Holland, Tom Scott, Nicky
(SAIL AWAY RAYMOND) ‘® - <, R Hopkins, Vini Poncia, Jimmy
(G. Harrison) > o'm: Calvert, Lon and Derrek Van
Drums and Percussion: Ringo Starr W 5 - g B, R 17y Eaton, Bobby Kéyes, Jack
Guitars: George Harrison, ? & Kt ¥ ik Nitzche, Robbie Robertson,
Robbie Robertson : ' A T = Levon Helm, Rick Danko, David
Mandolin: Levon Helm . s ; & | Bromberg, Garth Hudson, Harry
F“gifiilfgﬁiﬁ;‘e‘;‘;"v N & AR (ot Hilsson, Tom Hensley, Chuck
Accordian: Garth Hudson ‘ [ 3 Nga Wl \ Finley, Richard Perry,
Upright Bass: Klaus Voormann S | ‘
Banjo: Da Bromber, | : ! . : 3
Bncliing Voocals: George Harrison, & ¥ 2 AV!”G?’LOC::;Q‘I:;::'VOU"H.

Vini Poncia




EXCLUSIVE
REPORT
from

Loraine
Alterman

in New York

T STARTED
when Peter
Yarrow asked
his friend Paul
Simon if he
had any songs
he had not re-
corded with
Art Garfunkel.
No, Paul ans-
wered at first,
then yes, there
was one called
“ Groundhog " he
wrote around the
same time as
“ Bridge
Troubled Water.”
Artie had not
wished to sing it
and Peter was
welcome to it.

It ended up in
a super session
for Peter Yarrow
with Paul Simon
producing and
playing guitar,
Robbie Robertson
co-producing,
Levon Helm on
drums, Garth
Hudson on organ, David
Spinozza on guitar, David
Bromberg on mandolin and
Russell George (top session
man, formerly upright bass-
ist with Dizzy Gillespie)
on Fender bass. Paul Butter-
field will probably overdub
a harmonica part before
“ Groundhog " is pressed.

The door up at A&R
studios on seedy Seventh
Avenue said “ closed session.”
Melody Maker was the only
outsider allowed to watch.

The session the afternoon
before had been a bummer
according to both Peter and

Paul, so everyone  was
nervous. Even  superstars
make mistakes, fans.

Wearing a funky straw
cowboy hat complete with
rhinestone red, white and

blue American flag pin on the
crown, Peter zips from the
control room into the studio
helping Paul and Robbie work
out the intro for the tune.
Throughout the session,
Paul swept up his eyebrows,
contorted his face, waved his
arms and pushed his torso

into the beat — conveying
the sound and feeling he
wanted with his body as well
as his voice.

Time means nothing to a
perfectionist like Paul and for
over an hour ne went over
and over a few phrases just
to get the right sound. He
can't get the right ching out
of Levon's cymbals and Peter
borrows my key ring to tape
on the cymbals but that
doesn’t work.

“ Albert must have a bigger
key ring,” some yells out.

Peter's manager, Albert
Grossman, looking more like
Ben Franklin than old Ben
himself and sportinfl a short
fur jacket (could it have been
bear fur!), stopped by to
watch for a while with Rick
Danko.

Paul enters the control
room to confer with Peter.
Paul wants to change the
lyric from *living a hobo's

life” to “living the hobo’s
life.”” Paul looks at me and
laughs: “ That’s the trouble

with being from New York.
You put in too many d’s and
not enough t's or th's.”

PAUL SIMON/PETER YARROW/ROBBIE ROBERTSON

Meanwhile David Bromberg
is getting nervous. It's 9.30
pam. and he’s supposed to be
onstage with his band at
Gerde's Folk City in the
Village at 10:15.

“Tell them to hold off,”
says Paul. “Tell them we'll
all come down to play. We're
on top of it and should have
it in a half hour.”

At 9:40 Paul is ready to lay
down the rhythm track. With
an impish grin, he announces:
“ Watch this first take, it'll be
magic.”

It’s not. The cymbal doesn’t
sound sweet enough. While
they work on it, Peter asks
Paul if it feels good bouncing
ideas back and forth with

bie.

“Yeah,” replies Paul, “he
really knows his records.”
The day before Robbie had
just come in to watch, started
helping a little and
found himself an integral part
of the project.

During breaks, he and Paul
would talk about this bridge
or this riff on old records.
Paul told him he had tried to
buy up all the old Allan

soon .

Freed tapes from WINS radio,
but they had been destroyed.
Then there was talk of Phil
Spector and the way he
recorded 20 piece orchestras
in_mono.

By take 7, Robbie at the
control board tells Paul, who
is in the studio cueing Levon
on a lick: “It feels good in
here. The only thing is the
feeling that someone’s gonna
make a mistake at any
moment. We got rid of that.”

Take 8 — Robbie: * Paul
why don’t you sing to them
on that break. Otherwise the

feeling is getting ‘sloopy’
and nice.”
Paul finishes with Brom-

berg's mandolin part at 10:30
and lets him dash out. He
comes inside to listen to the
playback of the intro with
eter.

Paul listens and exclaims:
‘““ Sensational! They’ll never
figure out how we did that
time. That Bromberg — oh
that was terrific.”

Levon laughs: “He had to
be at the club at 10:30. That's
how he did it.”

“Play it again,” Paul tells
the engineer. “ Sensational.”

PHILIPS

v
Jmercury

When Paul Simon, The Band and Peter Yarrow
record together, there’s only cne word for it...

“Sounds like birds,” Garth
observes.

= Play 7, Peter says.
“There’s the intro.”
“Don’t lose that,” Paul

smiles. “That’s magic. Wait
until Roy Halee hears that.
He’ll know the gremlins are
at work."”

They listen again and Paul
and Robbie suddenly point at
each other gleefully. Robbie’s
nail cuts into Paul's finger
and blood oozes out of Paul's
knuckle.

Albert miraculously pro-
duces a tube of antiseptic
first aid cream. Nothing as
simple as that, of course,
early in the fall cured Paul's
injured thumb that made him
cancel his concert tour.

They listen to several of

the takes for the rhythm
track. In the control room
Peter, sometimes with Paul,

sings the words softly.
“It’s a forlorn tune,” Paul

notes. “There’s something
sad about it.”
Peter, Robbie and Paul

discuss whether take 13 or 19
sounds better. At one point,
Paul takes a break and invites
me into another studio to
hear one of his new songs
on a cassette. It's beautiful —
one of his best I think — very
pensive, melancholy.

Back in the other studio
Levon has to leave. It’s 12:30
and the parking lot closes at
1. He and his wife Libby,
who came in with Peter's
wife Mary Beth, have to get
back to Woodstock.

Paul is still searching for a
way to get a sizzle on the
cymbal and suggests making a
chain of paper clips. He tells
Levon he can go. Robbie will
work out that one cymbal
beat.

“It was really great meet-
ing you. I enjoyed this,” says
Levon to Paul.

So did I,” says Paul. As
David Spinozza pointed out to
me earlier, one of the joys of

doing sessions is working
with the greats. Members of a
band, no matter how big,

don’t often get the opportun-
ity to work with their peers.

Now Paul, getting a second
wind, wants to lay down his
guitar part but he needs a
high G string. Peter wishes
he had his 12 string with him
so he could give Paul the
string, but then figures out
that if he takes a light E
string and pushes it up he
can get the sound Paul wants.
Peter goes into the studio
with a new E and works it
out.

“We've got it,” says Paul
pleased with the tone now.

He goes into the control
room and sings the lyrics
along with Peter as they
listen to the playback. Paul
plays an imaginary sax where
he wants the horn part to
come in. It's too late to get
the vocal down, but everyone
is smiling. Garth’s remarkably
fluid organ playing is a
masterpiece.

At 1:30 in the morning it
sure sounds like Peter Yarrow
is going to have another hit
record.

I can't get the song or the
;ound out of my head the next
ay.




Is Everybody Wet?

Unreleased Capitol album, 1974
SMAS 11265 (LP)

8XW 11265 (8-track)

4XW 11265 (Cassette)

e

A

Test pressing dated January 18, 1974, sold on eBay in 2010.

RECORD WORLD NOVEMBER 17, 1973

B SHORT TAKES: Sources report that Bob Dylan
and the Band have been up to something at Village
Recorders here, though it’s not clear what. Re-
hearsals, probably . . .

IMMINENT PRODUCT: Paul McCartney’s next with Wings is “Band
on the Run.” It's due Nov. 26 . . . And in January, Capitol will be
releasing not only an album mixed down from those Watkins Glen
tapes of the Band, but also new ones from Skylark, Tavares, the Letter-
men, Kathy McDonald, Pat Williams and Leo Kottke. Plus Gangsters
of Love’s first . . .

Aog Angeles Times CALENDAR, SUNDAY, NOVEMBER 18, 1973

With "Moondog" released, the.Band turns its ata
tention to a'variety of other projects: a live Wat-
kins Glen album, the still ‘unfinished 'works' .al-
bum, some recording with Dylan and the tour that
begins Jan. 3 in Chicago.

FEBRUARY 9, 1974

...... The

Band has a single, the instrumental, ‘‘Third Man Theme’’ from

their recent Moondog Matinee album. Their Watkins Glen album is

due out soon, and in the future, a Dylan/Band lp live at Madison
Square Garden is expected ......

ER NO

@

Capdiol

STEREOD

TIME

RECORD & radio MIRROA |
NOVEMBER 17,
Speaking of The Band,
Robble Robertson, the
group’'s gultarist, |is
leurrently hard at work on
the West Coast mixing the
tapes of the Band's
performance at last
August's Watkins Glen
Music Festival for pos-
sible release as the
group’s next album. Their
current LP, Moondog
Matinee Is a compendium
of songs from the 50's and
early 60's which have been
influential to the group.

20 The Varsity Friday, February 15, 1974

A new album of original songs by The
Band should be released any day now.
The title will be, Is Everybody Wet.

