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Preface
to the First Edition

by Jon Pareles

There’s no stopping rock & roll. It 1s the most vital, unpre-
dictable force in pop culture, and the exception to every rule
Like all important popular art, it can speak to and from the
public’s heart of hearts even if it has been crafted by the
most knowing artisans. And even at its most elaborate it
hints at a rebel spirit: the idea that an outsider with some-
thing important to say can broadcast it to the world At its
best, rock can be entertainment, good business, and cathar-
sig all at once; at its worst, it's only rock & roll.

It is music that just can't be pinned down, a contradiction
any old way you choose it. Rock can be both amateur and
professional, innocent and slick, subtle and crass, sincere
and contrived, smart and stupid. It is a happy bastard style,
claiming a pedigree from jazz, blues, Tin Pan Alley, country,
classical music, movies, television, sex, drugs, art, literature,
electronics, and out-and-out noise. It is rooted in real emo-
tion; it is also rooted in racism, cynicism, and greed.

Rock accepts everything its detractors say, only to laugh
1t off Sure, its basics are stolen, and its ideas are often
clichés. Yes, it tends to aim for a lowest common denomina-
tor and appeal to base, primal impulses. It is proud to be a
commodity, one that brings in billions of dollars, with “artis-
tic” success frequently measured in sales figures. It doesn't
even have to be in tune. No matter—rock & roll moves peo-
ple, in simple and sophisticated ways. And 1t never takes no
for an answer.

The history of rock & 10ll is a wild tangle, affected by
changes in technology, media, demographics, politics, and
the economy as well as by the inspirations of packagers and
musicians. Rock cheerfully accepts all its roles; it is product
and spectacle and art, something for everybody, and its de-
velopment and documentation are by no means orderly

In the '50s, pop was infiltrated by rockabilly from Mem-
phis and blues from Chicago and rhythm & blues from New
Orleans and doo-wop from city street corners, more like out-
breaks of some mysterious contagion—rockin' pneumo-
nia?—than a concerted artistic movement. The music

business counterattacked with its own more malleable teen
idols and girl groups, but by the early '60s their records were
rocking anyway. As baby-boom babies became Amernca'’s
largest population group, the Beatles and other British Inva-
sion bands fed back Little Richard and Chuck Berry and
teen-idol pop to an eager audience, and rock took over pop.

During the '60s the music grouped and regrouped into an
explosion of genres: folk rock, soul, Motown, psychedelic
rock, hard rock, funk, blues rock, jazz rock, progressive rock.
country rock, bubblegum. By the '70s, a split had been estab-
lished between singles buyers (who listened to bouncy AM
pop) and album buyers, as genres solidified and subdivided;
the early '70s brought heavy metal, Southem rock, fusion,
hard funk, singer/songwmnters, and classical rock. As rock
record buying peaked in the later '70s, disco and punk and
reggae arose to reemphasize rhythm and energy, and in the
'80s those styles—and all the rest—helped foster new wave,
rap, and other genres yet unnamed. After all these years, rock
is still wide open.

But one kind of tension shows up in every phase of rock.
That's the tension between convention and rebellion—
between familiarity and freedom. In the music itself,
musicians forge personal statements from a common “com-
mercial” language; imitators become innovators because
they can't help leaving fingerprints on the formula Penodi-
cally, when genres become too familiar, new generations of
rockers arrive with something tougher and simpler, shaking
down the current convention. That tension makes rock an
cternal hybnd, testing and absorbing and mutating new
ideas as the public listens.

The music business also sees battles between tradition
and insurgency, between a pop-star careerism it under-
stands and a rock-rebel goal it doesn't. Rock has always
been a collision—and a marriage—of minorty culture and
majority tastes; new ideas pop out of unlikely places to
threaten, then merge with, the mainstream. Virtually every
rock genre has come out of nowhere—amateur musicians,
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commerce that has always made rock so fascinating—that
has magnificently honed some music and probably de-
stroyed just as much—is bound to change with unforeseen
results.