Cash Box — March 2, 1974

. . . Capitol is readying the new
Band album release. It's to be called “Is Everybody Wet.”" . . .

22---RPM 13/4/74

ARTIST TITLE LABEL LP 8-TRACK CASSETTE
The Shadows Rockin’ With Curly Leads Capitol (F) ST 6408

Anne Murray A Love Song Capitol (F) ST 6409 8XT6409 4XT6409
Kathi McDonald Insane Asylum Capitol (F) ST 11224

Skylark Skylark 2 Capitol (F) ST 11256 8XT 11256

The Band Is Everybody Wet Capitol (F) SMAS 11265 8XW 11265 4XW 11265
Linda Ronstadt Different Drum Capitol (F) ST 11269

Tony Booth Happy Hour Capitol (F) ST 11270 8XT 11270

Buck Owens The Best Of Buck Owens, Vol. 5 Capitol (F) ST 11273 8XT 11273

Merle Haggard & the Strangers  If We Make It Through December Capitol (F) ST 11276 8XT 11276 4XT 11276

The playing time of the unreleased album is just 22 seconds longer than that of the infamous Live at Watkins Glen CD released in 1995.
It's very likely that the 1995 release is pretty much the same product that The Band prepared for release in 1974.



Live at Watkins Glen
Capitol, 1995

= LIVE AT - ¢

WATKINS GLEA

Back To Memphis |

2 Endless Highway (17 ke
1 Shall Be Released |6t Dyl |

Loving You Is Sweeter Than Ever |5 \Wonder/ 1) Hunter
Too Wet To Work | Garth Hudson |

Don't Ya Tell Henry |5 Dyian

The Rumor | R Robertson
Time To Kill | | & Robertson
9. Jam [ Thet

10. Up On Cripple Creek | 1R Robertsor
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®

Produced by THE BAND

Produced for reissue
by Wayne Watkins

COP 712438317422 5
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uajg supyEm I anr |

409

zzvies

1742-2

Back to Memphis 1973 studio recording with added crowd noises.
Original version later released as a bonus track on the “Moondog Matinee” CD in 2001.

Endless Highway 1972 studio recording with added crowd noises.
Original version later released as a bonus track on the “Moondog Matinee” CD in 2001.

I Shall Be Released  Academy of Music, December 30, 1971.
Later released as a bonus track on the “Rock of Ages” CD in 2001.

Loving You Is Sweeter Than Ever Academy of Music, December 29, 1971.
Later released as a bonus track on the “Rock of Ages” CD in 2001.

Too Wet to Work Watkins Glen, July 28, 1973.
Don't Ya Tell Henry  Woodstock, August 17, 1969.

The Rumor  Academy of Music, December 30, 1971.
Later released as a bonus track on the “Rock of Ages” CD in 2001.

Time To Kill Academy of Music, December 28, 1971.
Later released as a bonus track on the “Rock of Ages” CD in 2001.

Jam Watkins Glen, July 28, 1973

Up On Cripple Creek Academy of Music, December 30, 1971.
Later released as a bonus track on the “Rock of Ages” CD in 2001.

MEDIA INFORMATION

FOR IMMEDIATE RELEASE
FEBRUARY 20, 1995

CAPITOL DISCOVERS THE BAND'S LOST PERPORMANCE AT WATKINS GLEN

On July 2B, 1972 &t Watkins Glen in New York, The Baud plaved one
of the biggest ourdnor shows in the nlstory of rock, drawing nearly
400,000 fans. For the first time ever, Capitol Records will release
thia incredible live perZorwance which is titled The Band Live At
Watkins Glen, on April ¢ con both CD and cassette formats. Live At
Watkine Glen is rhe only know: recording of this spectacular svent
and it was recentiy discoversd in Lhe Capitol Recoxds vault waile
compiling material for the critically acclaimed box set of The
Band, Acrose The Great Divide.

Atter a Jong absencs from touring, The Bard returned to the stage
in 1973 for this now historic appearance at Watkins Glen, New York.,
The Band Live At Watkins Glen offcrs an incredibly powerful,
siripped down live performance from The Band. This spectacular
performance Includes staples such as their 1963 hit “Up On Cripple
Creek." "Back Ta Memphis," and "I Shall Be Released," = s=cng
performed by Richard Manuel ané co-written with Bob Dylan. The Banc
also bells out raw versions ¢f songs such as Bob Dylan's "Don't Ya
Tell Henry," Chuck Berry's "Back To Memphis" and the Four Teps'
1866 hit "Loving You Is Sweeter Than Ever." Live At Watkine Glen
ulso contains an amazing organ ecole by Garth Hudscon titled "Too Wet
To Work," formerly known as "Organ In The Rain." Carth Hudson began
Lo improvise - this incredible solo while a raingzorm bombarded
thousands of screaming fans. Hudson's solc in “Tco Wet To Work" is
aczented by reul clape of thunder all captured on this live
recording.

The Band Live At Watkins Glen is the only known live recording of
The Band's Wartkine Glen performance and is available for the Lirst
mime. 1t i8 the most complete version of this now legendary concert
averL ané the only documertation ot their victorious return Lo the
stacec.

L
+ Bio materials, photos and advanced cassetles available,

CONTACT: SUJATA MURTHY, Capitol Records (213} €71-5370

Caprio Records, Inc. = “T50X Vine Sorvet minchwmel Cobnome 3032 125X o PR Avomar f (2 Amecicss, S0 Feor, Now Yk XY R RS2 S @506

THE BAND-LIVE AT WATKINS GLEN

GARTH HUDSON LEVON HELM RICHARD MANUEL

BILLBOARD APRIL 8, 1995

THE BAND

Live At Watkins Glen

PRODUCERS: the Band

REISSUE PRODUCER: Wayne Watkins

Capitol 31742

One would think that the tapes from one
of the largest and most significant
concerts in history couldn’t possibly get
lost in a vault, but that’s exactly what
happened to the reels from the Band’s
landmark date at Watkins Glen.
Fortunately, the masters have been
unearthed and are now released as a 45-
minute live album, following a sneak
preview on the three-dise set “Across The
Great Divide.” Superbly mastered for CD
release, album includes touching versions
of such Band staples as “I Shall Be
Released” and “Up On Cripple Creek,”
covers like Chuck Berry’s “Back To
Memphis” and the Four Tops’ “Loving
You Is Sweeter Than Ever,” and Garth
Hudson’s midstorm organ improvisation
(titled “Too Wet To Work™). A rare find.




Fred Neil, Vince Martin,
and Bob Ingram will be the
featured performers at a pop
music concert May 26, at 8:30
pm. at the Coconut Grove
Playhouse, sponsored by the

World Dolphin Foundation to
benefit their Dolphin project.

All proceeds will be used to
support the work of the non-
profit Key Biscayne group,
which aims to create an alter-

| native to the traditional con-

Fort Lauderdale News and Sun-Sentinel, Saturday May 19, 1973

Concert To Benefit Dolphins

cept of zoos, by ‘“detraining”
and releasing into the bay dol-
phins which have been donat-
ed to the project.

Under the leadership of Dr.
Henry M. Truby, the Dolphin
Foundation is an active eco-

logy-oriented lobby, and pub-
lishes the scientific journal
“Voice of the Dolphin” and a
newsletter for members who
contribute $5 annual dues.

The price of tickets to the
concert, which will be a tax-
deductable contribution, will
range from $5.50 to $8.50 and
they will go on sale at the
Playhouse box office May "l

Thurs., May 31, 1973

THE MIAMI NEWS

Dolphin concert:
more next year?

By NICOLETTE HANDROS

Miami News Reporter

It was one of those special
(reats that comes around
only once a year - the annu
al benefit concert for the
World Dolphin Foundation.

But those folk music buffs
who attended  Saturday
night's show at the Coconut
Grove Playhouse probably
wish the foundation would
put out more entertainment
during the year.

Since all profits from
tickets go to the foundation
to save dolphins and the use
of the playhouse was donat-
ed, it was an evening well
justified.

Last year, Stephen Stills
with Manassas and John Se-
bastian headed the lineup
and quite a few audience
members last week were
hoping for an encore.

What they got, however,
turned out to be a more inti-
mate evening with some of
the country’s best folk
singers and musicians —
most of them culled from the

ROCK music

Jasmine and winding streets
of Coconut Grove,

First on the lineup was
Bob Ingram, who used to
play frequently at The Flick
coffeehouse here when it was
sfill open. With a gentle
touch, he sang a light num-
ber on alimony and some Se-
bastian compositions,

Following him was Jimmy
Buffett, another former Flick
performer who now calls Key
West home, Buffett, who ad-
mits himself that he does
more talking than singing,
has a ‘touch for standup
comedy and satirical songs.

Some of Buffett's songs
Saturday night were “My
Head Hurts, My Feet Stink
and I Don't Love Jesus,”
“They Don't Dance Like Car-
men No More” and “Who's
Gonna Steal the Peanut
Butter?,"”
nisces the college days of
shoplifting to survive.

Next came Vince Martin, a
Grove resident for 13 years,
who led his set with “Givers
and Takers” the most

dynamic selection on his |
just-released album, “Vince
Martin.” (Capitol)

He was followed by Eric
Andersen and then Rick
Danko, from The Band, who
played some nice acoustic
guitar and piano. He even

sang an old Band tune, |

“When You Awake."”

Last in the four hours of

folk music was Fred Neil and
we guess everybody knows
he wrote “Everybody's Tal-
kin"" and “The Dolphins.”

The final touch came when
all the musicians came on
stage for a last number — a
fine ending to a wonderful
evening

. %

Here's betting the audience
will be the show Friday night
at Miami Beach Auditorium
when bizarro-rock musician
Lou Reed appears in concert
The bill also includes Wet

Willie and Marshall Tucker.

a tune that remi- |

Rick Danko, Eric Andersen & Fred Neil

Doug Sahm finished his gig at Max’s Rick Danko and Danny
O’Keefe were among those joining him on stage.