One notion at the heart of rock & roll is that the right song
with the right sound at the right time is a chance to use the
mass media to send a private, even subversive message The
Internet, which has the pervasiveness of mass media but not
the uniformity, could alter that ambition. Songwriters may no
longer create or record with an eye to broadcasting to the
world all at once. Instead, a song might work like an e-mail or
a computer virus, spreading from person to person rather
than from transmitter to receivers. Musicians may be con-
tent to reach a handful of fans, or they may be determined to
be heard by huge numbers of people without corporate in-
volvement. The typically steep and narrow career ladder—
from local efforts to regional fame to a major-label shot at
the big time—could tumn into a labynnth of do-it-yourself
choices.

Habits so ingrained they once seemed like laws of nature
are likely to crumble as online music reveals 1ts own techno-
logical imperatives. One of those habits is treating the album
as 1ock’s artistic unit The four-minute recording time of a 78
rpm disc still shapes our conception of how long a pop song
should be. The length of an LP, and then a CD, trained both
listeners and musicians to hear an album as a whole. And
since the 1960s, most rock careers have been measured in al-
bums, which appear every year or two in a regular cycle of
recording and touring Although singles remain pop's calling
cards and sales tools, they're almost invanably attached to
albums. This Encyclopedia, like 1ts subjects, 1ts wnters, and
most of 1ts readers, is a product of the album era.

The Intemnet frees musicians from the need to assemble
an album'’s worth of work at a time, convince a company
to release 1t, then wait while it's manufactured, packaged,
and distributed Instead, musicians can make music avail-
able the moment it's finished. If they're willing to live with
imperfections, they can offer songs in every stage from
demo recording to full studio production, or let each fan as-
semble an individual version of a live album from an en-
tirte tour's worth of recordings They can still compile full
albums, but they can also release one-minute jingles or 90-
minute jams. The technical limit to album length is now the
capacity of a fan's computer storage' in essence, infinite. Or
irrelevant.

The album had already been under siege through the

1990s. Music television and radio stations care about hit
songs, not performers’ careers, and recording companies
have been increasingly impatient with musicians who don't
have immediate commercial success. The 1990s were filled
with one- or two-hit wonders who saturated the airwaves
and then, all of a sudden, seemed to have worn out their wel-
come permanently, perhaps because they had released al-
bums that surrounded a single or two with obvious filler.

Recording companies also made handsome profits from
compilations and soundtrack albums that included hit
singles but didn't build an identity for the musicians who
made them. They trained listeners to hear the song, not the
singer—a return, in a way, to the early years of rock & roll,
when the hit song was the point and the album an after-
thought. Meanwhile, Internet music swapping has encour-
aged listeners to chase down one song at a time, not to hear
abatch of them in the order and context that a musician cre-
ateson an album.

So this Encyclopedia could be the summation of the
album era, a chance to reconnoiter before the music turns
back into a cottage industry and the Intemet floodgates
burst wide open. Not all the musicians in this book courted
the mass market, but even the most unworldly and unprof-
1table of them had to deal with corporate prionties That may
change, and soon.

In the end, this is a book about individuals: geniuses and
hustlers, virtuosos and amateurs, hooligans and do-gooders,
hard workers and hangers-on, idealists and phonies. The
stories of the musicians and groups here are unpredictable
arcs in which inspiration conspires with entrepreneurship,
musical skill allies itself with brilliant mistakes, naiveté faces
off with cynicism, and listeners hijack finished songs to make
them their own.

They are chronicles of friendships, romances, legal en-
tanglements, and the mutable relationships between musi-
clans, their work, and their audience. They are tales about
the infinitely vanable distance between artistic and com-
mercial success, and about the rewards and the price of
those successes. They are cautionary parables and claims of
miracles

Most of all, they testify to the ability of rock and hip-hop
to invert all received notions: to create raunchy beauty.
crude grace, and lowbrow brilllance Just when pop seems
predictable, when corporate moguls and cultural watch-
dogs think they've got everything under control, the only
sure thing is that the music will shake things up.
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Introduction

by Patricia Romanowski

This, the second revision of The RoLLING STONE Encyclope-
dia of Rock & Roll, brings up to date our last major revision,
published in 1995. We began this project in 1980, when the
editors of Rolling Stone Press set out to create an accurate
guide to the people and phenomena of rock & roll. Since its
original publication in 1983, the Encyclopedia has grown
from the initial 1,300 entries to approximately 1,800 in 1995,
to the nearly 2,000 contained heremn. For the first time, the
book is devoted entirely to the people who make the music.

Each of the alphabetically arranged entnes provides
basic biographical information and, where appropnate, a se-
lective or full discography plus group personnel chronology
showing as clearly as can be determined the history of per-
sonnel changes. This is followed by an essay that not only
sums up the subjects’ lives and careers but also attempts to
place thelr work in cntical and historical perspective.

Approach and Content. In compiling this edition we re-
viewed the 1,800-plus extant entries and opted to remove
three categornes of "nonartist” entries: the Grammy Award
boxes, the Rock and Roll Hall of Fame boxes, and the entries
that consisted of style and genre definitions. Given the 1ap-
idly evolving plethora of hyphenated subgenres, attempting
to catalogue them all seemed an exercise in futility destined
to be outdated upon publication. As a result, we had space to
add more artists.

For this edition, we continued our policy of consolidating
some artists who were onginally listed as solo artists back
into the groups with which they came to fame. So, for exam-
ple, the last time out, we moved Eddie Kendricks and David
Ruffin back to the Temptations entry, and Ronnie Spector's
solo career is traced in the Ronettes. For this edition, we cre-
ated a separate solo entry for Bnan Setzer, under which we
have included the Brian Setzer Orchestra. Because of space
limitations, we have continued trying to place related artists
and groups (for example, Pearl Jam, Temple of the Dog) under
one general entry and been a little stingler than before in

spinning group members off into their own solo entnes. Ex-
tensive cross-referencing throughout will guide readers to
the correct entry.

1t was with great regret and hard consideration that we
again cut entnes (listed by title in the appendix and most still
available online at RollingStone.com). There were many fac-
tors we considered in deciding which entries would be cut,
but if there was a single “reason” for making cuts in general,
1t was simply space. When we decided on cuts, they usually
were made to older artists whose impact on subsequent
artists was not as dramatic as some of their contemporaries’
or to newer artists for whom we had jumped the gun by in-
cluding them earlier.

Choosing which new artists to include was a difficult
decision that involved not only Holly George-Warren, Jon
Pareles, and me but our wnters and countless other ac-
quaintances. Not surprisingly, each person we consulted—
actually everyone we knew—had an opinion and a short list
of favontes: hot new bands they were sure would make a big
splash and older, unfairly neglected artists. While a third of
our choices were obvious and a second third very nearly in-
disputable, a good third fell onto a list for which any of sev-
eral other acts could have been chosen. Generally, however,
artists who were cntically or commercially successful, influ-
ential, or otherwise interesting for other, even nonmusical,
reasons fared better than those who were not. Conversely, a
few little-known artists were so unique they could not be 1g-
nored. Other times the inclusion of a given artist in a previ-
ous edition dictated making room for a newer artist in the
same vein. Or the last edition’s subtle overemphasis on cer-
tain types of artists and genres at the expense of others
called for some halancing in this edition.