RECORD WORLD MARCH 3, 1973
Before

the village VOICE, February 8, 1973

appearing with

Feb.14-19

Doug Sahm’s new .

z and Tapes.

Dav1d Bromberg
Maxs Kansas Clty

albumis on Atlantic Records

Doug Sahm/Sir Douglas Qumtet
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In Mwndog Matinee (Cap-
itol’ SW " 11214); the title
‘taken from Alan " Freed's
legendary radio shows, The
Band performs material most-
ly from the late fifties, the
years when they began their
professional careers, Starting
out as the Hawks, they at-
tained prominence as -Bob
Dylan’s backing band in the
mid-sixties before becoming

a big name in their own right.
Exciting news now is that
The Band and Dylan are re-
uniting for a'two-month tour
“handled by Bill Graham; in
New York they will be doing
two shows on Jan. 30th at

Madison Square Garden and-

two at Nassau Coliseum on
Jan, 28th and 29th, Further-
more, this historic reunion
will -feature new -songs by
both Dylan and The Band and
will probably be recorded
live.

THE NEW YORK TIMES, SUNDAY, NOVEMBER 11, 1973

Until then, “Moondog Mat-
inee” reminds us what superb
musicians Robbie Robertson,
Levon - Helin, --Rick - Danko,
Richard 'Manuel and Garth
Hudson are. Although I'm not
familiar with the originals of
most_of these*songs — and
even .an oldies buff I know
didn’t recognize a few — it's
obvious that The Band has
recorded them in their own
style rather than. trying to
imitate anyone else. The full-
ness of sound, the tightness

of the arrangements, the in-

terplay of the instruments all

speak of The Band, not those
early, essentially. thin ‘and
monotonous ‘Tock: n' 101l .re-
cordings.

In the vocals theres no
attempt fo miric the original
singer ‘and one of the high
points of this album:is Rick
Danko’s - sensitive and ‘'mov-
ing reridition of Sam Cdoke's
“A Change Is Gonna Come”
—a real tribute to Cookes
spirit,

The Band had the good
taste to pick-out songs that
lend themselves to fresh: in-
terpretation. They give'a nice
mellow sound to Alan “Tous-
saint’s “Holy Cow,” original-
ly- recorded by Lee Dorsey,
and pull out all stops on Fats
Domino’s “I'm Ready” com-
plete “with hoarsely wailing
sax"-and ‘Domino-style’ piano
energy. My favorite cut has
to “be ‘their version of the
Leiber ‘and Stoller ' “Saved”
which' LaVerne Baker cut

. shouting out

first. With Richard Manuel
“I used to
smoke, drink and dance the
hoochie koo,” the band’s ar-
rangement is. so dynamic that
it not only underlines the hu-
mor inherent in Leiber and
Stoller but also reminds us
‘just what a great team those
two are,

The lyrics. of these songs
don't claim to make profound
statements, but it is the mu<
sic that matters in any: case.
The ‘Band; remains ' true to.
Domino’s lyric, “I'm ready,
I'm willing and I'm able to
rock /n’.r6ll" all night” They.
communjcate just-that with a
real . sense: cof - joy. in, their
playing and 5o bring that ma-
terial to life once again. "

Australian

record club release

"Capitol g3 Canaca

SUNDAY HERALD ADVERTISER,
NOVEMBER 18,°1973

January 26, 1974

Albums of the Year

Returns are by no means all in
yet, but the nation's music press-
people have been very busy rooting
around in their memory banks and
calibrating love affairs and finally
presenting their top 33's for '73.

An extraordinary number of
them have been delightful reading
for Capitol plumpers.

The Band: Moondog Matinee was
“Record Of The Year" in the To-
ronto Citizen, and *'probably the
best rock album to come out this
year" in the Kitchener-Waterloo
Record, and "an incredible ex-
tended high'" in the Toronto Star.

Pink Floyd: Dark Side Of The
Moon was “‘Album Of The Year" in
the Montreal Gazette, where critic
Bill Mann summed up, “This is the
one record |'ve found all year that
you can play from beginning to end
without hesitation—a concept al-
bum that works and one of the
most complete and accessible LP's
of the decade."

Ringo was singled out for rare
praise by the Montreal Star’s jazz-
oriented Juan Rodriguez in his
wrap-up of the year's best nine:
“'The best 'Beatle album’ in five or

six years. Lavishly produced, but
the subliminal values of ‘pop’ are
brilliantly illustrated. Hooray for
Ringo!" His nominations for Tenth
Place included Moondog Matinee
and The Harder They Come—the
latter of which also won a Best Al-
bum Of The Year award from Roli-
ing Stone.

One of the other five winners was
Paul McCartney: Band On The Run.
And in case you didn't see it, their
New Country Artist Of The Year was
Hank Wilson, and among the four
top new artists was The Wailers.

John Lennon: Mind Games was
the pick of at least the Christmas re-
leases by lain MacLeod, the Cana-
dian Press correspondent who is
currently working on setting up a
regular record-review column. As he
put it, “The second side especially
of Mind Games is absolutely mind-
blasting. Lennon is nitty-gritty with
genius.”

Mind Games, the single, was one
of the top five of the year in the
Beetle Magazine Reader's Poll, a
list which was topped by Grand
Funk: We're An American Band.

THE "BAND: have - failed,
once aguin tto come out" wuh ]
an album of new m; 3
but they have succeeded, with |
MOONDOG MATINEE (C_apx.-v
tol SW11214), in reviving a
host of slightly ubscure gulden
oldies. 5

.“The Greét % Pl_'etendef.'_’-
“I'm - Ready,” Sam:- Cook’s:
:beautiful “A Change Is ‘Gon-’

ha Come,”. ‘Allan” Toussaint’s

‘buffoonish . “Holy’ “Cow™ and a
unique version, of "Mystegy
Train”. are served.up by.the
Band with. a; blend of humor,
urgent.vocals and tight instru-
mental work.

“Each cut on'the'lp ig- excel-
lent ‘and singular; and, some:
how, the album ‘& whole
sounds ‘like ‘an” original' Band
Ip. Any group whxch can make/|
an album’ full "of the mater-
fal of other people sound "like
its own must be special, and
MOONDOG MATINEE is.sure-
1y one of the most speclal et-
forts of the year. :

as

IMOors:
the label . ..

The Band to be leaving Capitol.

Cash Box — November 10, 1973
“Moondog Matinee’ to be

The Band May Strike Large Chord With Moondog Matinee

By Al Rudis
(C) 1973, Chicaga Sun-Times

" “I's been a long time
comin’, but I know a changes
h nna come,” sang .Sam

e in 1065, and The Band

llngl it with as much feeling
on their new album, Moondo
):mlneo (Capital records a!

apes), -

lt has been a lon,
coming for The Band,
been messed up by mneu md
wuud on other things In the

of years,

:::«god was something to

get Q.ho inertla out, and this
;lol:\'xm'mm to tlnqavo bom:; the
lect answer, Now are
barked on a historle
tour with Bob Dylan,
supposedly there is an al-
bum o! original material re-
corded with Dylan on the w.
As Laverne Baker sang
190! and The Band llny now;
“I'm saved|"

' Although Moondog Matinee
‘is all o es,lthunothln(tn
common with the deadly dull
excesses of Fiftleslam that

ﬂmo

are glvlna nostalgla a bad -

The band proves that
muuva things can still be
done with nostalgla, It just
takes talent and imagination,

Let's start out by vxetptln”

s pure, p r, appar-
tossed on a whim,
Somethi ¢t have been
done with this famous movle:
theme

"As a result, this venlonh
merely, a pleasant melody;
with dropped notes and every-

thlnzwmd!mnrtohhlbod

ing this number, which
doeln belong to . the ‘same
world ‘as the oldies anyway,
there's not much to find fault

with. There's the fitting title, -
from Rock 'n’ i

loned Caplitol 1abel in the  Cen-
ter of the record, And there's .

'*‘tom Ange!s) “The Great

Jumbla records and tapes),
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m BAND has always been my favorite
group. What I mean is that they’ve always
been the most fun for me to sit in with. Oh,
I";don't play any instrument. I can’t even carry a
ane. For me, sitting in means to pull a chair right
into the middle where they’re playing, and then sit

on it and listen. That’s at rehearsals or in
the studio, of course. At concerts, when I sit in,
it’s behind the amps.

I hate to think of how grotesque I must look
when I sit in, dancing in my chair, tapping my
feet, nodding my head, bouncing on my bottom,
snapping my fingers, slapping my thighs, clapping
my hands and sometimes even shimmying. That’s
all right. I often imagine myself as some kind of

re -looking Toulouse-Lautrec, a cripple because
I can’t play music, allowed into the company of
all these glamorous people on the strength of my
ability to draw pictures of them. You've got to

8 pretty heavy musician to be able to sit
with The Band. Think of how heavy you've got
ta be if you're not even a musician.

@ﬁ Something to Band

?l'm pretty good when I sit in. If memory serves
me well, Bob Dylan once compared me as a folksinger
to General deGaulle, Well, maybe that’s stretching
a point. Actually, my playing is much better than
my singing when I'm sitting in, and I think I really

dd something to a band. 1 always thought I added

mething to The Band. I always felt an acceptance

then I was sitting in, a psychic kinship, a share
that secret ability to communicate that is so
cessary for a band of musicians to perform magic
for an audience, the ability to read one another’s
minds, to know exactly who is going to do what
next. The Band has been playing together some dozen
years now. There’s not much need for talk.

- On the stage at Watkins Glen, before 600,000
people, Bill Graham kissed his fingertips, describing
the performance in terms of how great can be even
greater than great; I was sitting in with them then,
too, behind the amplifiers, when the rain came, forcing
Robbie Robertson and Rick Danko from the lip of
the stage, where they could have been electrocuted
by all that water hitting their instruments. They
petreated to the rear, teneath the canopy, along
with Levon Helm, whose drums had to be covered
with plastic, and Richard Manuel, who was getting
drenched at the piano.

Only organist Garth Hudson, stationed far enough
back to be sheltered by the canopy, stayed at his
keyboards, doodling during the 20 minutes or so
that the downpour lasted. He was just amusing him-

1f, but he was also, even if only incidentally, keep-
gg the 600,000 plugged in. Suddenly an idea struck
me and I rushed up to Robbie. Look, I said, let
rth keep on playing for as long as it rains, and
hen the rest of you go onstage and break into
“Chest Fever.” It would be sensational, I said. Garth
:I:uys does a long organ prelude to “Chest Fever”
and this would make it seem as if there had been
a0 interruption at all.
. Robbie is usually deep in concentration when The
&yd plays. He looked at me abstractly with a faint
le of recognition and maybe even a little disdain
nd asked me for a cigaret. I thought my idea

d been shot down. Then the rain let up. Garth

dn’t let up, though; he had played right through
and, sure enough, when the rest of The Band went

k onstage, he built the organ to a crescendo

d The Band broke into “Chest Fever.” The 600,000

nt wild. It was a thrilling moment. The Band

s given me a lot of thrilling moments. But the
point is that The Band had done it without straining.

Robbie didn’t even mention the idea to the others.
There had been no need to. There had been no
need for me to mention the idea to him. When

he Band: An Outsider's Insights

I went to Watkins Glen, I hadn’t sat in with The
Band for a long time.

I've known them for years. Known them, followed
them, respected them, even loved them, and called
them friends. Like me, they’re Dylanites. What's so
attractive about them to me? Their ability to survive,

perhaps, to survive and stay civilized. To have
survived the decadence of the drug years intact
as a band and as human beings, still sensitive to
uncompromising styles of reason, fairness and sinceri-
ty, in their music and in their lives. There is dignity
to them, dignity to their taste and their music.

Mistaken for Wild Man

Sure, people sometimes mistake Rick for a wild
man, but that’s because they're the kind who like
to keep their effervescence corked, afraid that they
don’t have enough to waste. Did you know that Rick
grew up listening to country music on a wind-up
Victrola? They didn’t get any electricity where he
lived until he was 10. Once he told me that his
father was a woodcutter. When I put it in print,
he got mad because I didn't say his father was
a country musician, too. And then there was one
checkers game I'm sure he’ll never forgive me for.
I guess I beat him so savagely to get even for
his not having told me that his father was a country
musician in the first place.

And sure, Richard drinks a lot. Maybe it comes
from the colorful nuttiness and artistic pride that
runs in his veins.

His father was an automobile mechanic in one
garage for 30 years. Drunk or sober, Richard always
has a smile for you. I remember visiting him one
Sunday in his room at the Chelsea Hotel. He hadn’t
been out for days and he was reading a book on
hypnosis. It was 1966, after Bob Dylan’s motorcycle
accident, and just about everybody I knew was all
freaked out, spooked by some mystic onslaught that
had caught all of us in its grip of weirdness. As
for me, I kept imagining I was dodging God’s thun-
derbolts. The sinners were being weeded out.

I got Richard out into the fresh air that day.
It was good to have a friend in that cold, bleak,
hostile city, good for him, good for me. We took
a walk in Riverside Park, through the brittle fall
leaves, spiritually hanging on to each other like
two frightened babes in the unknown of a new dimen-
sion that had been revealed to us. As I say, those
were weird, mystie days in 1966, It was as if everyone
had been given a piece of some vast common vision
and nobody wanted to crack about it. And yet every-
thing seemed connected. You'd find yourself thinking

Amid the brittle
f?lll l'::vos. spiritu-
ally hanging on to
each 4 ?ih
frightened babes,
The Band and a
sense of psychic
kinship.

a violent thought and a piece of plaster would fall
from the ceiling. I remember once we walked into
the vestibule of Robbie’s apartment in Greenwich
Village and the overhead light bulb suddenly dimmed.
R}:)bbie laughed, looked around and said, “Who did
that?”

It’s to Robbie I owe the biggest debt. He helped
carry me through those months, helped save me
from drowning in my own paranoia by letting me
hang on to the buoyancy of his kind and gentle
friendship. I had just gone broke in my first flin;
at the music business and I was totally moone
out. I remember once we went to a party at David
Blue’s apartment, me, Robbie, Richard and Rick. At
one point, I remember slipping off the edge, losing
my grip, falling into the abyss. Robbie caught me.
Somehow, intuitively, he noticed T was in trouble,
turned to me, smiled and drew me into the conver-
sation he was having with a few other people. It
was reassuring to me to think that someone like
Robbie would take such an interest in a total failure
like me. I remember when I first met him, in a
rehearsal hall in midtown Manhattan, where he was
practicing with Bob’s first electric pickup band, prac-
ticing for Bob’s Forest Hills Stadium concert, the
one where folk-rock was born in New York.

Tasteful Electric Guitar Player

From that very first time, I thought Robbie was
the most tasteful electric guitar player I'd ever heard.
I was too much in awe of him to do more than
mumble a few words, and he was too shy to say
much. He had been brought to Bob’s attention by
a secretary in Albert Grossman’s office named Mary
Martin. She has come up quite a bit in the musie
business since them. She had heard Bob was looking
for an electric group to play behind him in the
concert halls and she recommended the Hawks, a
group that used to play behind Ronnie Hawkins,

There’s a tion, I ppose, between then
and now, too. The Hawks were working a road
house in Somers Point, N.J.,, when Bob first asked
if they’d like to play the Hollywood Bowl with
him. Now Bob and the Band are going out on tour
together again and The Band has just released
this album called “Moondog Matinees.” You might
find the songs strangely familiar. They’re just a
bunch of songs you might have heard in any juke
joint a few years back. As a matter of fact, they're
the same bunch of songs The Band was playing
when Bob found them in Somers Point.
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ROBERT HILBURN

Dylan, Band Will Go on Tour

Ready for a bombshell?

Bob Dylan is going to tour again. With The
Band.

A source close to Dylan confirmed Friday that
Dylan, the most important songwriter of the rock
era, and The Band, America's most acclaimed rock
group, will start the tour Jan. 3 in Chicago and end
it Feb. 14 in Los Angeles. It will be Dylan's first
tour since his near tragic motorcycle accident in
1966.

For Dylan's fans, the news ends months, even
years of speculation over whether the man whose
songs reshaped rock music and established him as
the spokesman for a generation would ever tour
again or simply, as some had predicted, move into
from pop music into films or other creative areas,

The significant thing about the tour is that it
fsn't just a modest, one or two city project. In-
stead, it includes 38 concerts, a sign, perhaps, that
Dvlan plans to remain actively involved in music,
There'll be three concerts at the Inglewood For-
um, one on Feb, 13 and two on Feb. 14.

There'll be three concerts at the Inglewood For-
um, one on Feb, 13 and two on Feb. 14. Other Cali-
fornia dates are Feh, 11 at the Oakland Coliseum
(two shows) and Feb. 12 at the San Diego Sports
Arena. Ticket information is expected within
three weeks. An estimated 600,000 persons will be
able to see the tour with a potential gross of up-
wards of $4 million.

Here is the rest of the tour schedule: Chicago
(Jan. 3-4), Philadelphia (6-7), Toronto (9-10), Otta-
wa (11), Montreal (12), Boston (14—two shows),
Washington (15-16), Charlotte (17), Miami (19),
Atlanta (21-22), Memphis (23), Ft. Worth (25),
Houston (26—two shows), New York's Nassau Col-
fseum (28-30), New York City (30—two shows),
University of Dayton (Feb. 1), Notre Dame Uni-
versity (2), University of Indiana (3), St. Louis (4
—two shows), Denver (6—two shows) and Seattle
(9—two shows).

The tour planning began two months ago when
Bill Graham, rock's premiere concert producer,
was contacted by David Geffen with word that Dy-
lan and The Band wanted to tour. In the rumor-
filled, gossip-happy record industry, it is amazing
that Geffen and Graham were able to keep the tour
a secret during the weeks of formulation.

In view of Dylan's desire to keep the tour as "low
key" as possible, both Geffen and Graham were re-
luctant to comment on such matters as Dylan's
motivation for touring now or what it suggests
about his future. "All I think we should say now is
that Bob wants to go out and play music and the
time seemed right," Geffen said Friday. "I'm as ex-
cited as anyone else about being able to see him
again."

Rather than simply an exercise in nostalgia, the
tour looms as one of the most exciting musical
events in years. Dylan's songs remain a vital part
of today's contemporary music scene and his vo-
cals, as he showed in the Concert for Bangladesh,
are vigorous and engaging. The backing of The
Band will add an extra dimension.

Since the accident, Dylan has made numerous
recordings (his "Knockin' on Heaven's Door" is a
current top-10 single), but few concert appear-
ances. The latter include England's Isle of Wight
Festival in 1969, an unannounced appearance with
The Band in New York in 1972 and the Concert for
Bangladesh in Madison Square Garden 1971,

Though The Band first gained national attention
as the "backup" group for Dylan, it has since

Bob Dylan and Band will play L.A. Feb. 13-14,

® Wirephoto

established itself, through such songs as "The
Night They Drove Old Dixie Down" and "The
Weight," as a major force of its own. The Band ap-
peared at Watkins Glen, but this will be its first
tour in more than two vears. A Band tour alone
is a major event, but with Dylan it is a dream
package.
*

WHO TICKETS STILL AVAILABLE—Until
the Dylan news, the biggest surprise around town
this week was that tickets are still available for
The Who's Nov. 22-23 concerts at the Inglewood
Forum, In fact, a spokesman for the Forum said
Friday that some 8,000 tickets were still available
for a show that had been predicted for weeks as an
"instant sellout."