As for the length of any given entry, this really is one
place—maybe the only place—where size does not matter
There 1s no reason for John Lennon's current entry to be
longer than any of his fellow former Beatles’ except that it
took more words to tell his and Yoko Ono's story. A subject’s
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so-called "importance” was considered with the same
weight we gave other criteria: length of career, influence on
other artists and listeners, uniqueness, newsworthy extra-
music activities (lawsuits, arrests, benefit work, acting and
writing credits, etc), and the degree to which the subject
was representative of a given style, period, or issue. One way
in which this volume differs from previous editions is a more
selective inclusion of information not directly related to the
subject's musical career. When faced with choosing be-
tween the ability to add more entries or include more details
about an aging rocker's fourth divorce, we opted for the
music

Our Sources. The incredible developments in how we cre-
ate access, and share information has changed—and 1m-
proved—our ability to find the facts. For the last edition, it
was the CD-dnve anthologization of rock’s recorded history
that brought us not only some great, overlooked music, but
pieces of history that either had passed unwritten or unpre-
served Thanks to anthologies and historic compilations,
artists who had hung up their rock & roll shoes decades ago
were suddenly back. Interestingly, the Internet revolution
has continued that trend, giving listeners access to a greater
variety of music than ever before 1t has also given longevity
to artists whose career paths diverged from the high-speed,
high-stakes, roadkill-strewn superhighway to stardom. Ten
years ago, the loss of a recording contract or lack of radio
play or heavy rotation often spelled the loss of a viable career
No more The Internet has given "fringe” artists a new way to
share their music and allowed major-label veterans a way to
continue the dialogue between artist and listener. In addi-
tion to music, the Intemnet has given researchers not only in-
formation—most of 1t quite good, since devoted fans tend to
know more about an artist's career than anyone else—but
access. In creating their own official Web sites, many artists
have provided anyone interested with an insider's perspec-
tive, untainted by a journalistic “middleman.”

For the purposes of researching and venfying the infor-
mation here, the mainstream media continues to provide
more and, in some cases, better coverage of music today
than in the past. Not only are there more publications de-
voted to music but most of them are increasingly special-
ized, which, at least theoretically, should result in more
accurate reporting While this does not guarantee factual ac-
curacy (or the ever-present PR concerns of artists and their
employers), taken together these publications give re-
searchers and wnters a standard by which to judge anitem'’s
veracity. For example, while a stnng of reviews from local
newspapers across the country can provide invaluable 1n-
sight into a group’s concert tour, revealing everything from
lineup and playlists to audience response, for the correct
spellings of musicians’ names or the legal particulars of
Marilyn Manson's skirmishes with local law enforcement
on tour, we would favor accounts from respected, fact-
checked national pubhcations. Conversely, obituaries from
local newspapers and specialized magazines are generally
more complete and accurate than the "abndged” accounts

that appear in larger publications. This 1s particularly true
when the artist is less well known or past his or her career
peak

Our second edition was transformed and the entnies
it contained made more complete thanks to the nse in se-
rious studies, autobiographies, and biographies of groups
and 1ndividual artists. While few of these proved error-free,
they made great contributions, if not by setting the record
straight, at least by broadening our understanding of the
subjects. Now they have been joined by cable television's
steady stream of subject-fnendly documentarnes: Behind the
Music, A&E Biography, and Headliners and Legends are just
three of the senes through which performers are rewriting
thelr own stories.

Searchin’. These new waves of information have changed
rock history, and for the better, 1 think. The view of rock and
what it means was, until the past decade or so, largely the
view of rock critics and what it meant to predominantly mid-
dle-class white-boy rock fans grown up. Through artist-
dedicated Web pages, fans have brought the DIY ethic that
revolutionized the music in the late '70s to history and crit1-
cism. Now that everyone is getting into the act, our concep-
tion of rock history—and thus of rock itself——changes from a
senes of snapshots to a nichly textured, multihued tapestry of
fresh ideas. Somewhere out there someone is writing from
around a cormner that regular music journalism rarely tums,
making connections, arguing points, introducing or resur-
recting some song, some fact, some artist, some passion that
makes the music real to them.

Aswe move into the 21st Century, we are witnessing the
first wave of artists who are destined to get old before they
die. (And these days, even Pete Townshend in his joyously
defiant way seems pretty pleased about that.) As they con-
tinue to work and to share their thoughts on their pasts, older
artists also reshape our views. The Beatles Anthology video
series and book are good examples of the power of artists to
rekindle the imaginations of both longtime fans and new lis-
teners in a way third-person accounts rarely do. Their revela-
tions also provide a humbling reminder that all that is known
at any moment s not necessarily all there 1s to know.