The reason the tickets remain, most sources
agree, isn't because of any decline in the populari-
ty of the English rock band, but due to a combina-
tion of factors, the largest of which seems to be the
assumption by many that the demand for tickets—
in view of rapid sellouts by the Rolling Stones and
Jethro Tull—would be so great that it was virtual-
ly hopeless to try for tickets.

To avoid charges of favoritism in handling of
tickets, the plan was to put all 37,000 tickets on
sale at one time (10 a.m. last Saturday) at the For-
um box office and Ticketron outlets, Before tickets
went on sale, however, Ticketron, perhaps recall-
ing the rush and confusion resulting when Rolling
Stones tickets went on sale in 1972, decided not to
handle the Who tickets. This directed all the ticket
attention on the Forum box office, where fans he-
gan lining up days before tickets went on sale,

From the mammoth jam at the Forum—some
14,000 persons—last Saturday when tickets went
on sale, it must have seemed impossible to some
late arrivals that they could still get tickets, There
were radio and television reports that it was a sell-
out. In fact, only 24,000 tickets were sold Saturday,

To reach persons in outlying areas, the remain-
ing tickets will go on sale today at Ticketron,
Liberty and Mutual outlets throughout Southern
California as well as the Forum, The initial crush
for tickets is over and the ticket chains now feel
the requests can be handled without interfering
with the orderly operation of the stores.

Sat., Nov. 3, 1973=Part I
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MAIL BARRAGE—Inglewood Forum general manager Jim Appell, right,
and employes tackle some of the 150,000 ticket orders received for the
Feb. 13-14 Dylan concerts, part of a 21-city tour that's sold out nationwide:

Times photo by Mavianna Diamos

ROBERT HILBURN

Dylan Tour: 6 Million Orders

There's a "new" Bob Dylan album
on its way to the stores today, but
it consists of nine songs recorded
around the time of "Self Portrait"
in 1969 and is apparently being re-
leased without Dylan's blessing.

Thus, the real news is that Dylan
has recorded a new album in Los
Angeles with the Band and that it
fs expected to be available hy the
time Dylan begins his 21-city tour
Jan. 3 in Chicago. The album, fea-
turing 10 new Dylan songs, will be
released on Dylan's own lahel—to
be called Ashes and Sand—and dis-
tributed by David Geffen's Elektra-
Asylum ‘label,

But perhaps the most staggering
single note yet on the whole Dylan
reemergence is the estimate from
San Francisco concert producer
Bill Graham that 6 million ticket
orders have been received for the
Dylan tour. That's one ticket for
every 35 persons in the United
States, At an average of say $8 per
ticket, that's $48 million in orders.
And the estimate may be conserva-
tive.

*

When it became obvious Tuesday
that the mail orders already on
hand far exceeded the available
tickets in each of the cities, most of
the arenas involved simply refused
to accept any more orders, bagfulls
of which were still arriving in some
locations. Thus, thousands of or-
ders were never counted in Gra-
ham's estimate. In New York City
alone, 1.2 million orders were re-
ceived before the arenas stopped
accepting new ones.

Since there are only approxi-
mately 600,000 seats available for
the 40 concerts on the tour, Dylan
and the Band could have done 10
times as many shows and still sold
out—a striking example of Dylan's
continued impact on the contem-
porary music and social scene,

An interesting sidelight in the
ticket scramble occurred in Mon-
treal, the only city in which tickets
were sold at the box office. By the
time the box office opened, the line
was four abreast for three blocks.
And most of those in line were 16

to 20 years old—a point that under-
cuts the argument that Dylan's re-
cent recordings have caused him to
lose touch with the young.

An estimated 150,000 orders were
received for 56,000 available seats
for the three concerts Feb. 13 and
14 at the Inglewood Forum, accord-
ing to Jim Appell, Forum general
manager, The orders are now being
processed, but tickets won't be
mailed until early January. There
apparently won't he any concerts
added to the schedule.

Because of the impact of the tour
and the fact it is the first time Dylan
has recorded a full album with the
Dand, his new Ashes and Sand al-
bum will quite likely be his bigzest i
saller ever. A live concert album is
al:n, obviously, a possibility.

The Columbia album meanwhile,
is mled simply"Dylan" and fea-
tures him singing such songs as
Jerry Jeff Walker's "Mr. Bojan-
gle,” Joni Mitchell's "Big Yellow
Taxi," Peter LaFarge's "The Ballad
of Ira Hayes" and two tunes gener-
ally associated with Elvis Presley,
"Can't Help Falling in Love" and
"A Fool Such as I1."

Though Dylan is no longer affili-
ated with Columbia and reportedly
never intended to have these rec-
ordings released, Columbia still
owns the right to whatever materi-
al Dylan recorded while under con-
tract to the label. Yes, a Columbia
spokesman in New York said Fri-
day, there are other tapes in the
can. The new Dylan material, how-
ever, will be on Ashes and Sand.

*

CLUBS/CONCERTS: David
Crosby and Graham Nash will be at
the Anaheim Convention Center to-
night at 7:30 and at the Dorothy
Chandler Pavilion of the Music
Center Monday night at 9. . . Paul
Butterfield's Better Days and Elvin
Bishop will be at the Santa Monica
Civic Auditorium tonight at 8 . . .
Helen Reddy and Danny O'Keefe
will be at the Dorothy Chandler Pa-
vilion Tuesday, while Jo Jo Gunne,
Frampton's Camel and Grin will be
at the Long Beach Auditorium
Wednesday.

BOB DYLAN/THE BAND

APPEARING AT
CHICAGO STADIUM
THURSDAY & FRIDAY, JANUARY 3-4, 8 P.M,
TICKET PRICES $9.50. $8.50, $7.50
TICKETS BY MAR ORDER OLY! AW 70 “HOX LUWCH".... ICKETS a1 $.. m.mm«

CHICAGO STADIUM CORPORATION
150 %, MADISON, CHICAGO), KUMOI 80815 -

checksnat womied Doretnal
o mmm/w
a0 20l ouL Pleace indicate your lelephona numba:

BOB DYLAN/THE BAND

Appearing Al:
Tarrant County Convention Center Arena

Friday, January 25, 8:
Ticket Prices $8.50.47.50, 86 rys mgwwm'll
Tmusbymnlerdoronlylo-(l-mn4p« Box Lunch (ticket price)

Only
Indicote -miop-oh-mndu requesting. Enclose self-oddressed stom -mlw.
b your poym o Arusemant Ticket Service (D6 ot mei o
i mnkd.n-um-m
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A lack of enthusiasm has kept the Band from touring, but the upcoming tour with Bob Dylan is being looked on by the group with excitement. The tour will begin Jan, 3 in Chicago.

e —

The Band: Hitting the Road in High Spirits

® If the excitement and creativity level of rock 'n'
roll could be charted on a day-by-day basis the way
the stock market measures financial transactions,
the entries for the first 10 months of this year
would, I'm afraid, show a definite tailspin.

In fact, only the herculean efforts of a few key
artists, such as David Bowie and the Allman Broth-
ers, have kept rock from going into a total collapse
similar to the pre-Beatles, early 1960s.

It's not that we haven't had a lot of product. In-
deed, everyone seems to have either just released
an album or gone into the studio to record one. But
the results, for the most part, have been décidedly
uneventful. Most of the old standbys seem to be
simply repeating themselves, while the great new
hope still hasn't raised his/her head.

Because of the generally depressed state of rock

BY ROBERT HILBURN

this year, the surge in the music's stock on our alle-
gorical chart was all the more dramatic this month
when Bob Dylan, the most important songwriter of
the rock era, announced he is going on tour for the
first time in eight years.

The stock surged again when it was announced
Dylan would be joined on the tour by the Band,
whose new "Moondog Matinee" album (Capitol SW
11214) firmly reestablishes it, after nearly two
years of relative inactivity, as America's foremost
rock group.

The Dylan/Band tour shapes up as the most im-
portant musical event of this still young decade.
Not even the Rolling Stones' extravaganza in 1972
carried as much multilevel excitement and poten-
tial,

The surprising news of the tour was less than 24

hours old as the Band's Robbie Robertson relaxed in
the den of his rented beachfront home, He had been
through a strenuous 13-hour rehearsal the day
before, but his enthusiasm about the tour forced back
any hint of tiredness as he talked about the new
Band album, the reasons for the group's recent low
public profile and, of course, that upcoming tour.

"Everyone felt in the right mood to do it and it's
great. We're thrilled; as excited about it as little kids
and that's what touring should be. We thought about
just doing a few cities. That's how it started out. But
as we went.along, we got more and more courage
and it just grew."

It was lack of enthusiasm for touring that kept
the. Band off the concert stage from the recording
of its live "Rock of Ages" album in December of

Please Turn to Page 62



Rock 'n’ Roll

Hitting Road in High Spirits

Continued from First Page
1971 to Watkins Glen last July. "Rock of Ages"
featured the songs the Band had used on records and
in concert the previous four years. They had some
new songs that didn't fit into the type of albums they
had been recording and they felt in late 1971 it was
time to move on musically. "Rock of Ages" was con-
sidered a good way to end the earlier—"Music From
Big Pink" to "Cahoots" albums—phase of the group's

career.

Despite the enormous success of "Rock of Ages"

(it spent six months on the national sales chart and
was hailed by Rolling Stone and other rock publi-
cations as the live album of the year), the Band
didn't give in to the urgings that it resume touring.

*To go back on the road at that point just seemed
like spinning our wheels," Robertson says now. "It
seemed like such an unartistic move. To my mind,
we had already been to those cities and halls. The
ider is not to repeat yourself, but to keep moving.
You've got to be dying to go on the road or it's
stale, meaningless. You've got to really be up for it,
which is the case now.

“Everybody had fergotten about the possibility of
Bob Dyland and The Band ever playing together
again. For a long time, everybody expected us to do
it and we never did. So, now we do it and it catches
everybody off guard. That really makes it interest-
ing from our side of it and you have to be interest-
ed or it isn't any good.

For the rest of us, the tour is appealing because

.Dylan's songs remain a vital part of today's con-
temporary music scene and his vocals, as he
showed in the Concert for Bangladesh, bring out
the impact of his songs better than anyone. He
will also have several new songs. The backing.
of the Band will add an extra dimension.

Though the Band first gained national attention
as the "backup" group for Dylan, it has since clear-
ly established itself, through such songs as "The
Night They Drove Old Dixie Down" and "The
Weight," as a major force in contemporary music.

Conceptual Insights

There is more intelligence, precision and overall
design in the Band's music than in any of its rock
competitors. Both vocally and instrumentally, the
quintet has the technical skills and conceptual in-
sights to tailor its music to bring out the maximum
flavor of a song. g
" In Robertson, the Band has one of rock's finest
writers. His songs reflect a sense of timeliness and
history in the lyrics that give them a ring of authen-
ticity and truth. Robertson, whose themes range
from humor to social comment, writes about the
human condition, something never out of style.

While the Band's basic lineup features Robert-
son on lead guitar, Rick Danko on bass/vocals, Le-
von Helm on drums/vocals, Garth Hudson on or-
gan and Richard Manuel on piano/vocals, it can al-
ter that setup to bring out the shading of a particu-

T Song.

It isn't unusual, for instance, for the Band to shift
the lead vocal three times (from, say, Helm to Danko
to Manuel) within the same verse to give the right
emphasis to the lyrics. Similarly, the Band often re-
arranges itself instrumentally (with Helm moving to
mandolin, Hudson to piano, Manuel to drums, for in-
stance) to provide the right texture. .

This teamwork and craftsmanship i the result of
more than a dozen years of playing together. The
Band's members (except for Arkansas-born Helm,
all are natives of Canada) met through Ronnie
Hawkins, the rockabilly singer who moved from;
Arkansas to Canada in 1960.. Robertson was 16
when he joined Hawkins' backup band, the Hawks.
Helm was already in the Hawks. The others joined
within a few months, 2

In 1961, the Hawks left Hawkins to pursue some
more adventurous musical paths. Until they joined
Dylan in 1965, they played clubs in the Southern
States and in Canada. Their repertoire consisted
chiefly of rockabilly, blues, rock and rhythm &
blues—including the songs featured on the
*Moondog Matinee® album. .

They did a world tour with Dylan frf 1965 and,
caught in the controversy over whether Dylan
should move from a soft acoustic style to the new

rock style, were booed in almost every concert by
the folk purists. After Dylan's near-fatal motorcy-
cle accident in 1966, he moved to Woodstock, N.Y.,
to recuperate. The Band followed. .

By 1968, the ex-Hawks signed with Capitol Rec~
ords ‘and produced the highly influential "Music
From Big Pink" album. It was named album of the
year by Rolling Stone. The second album, titled
simply "The Band,' was hailed by some as the
finest American rock album ever made. The other
albums—"Stage Fright," "Cahoots" and-"Rock of
Ages"—where also consensus choices on annual top-
10lists. . . g

o'A(tter "Rock of Ages," the group considered sonie
soundtrack offers. "People have often associated our
music with pictures and I've been dying to do a film
score, but we just couldn't find one that excited us
enough. When you do a film score, you're really
going on somebody else's trip. To make you want to
do that, it's really got to be interesting or you'd rather
go on your own trip." ¥

So, the Band returned to the recording studio and
began work on an album of original songs. "We
were 60% through the album when we realized it.
was going to take more time than we had planned,"
Robertson said. "It was our most sophisticated
musical move, more like a 'works' than just a bunch
of songs.

“"I've been heavily into Krzysztof Penderecki.
He's a classical writer who really haunts me. He's
like the Ingmar Bergman of music. And that's
where I'm at. I totally relate to those two people.
His influence on the new album (the 'works' al-
bum) may be totally unrecognizable, but he's what
I've listened to to get where I now am musically.”

‘When it became clear the "works" album was
going to take more time, the Band decided to do the
"Moondog" album. Thus, it is an interlude between
&f Band's "Rock of Ages" period and the next per-

But it is far from a careless, throwaway album. In
fact, it is not only one of .the best albums of 1973
but it may well be the best retrospective rock al-
bum ever made—a joyous celebration of the roots
of rock ‘n' roll that features some extraordinary vo-
cals and arrangements. K

In essence, "Moondog Matinee" (the title is
from the late Alan Freed's old rock radio show) is a
look at the various styles from rockabilly to
rhythm & blues—and emotions—from humor to
plaintive laments—that comprise the foundations
of rock. Each song on the album is given the same
carefully tailored arrangements as the Band gave.
its own material.

"Those old songs aren't as easy to do as it might
seem," Robertson said. "A lot of them sound like
goo-goo today. I mean, ' got a girl named Bony Ma-
ronie' can really sound dumb. You just can't sing it
with any conviction. We did 'maybe four more
songs that we didn't put on the album because we
couldn't pull them off. We had to find some songs
that meant something to us."

Though the Band did several Chuck Berry tunes
in an nightclub act, "Promised Land" was cho-
sen for the album as something of a gag because
the group, like the narrator in the song, was mov-
ing to California (ie, the promised land). There's
even more humor and good-time spirit in the
Band's versions of Leiber & Stoller's "Saved,” Fats
Domino's "I'm Ready," Clarence (Frogman) Hen-
ry's "Ain't Got No Home" and the surprise entry,
Anton Karas' "Third Man Theme." .

On the softer side, the album includes Allan
Toussaint's "Holy Cow," Sam Cooke's "A Change Is
Gonna Come," Bobby Bland's "Share Your Love"
and the Platters' "The Great Pretender” The al-
bum's tip of the hat to Sun Records' rockabilly
style is "Mystery Train," an early Elvis Presley
flipside. g .

Since the Platters' highly stylized vérsion Is so well
known, "The Great Pretender" was the most chal-
lenging song, but Richard Manuel's vocal, perhaps
the album's finest individual performance, gives new
power and authenticity to the lyrics:

Oh yes, I'm the great pretender
Pretending that T'm doing well

My need is such that I pretend too much
I'm lonely but no one can tell. .

Robby Roberison's songs for the Band reflect a sense
of timelessnes and history that rings with truth,

Another exceptional vocal is Rick Danko's lone-
ame. gospel-tinged effort on "A Change Is Gonna

me":

It's been too hard living

But I'm afraid to die

Because I don't know what's up there

Beyond the sky. ;

The album's most ambitious track, "Mystery
Train," was given some additional lyrics by
Robertson to bring out more of the feeling of a guy
who keeps hanging around the depot hoping his
girl will return to town. Levon Helm's vocal carries
just the right touch of lovesick desperation:

Come down to the station (to) meet my baby at
the gate %

Asked the station master if that train's rune
ning late

He said if you're waiting on the four forty-four,

I hate to tell you son, that train don't stop here
any.more.

One of the Band's instrumental strengths has
been its understanding of economy in arrange-
meénts. It knows when to harness power and when
to unleash it; how to pace a record. While so many
groups simply establish a pace and hold on for
three or four minutes, The Band builds to a climax,
slowly and subtly so that you almost don't notice to
gradual heightening of tension and rhythm. The in«
terplay between drum, organ, guitar and bass on
YSaved" is a classic example..

Appropriate Timing

The timing of the album seems particularly ap-
propriate. "I just felt some recycling was definitely
in order, that people were up for it," Robertson
says. "I mean everybody thinks he's a songwriter
now and there are just millions and millions of
s«tmgﬂ coming out and most of them aren't any good
at all. . .

"All of a sudden, it seemed these songs were valid
again. A year ago they may have 'seemed corny to
me, but now they seem valid. Things happen like

that; in waves. ‘Grease' and 'American Graffiti' are

out and radio stations are playing oldies. Suddenly,
what looked like a corny, decadent era has become
an interesting, funny era and you have a soft spot
for it instead of shunning it."

With "Moondog" released, the.Band turns its at«
tention to a'variety of othet projects: a live Wat-
kins Glen album, the still ‘unfinished ‘works' .al-
bum, some recording with Dylan and the tour that
begins Jan, 3 in Chicago.

While each of thése projects is cause for celebra-
tion on the rock ‘n' roll stock chart, the tour is, un-
?ﬁr:t:gda&yi lt“he mois;‘te lgramauc i}rgry.blt's rare

at the best in any get -together, but that's
what the Dylan/Band tour represents. .
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THE ‘PLANET WAVES’ SESSIONS
RECORDING BOB DYLAN

at

THE VILLAGE RECORDER

Interviews
With

ROB FRABON |

&

DIC La PALM

by

GARY D. DAVIS

R-e/p: Dick, how did you choose an
engineer for the Dvlan album?

DICK LA PALM: [ left the decision up to
Rob. 1 asked him who should do it. At
the time we had 3 guys. Rob came back
after a couple of days and said, “I
should do it.” | said, *Fine.”

R-e/p: Rob, why did you decide to do it?
ROB FRABONI: Mainly because | was
really familiar with Bob’s music, as well
as The Band’s. I've been listening to them
both since their first albums. I talked to
the other guys, and it seemed like | wzs
the most familiar.

R-e/p: Dick, do you feel that familiarity
with the music is essential for a mixer?
DICK LA PALM: Engineers are much
like the medical specialist. I just don't
think that every engineer can do every
kind of music. I think this guy might be a
hell of a lot better to do an R&B date, as
opposed to a Country & Western date.
And one engineer might be a hell of a lot
better to do a Dylan and a Stones. I'm
not taking anything away from him; I'm
sure he could do a Willie Hutch. I'm sure
he could do a Little Milton or a Chuck
Berry. But I don’t know that he could do
it as well as someone else who's really
into that kind of music. | think there’s a
hell of a lot more to it than just knowing
that board. | think it has to do with gut
feel, and feeling for the music itself.

before the sessions? Did you ¢o home
and prep on it?