There is no artist’s story that could not, with the next
wave—the next book, the next interview, the next record, the
next day—be suddenly recast and rewritten in triumph or 1n
tragedy. The twists and turns of any artist's life can rarely be
foreseen: just ask Tina Turner In the last edition, we men-
tioned a few surpnsing developments—including Sonny
Bono's election to Congress and Lisa Marie Presley's mar-
riage to Michael Jackson. With this edition, we are rewnting
those stories once again, sometimes sadly. At the same time,
we are pondenng developments that a decade ago would
have sounded like Conan O'Bnen predictions for the year
2000: Elvis Costello and Burt Bacharach? A Supremes re-
union? Iggy Pop 1n a kids' movie? The Beatles at #1? Brian
Wilson on tour? Prince becoming Prince again? A former
Menudo dominating the charts? At this point, the only artist
we would never count out or be surprised by is Cher.
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Our Method. As we did in the previous editions, we col-
lected information from a broad range of sources in all media.
print (newspapers, magazines, books), video (documentaries
as well as commercial releases), and CDs, LPs, and singles
(as well as their accompanying liner notes) As mentioned
before, the other major source this time out was the “official”
or highly credible artist- and genre-dedicated Web pages.
Again, we made several attempts at contacting each and
every artist or group and/or their appointed press represen-
tative or manager. We invited those who were included in
our previous edition to submit corrections of factual errors to
their existing entries and to provide current information,
which was then scrupulously fact-checked.

As always, we were very encouraged and happily sur-
prised at the number of responses we received. For the most
part, artists who took the time to answer us personally, via
post, fax, e-mail, or telephone, graciously pointed out errors
and offered verifiable corrections It is important to note,
however, that we refused to disclose the full contents of new
or revised entries and did not offer artists the chance to
review or approve their entrnies before publication. While
fact-checkers, researchers, writers, and editors may have
contacted an artist with specific questions, we never sub-
mitted to any artist or artist's representative the full, com-
pleted text of his or her entry for further comment.

Any artist or group that could not be traced through an
Internet search of national newspapers and Web sites and a
thorough review of current record charts and record cata-
logues, or that was not listed in any industry directory
as having a manager, an agent, or other means of contact,
and/or whose death could not be verified was considered
as having retired. The Encyclopedia never was intended to
become a "Where are they now?" collection. However, the
temptation to add what we leamed of some artists’ recent,
nonmusical pursuits proved irresistible. For a small minonty,
however, an artist’s name returned to the news only through
tragedy or death

For the artists covered in the new entries, we used these
research hunts to collect all the information we needed
These facts were coroborated by other independent
sources. In many ways these new entnes show the benefit of
documenting a piece of history as it happens, while the
records are still available, the artists still living (and talking)
and the trail still too hot to be overgrown with legend, hype,
and rumor.

We kept all of the letters we received from readers after
the second edition was published. In every instance, we re-
searched readers’ corrections and considered their com-
ments. As it turned out, not all “corrections” were correct,
but the approximately 20 percent that were proved invalu-
able We like to think of The RoLLING STONE Encyclopedia of
Rock & Roll as a living reference work. We remain open to
and welcome all comments, suggestions, information, and
comrections. Please address them to: Rolling Stone Press, £n-
cyclopedia of Rock & Roll 1290 Avenue of the Amerncas,
New York, NY 10104.