ROB FRABONI: No, | didn’t | make
sure not to do that. You've got to
approach things fresh; that’s the way |
feel. After we mixed the album and it
was all done, then I went and listened to
his records. I didn’t want to be influenced
before the sessions. I just wanted to do it
fresh, and that was what they wanted,
too, Dylan and The Band.

R-e/p: Was there anything unusual about
the way Dylan and The Band work which
would affect the choice of an engineer?
DICK LA PALM: We talked about
engineers. The one thing they wanted was
a guy that not only knew the equipment
and respected it, but someone who could
work really rapidly. Knowing how a
Dylan works the guy says, “Let’s do
it now,” and he expects the engineer can
do it, just like that, without fumbling.

R-e/p: Rob, dud you listen to thei- stuff

Photo: BOB GRUEN

R-e/p:
record at

Why did Dylan and The Banc
Village? What did you have
that made it just right for them?

ROB FRABONI: One thing, the room
was right for them. As far as the size,
they really liked that. And as far as the

control room is concerned, they just
wanted something that sounded good. It
could have been done at a number of
places, but we had a combination of
things: the room, the security and the
location. They liked the idea of being out
of town (The Village Recorder is situated
in West Los Angeles, about ten miles
from Hollywood). When we actually got
down to the mixing, Robbie was com-
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fortable with what he was hearing, and
that was the really important thing.

R-e/p: When you say Robbie, you are
talking about . . .

RF: Robbie Robertson, (guitar, The
Band). '

R-e/p: Was he the producer?

RF: There was no producer on this
record. Everybody was the producer.
Robbie is the one who gives a lot of
direction, although they all have some-
thing to say about the music, and are all
really involved.

DL: He seems to be the one that has the
most knowledge as far as engineering is
concerned. He has tremendous knowledge
about what equipment can do what
a board can and can’t do.

R-e/p: Let’s get back to the room. You
told us that studio B was used for the
album. What is it about this room that
made it attractive?

RF: For one thing, you can work in here
for hours and hours and not get fatigued.
And you can turn this room up very
loud and it won’t hurt. Numerous people
have commented on that.

R-e/p: What kind of monitors are you
using?

RF: The room was conceived by me and
designed by George Augspurger, and the
monitors are custom built using JBL
components and custom crossovers. Each
enclosure has two [5” 2220 woofers,
which are thin-cone units. They’re also
efficient, so our amplifiers aren’t working
so hard on the low end. It gives us a
punchier bottom than a 2215, with a
different coloration. The 2215 has a more
rubbery sound. While the curve of our
room might look like another room, it
has a certain character. The 2405 tweet-
ers are also part of the picture. I just
really like the way they sound in this
installation. The overall system has a very
low fatigue factor, or whatever you’d
call it.

R-e/p: What kind of a curve does the
room actuaily have?

RF: Well, it was originally flat, but we
tailored the high end a little differently.
[ found that having a flat monitor sys-
tem was a terrible hype. The way we
finally decided on the curve was that 1
went to a lot of studios and to a lot of
people’s homes and played music on
different systems. I took notes and
gathered the information.

R-e/p: Since the room is equalized, you
could probably have achieved similar
frequency response with other speakers.
Was there another factor involved in the
choice of these particular speakers?

RF: Well, I like 604’s with the Mastering

Lab crossover. But they still have a
beaming effect. That’s one thing you just
can’t get away from, and that was the
reason we decided to switch to units
with better dispersion.

R-e/p: Without the beaming, what kind
of coverage do you get? Where is the
best sound in the control room?

RF: Realistically, the working area is the
length of the console. You can sit at the
producer’s desk and hear well, although
there is some difference from behind the
console. As far as quad sound, it’s sur-
prisingly good for a small room. It
sounds very large and open in here.

R-efp: We've talked a lot about the
control room. Let’s discuss the studio for
a while. For example, how many mikes
were used in the sessions?
RF: As it turned out,

[ used about

28 microphones.

& '
DICK LaPALM

R-e/p: That seems like quite a few mikes
for a relatively small studio. Why were so
many mikes necessary?

RF: 7 were used on the organ. Garth
(Hudson) has got this elaborate Lowrey
organ with a Leslie on each of two key-
boards. One Leslie is a model 103, of
which very few were made. It has station-
ary speakers with a phasing device in the
tube-type amplifier, as well as 2 rotors.
There was also a Hammond organ with a
Leslie. Sometimes Garth would play both
organs at one time, so we were miking
three Leslies.

R-e/p: How about the other instruments?
RF: 1 often use a lot of mikes on the
drums; I used about 7 or 8. I wanted to
mike everything kind of tight in this
case. Bob had an electric and an acoustic
guitar, as well as his vocal mike. And it all
had to be ready to go because they would
just say ““OK” and boom, you go.

R-e/p: We'd like to know a little more
about the miking, and the diagram you’re
doing will help. But you just raised an
interesting point. That is, what kind of a

recording artist is Bob Dylan? What was
it like working with him? Dick men-
tioned and you are also hinting that
Dylan needs an engineer who'’s on his
toes.

RF: Right. Robbie came in that first
morning and said to me, *“There are
going to be no overdubs. We're doing it
live. This is it, what’s happening here is
it.”” Bob doesn’t overdub vocals.

R-efp: It sounds like Dylan was in the
studio to perform, period.

RF: That’s really true. The record was
really a performance, as far as ['m con-
cerned. [t wasn’t like we were ‘“‘making a
record.” It was more of a performance,
and Bob wanted it to sound right — — to
come across. When he starts playing,
there’s nothing else happening but that,
as far as he’s concerned. I don’t think
I've seen anyone who performs with such
conviction.

R-e/p: Maybe we can back up alittle and
get some information on how the album
was first conceived. And how long did
Dylan work on it?

RF: I can tell you what [ know, although
I don’t know everything. A few weeks
before we started the album, Bob went to
New York by himself. He stayed there
for two to two and a half weeks and
wrote most all the songs. One of the
classic songs, “Forever Young,” he told
me he had carried around in his head for
about three years. He gets an idea for a
song sometimes, he said, and he's not
ready to write it down. So he just keeps
it with him and eventually it comes out.

R-e/p: When did he get together with The
Band for this album?

RF: I'm not exactly sure but I know
they had started rehearsing for the tour
before we began recording. They only
knew two of the songs on the album
before coming in. The balance of the
songs on the album they never heard
until they were right here in the studio.

R-e/p: It appears The Band are pretty
good musicians.

RF: They’re really something. And it’s
got such character the music sounds
like it’s all arranged. Bob would just run
it down, and they’d play it once. Then
they’d come in to the control room and
listen. That’s another thing that really
astounded me. Nobody was saying, “You
ought to be doing this,”” or “You ought
to be playing that.” They just all came in
and listened to hear what they should do,
and then they’d go out into the studio.
That would usually be the take, or the
one following. That was pretty much the
way it went.

R-e/p: Were the takes run
through from the top?

straight
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example was the album 1 did with
Richard Green before we did Bob’s
album. Our studio was booked so heavily
that we had to go outside to Sound Labs
(Hollywood). It sounded very similar and
was easy for us to adjust.

R-e/p: That’s a 604 system with the
Mastering Lab modification.
RF: Right. The bottom end is different

40 cycles almost flat. It just didn't sound
like it was doing that at Sound Labs.
Our bottom end has a certain feel to it,
as well as a sound, which is different
over there. But the high end sounded
very similar, which surprised me.

R-e/p: What about people who like a
different sound?
RF: Of course we'’re talking about taste.

to. Some people like 604’s, and you can’t
argue with it. What we do have in all our
rooms is a speaker switching system. We
have a rotary selector switch, with other
speakers on custom made stands. They
have small bases, telescoping height
adjustment, and heavy—duty casters.
They’re sturdy enough to hold a 604E
or 4320 and roll around.

in here, it goes lower — — down to That’s pretty much what it comes down R-e/p: You brought up the subject of
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taste, and it reminds me that we were
going to discuss the mikes used for the
album. I wonder if you can describe
Dylan’s vocal mike, to begin with.

RF: We used a Sennheiser 421. But we
went through five or six mikes to find
out which would be best.

R-e/p: Did Dylan have a favorite mike?
RF: He preferred a 421 because he had
used it before and liked it. Robbie
suggested the 421. To tell the truth, it
didn’t cross my mind because I hadn’t
used it for vocals before.

R-e/p: Which one would you have used?
RF: As [ said, I was experimenting,
although there wasn’t much time for it.
The first day, we tried an SM-53, 57, an
87 and a 47. 1 figured the condensers
weren’t going to work because of leakage
problems. We also had to consider
popping, which was a problem with the
421 — — especially because Bob doesn’t
like to use a wind screen.

R-e/p: What did that do to the sound?
RF: It worked out OK. He’s always
popped and seems to be used to it.

R-e/p: Did you use any de-essing or
correction on the mix?

RF: No de-essing. We had a Pultec
filter we would click in for the p’s. We
usually shelved the vocal at 50 Hz. Nat
would sit over there and switch to 80 Hz
just for the p’s. On one song, “Dirge,” 1
got Bob to use a wind screen. He used it,
and it really worked well. So, to answer
your earlier question, that was how we
chose the vocal mike — — experimen-
tation, with an ear to leakage.

R-efp: What are the leakage character-
istics of the 421?

RF: Well, The Band was playing fairly
loud and | was limiting Bob slightly,
3 to 5 dB. Live, we were getting - 15 dB,
tops, on the leakage, and that was
incredible. I couldn’t believe it. I'd look
at the meter, and it was just barely
moving. | was immediately sold on the
mike. Plus, what leakage there was,
sounded good.

R-e/p: Would you mind getting into
more detail on the instrument miking?
RF: On the drum Kkit, I used quite a
number of mikes: a Shure SM-7 on the
bass, Sennheiser 421 on the snare, KM-84
on the high hat, and 87’s for toms and
overheads. | experimented with the set a
little bit.

R-efp: Was there anything you partic-
ularly like in that combination of drum
mikes? Is it a favorite set-up?

RF: It just worked. The Band likes a
thick tom sound, and the proximity
effect of the 87’s worked to our

advantage in this respect. And I like the
sound of condenser mikes on drums, so
that’s why 1 chose them. On the high
hat, I have found the 84 just works well
on almost any set. I’ve got about three or
four different mikes I use on snares,
based on the kind of sound the drum
set has.

R-e/p: So you try to get a sound
tailored to the specific situation?

RF: Yeah. I don’t have a set up that I use
on every drum set.

R-e/p: You really seem to be enthusiastic
about the drums.

RF: That’s probably because I play
drums. I feel they’re really an important
part of a good sounding record. I have a
feeling for musicians, having played my-
self. 1 always go out in the room and
listen. They’ll run through something and
I’ll stay in the studio. When the musicians
come in initially 1 always ask, ‘“What’s
the most comfortable way for you to set
up?” 1 tell them we’ll start from there,
and if there are any problems, we’ll re-
arrange things. It helps a lot — — when
you give musicians that kind of room,
they feel better.

R-e/p: Let’s run through the rest of the
miking. The diagram you prepared shows
a lot. What about the choice of piano
mikes?

RF: We used two KM 84’s. 1 tried a
couple of things. I miked both facing the
hinge. One of them was almost to the
end of the harp, and about 12" toward
the hammers — — about a foot to 18"
from the hinge. The body of the mike
was parallel to the soundboard, about
2" up. The other mike was in the same
basic position, but angled a bit toward
the soundboard — — about 30 degrees.
It was in the high end section of the
piano, nearer the holes. It worked really
well, with practically no leakage at all.

R-e/p: Did you have the top open?
RF: I had it on the short peg, with it
really covered. We were all surprised
how low the leakage was. But when 1 did
“Dirge” with Bob, we used a completely
different set up, mainly because he
wanted it that way. I had it open all the
way, no covers, nothing.

R-e/p: Did the piano get into his vocal?
RF: No, he sings so loud. Interestingly
enough, the one thing that leaked into
the drums was Bob’s vocal. That's one
reason the leakage was so low. He really
sings hard. In fact, he was leaking so
badly into the uncovered piano that I
had to experiment. I used REI15%. I
faced them toward the back of the
piano, instead of the hammers, and it
worked really well. It took a bit of EQ,
but as far as leakage went, it was really

excellent. Plus, as | said, he wanted a
more “far away’’ sound for that number.

R-e/p: Were there any other unusual or
special miking techniques?

RF: Let’s see. We used a special direct
box for the bass. Our maintenance man,
Ken Klinger, built it. It’s a solid state,
discrete, FET type. We used that on the
bass, and miked the amp a twin
reverb, I think — — with a 56.

R-e[p: It’s becoming easier to see where
all the mikes were used. According to
the diagram, there seem to be quite a
few more instruments than there were
players. Were they all used in the same
session?

RF: Yes, sometimes. There was a pianet
and clavinet — — both were direct. Rick
(Danko), who played bass, also played
fiddle a bit. And there was an accordion.
There was also a Dobro guitar. I had
extra mikes up for these instruments,
for whatever might happen. The Band
didn’t do any singing on the album. And
that’s it.

R-e/p: With all the close miking and the
experienced musicians, did the actual
levels in the studio tend to be low? And,
if so, did everybody wear phones?

RF: The levels were medium-loud, and
they could hear each other in the room.
They would occasionally wear phones.

R-efp: What kind of mixes would you
give them? Heavy on their own instru-
ments, just the other guys, or what?
RF: A stereo mix of the whole thing, and
they loved it. They had Sennheiser 414
phones, and the stereo worked out very
well, especially for Garth. I could put
one Leslie in one ear, and the other
Leslie in the other ear, and it gave him
the perfect effect because that’s what he
does. He puts the Leslies on either side
of the Lowrey so that when he uses the
different keyboards, the sound goes back
and forth.

R-e/p: As far as your monitoring was
concerned, did you listen in mono at all?
RF: Yes, a lot. That’s a sure-fire way to
acoustically catch phase problems.

R-e/p: But what do you do with some-
thing like the Leslie, where the phase is
all over the place?

RF: That’s a whole different circum-
stance. You just do your best to make
it sound good.

R-e/p: We have led you into long dis-
cussion about miking, and you have
told a lot about your decisions. But we’d
like to play the Devil’s advocate for a
minute, and to ask you how important
the miking really was?

RF: It was very important. I’'m doing a

continued on page 29
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continued from page 25

quad mix of it now, and I've been away
from the 16—track for about 2-1/2
months. And I was astonished when I
put those tapes up. Bob was right in the
middle of the room, with all these
musicians, and without baffles. The leak-
age is really low, especially for the size
of the room and the fact that they were
playing pretty loud. There is no leakage
to speak of, and I really feel it’s in the
miking.

R-e/p: Did you use any noise reduction
on the 16-track masters?

RF: No, just 30 ips. There’s no noise
reduction on the whole record.

R-e/p: You said you used a little limiting
on some of Bob’s vocals. Was any other
limiting necessary?

RF: I used a little limiting on the bass,
very little. It was just there in case; Rick,
all of them, are so great in the studio.
They know just what to do. Bob works
the mike. He gets on it when he’s
supposed to be on it. He was great
about it. They all know just what to do,
so a little bit of limiting on the bass and
the vocal was about all we needed.

R-efp: How about equalization? Did you
use much of it, in addition to the piano
EQ you mentioned for “Dirge’’?

RF: There is relatively little EQ on
anything. Vocals were all cut flat. But I
do tend to get rid of frequency response
that isn’t needed on the instruments.

R-e/p: You mean you roll off the high or
low end accordingly?

RF: Say, on the drum overheads; I got in
tight on the cymbals and I didn’t want to
get a lot of bottom end on it. So I
just rolled off a certain amount of the
bottom end. I like to use equalizers for
things like that.

R-e/p: That would help with crosstalk,
too.

RF: Right. That was one approach. They
might have wanted the guitar to sound a
certain way, so we might have used some
EQ on that. For example, the piano was
recorded relatively flat. We arrived at the
right combination of his touch, the
microphones, and the positioning, so I
didn’t need the EQ.

R-e/p: How about echo? Did you use
much, and was it equalized?

RF: We used echo in the mix. We used a
few things: an Eventide digital delay,
two EMT’s with a little EQ, and acoustic
chambers on a few things. We also used
15 and 30 ips slap (tape delay), with a
VSO to tune it in very carefully.

R-e/p: In talking with you, Rob, you
seem to have a pretty good grasp of the
technical realities of the studio, in

addition to your obvious involvement on
the creative side. What kind of technical
background do you have?

RF: I did the Institute of Audio Research
course on systems design, and the one on
Studio Technology. I took an electronics
course for two years, also. It may seem
unrelated, but at one time I was a
calibration repair technician and a
mechanical inspector for precision mach-
ine parts. I even took a course in shock
testing and vibration from the Tustin
Institute of Technology. But I can do
what needs to be done. For example, I
layed out wiring and run sheets for the
studio upstairs, and worked with George
in putting this studio together. Now I
realize how valuable it all is. We try to
train engineers who work here and want
to expand their background.

R-e/p: Do you think that mixers should
also have musical training?

RF: I don’t think it’s a necessity, but I
think music education is a definite asset.

I feel, the more you know about music,
the better engineer it helps you to be.
Because it’s a matter of fusing the engin-
eering with the music; to me that’s what
the whole game is about.

R-e/p: In other words, it helps you
direct your gut feelings?
RF: Yeah, that’s why [ think some of
these guys, like Jerry Masters of Muscle
Shoals, for one example, are on it. The
magic in their work is that they know
exactly what the mix should be to make
the music sound and feel right. It’s really
not a technical thing. Yet, it’s interesting
to note that some people, forceful
talent Dylan’s a good example
you could record with one mike and it
still gets across. It then gets into degrees
of greatness, or of feel. You can keep
polishing the gem, but it’s a gem to begin
with. That, to me, is a great thing to
be fortunate enough to work with people
like that.
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special effects with Phase Shifters.
DOMESTIC

The Maze Corp
Audio Industries

Westlake Audio
Minneapolis, MN: Freedom Recorders

Birmingham, AL:
Los Angeles, CA:

Nashville, TN Fanta Sound
Studio Supply

New York, NY Martin Audio
Sound Ideas Studio

Orlando, FL: Discount Music

COUNTRYMAN
ASSOCIATES

&

AUTOMATIC WHASEN G

Now you can add automatic phasing to Countryman Associates Type 968 and 968A
Phase Shifters by plugging our new Type 969 triangle wave oscillator directly into the
control voltage input. [ts extremely wide frequency range from over 100 cycles per sec-
ond to less than 1 cycle per minute, opens new vistas of exciting and useful effects.

% Continuously adjustable frequency.

% Plugs directly in- No patch cords.

Check one out at the Countryman Associates dealer nearest you and pick up a copy of
our booklet “How to Use Phase Shifters”

%k Self powered: battery life over 1 year.

packed with useful information on creating

San Diego, CA: Pacific Recorders & Engr
Stamford, CT Audiotechnigues

FOREIGN

Australia, Sydney:
Belgium, Brussels
Canada, Toronto:
England London: Helios Electronics
France_ Paris Studio Technique
Germany, Hamburg: G.T.C.—Peter Wolfert

424 University Avenue
Palo Alto, Calif. 94302
Phone 415-326-6980

W.C. Wedderspoon
Delta Equipment
Tempo Audio
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