That said, the history of rock & roll can never totally es-

cape being the history of show business. Never before have
artists’ images been so painstakingly created and controlled.
We have striven—gleefully at times—to scrape away the
glitz and slow the spin. Even so, sometimes it is an artist
himself who deliberately (and sometimes quite successfully)
muddies the truth. When an artist retracts and/or denounces
his own quotes and autobiography, writers recount in-
terviews not recorded on paper or tape, and so-called rep-
utable publications exempt their “arts” sections from the
ngorous fact-checking standards they routinely apply to
the front page, the results can be baffling. While in some
areas no source is as valuable as the subject is, we made
it a rule to approach “official” information with a healthy
skepticism (which, by the way, continues to be very gener-
ously rewarded). We have been particularly tough on anyone
who claims to be the first, the best, the only, or the latest any-
thing.

In each case we weighed our sources and our standard
references (see later). taking Into consideranon the reliability
of all. In many instances, the truth is quite clear: For our pur-
poses, a chart position is a Billboard chart position or, for
British charts, those listed in Guinness' British Hit Singles
and Bntish Hit Albums; a gold or platinum record is one so
certified by the Recording Industry Association of America,
an award is really an award if the organization bestowing it
says so In 1ts official publications, Web site, or press releases.
Record release dates are based on the copyright date on the
actual record or CD or, if that 1s not available, the date the
record entered the charts, the dates of contemporaneous re-
views and feature stories about it (usually from ROLLING
SToNE), or discographies that appear in reputable publica-
tions (such as Goldmine), reliable reference works (The
Rorrmic Stone Album Guide for example or The Trouser
Press Record Guide), Intemet sources, and books (such as
label histones, autobiographies, biographies). Accounts of
other important events are based on a wide range of sources,
and each source is usually corroborated by at least two other
reliable sources.

As always, we encountered the usual problems with ac-
curate birth dates, or, | should say, some artists' birth dates.
The first time out, in the early '80s, about 75 percent of our
requests for a performer's date of birth were either refused,
answered incompletely (day and month but no year), or an-
swered in a way that proved misleading. We are very pleased
to report that many artists whose birth dates were not en-
tirely accurate in the first edition later volunteered correc-
tions. (How interesting to note that they all “became” older)
Obviously, by the time the second edition came out, it was
clear that the Encyclopedia was not going to disappear, and
we were touched that so many artists cared enough about
our rmission to fess up and give us the real dates. Others,
however, persist in blurring the truth. In cases where we
have sufficient documentation to support another year, we
have used it. Where the artist has either refused to offer any
date or has given one that stretches credulity, we have cal-
culated it from published accounts that mention the possible
dates. Feel free to draw your own conclusions.

—-
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Discographies and Chronologies. Generally speaking,
most of our discographies are selective, which is to say that
we have edited them to give the reader a general picture of
an artist or group's recorded history through the inclusion of
important releases of original material (as opposed to great-
est-hits packages, although we do list some of these selec-
tively); releases that have special cntical, commercial, or
historical significance; and releases that have been deemed
to be representative of the entire oeuvre. Most major artists
and those first included in the 1995 edition are complete (ex-
cept, of course, for those recordings released after this book
goes to press). For artists and groups whose careers are con-
siderably longer, the selective discography is almost a given.
Before the late '60s, careers were based on singles, not al-
bums. Ironically, however, many popular artists then re-
leased two, three, four, maybe even five albums a year. It's
interesting to note that in 1964 and 1965 alone the Beatles re-
leased more albums than Madonna did in her first decade;
Johnny Cash had eight charting LPs out (including some
greatest hits and repackages) in 1969; in contrast, Michael
Jackson built his entire post-Motown solo career over 22
years on five.

Decisions on what to keep and what to cut were made on
a case-by-case basis. To cite one example, it was absolutely
necessary that we list every single Beatles album of new
original matenal, though we have not included most of the
repackaged greatest-hits releases. In contrast, space alone
prohibits listing the full discography of Johnny Cash, while
lack of cntical, historical, and commercial importance elimi-
nated most of Chubby Checker's, and a paucity of verifiable
information and/or product has rendered some doo-wop
groups’ discographies misleadingly short. Among those re-
leases we have routinely omitted are soundtracks where the
artist’s input is minimal or not historically sigmficant, Christ-
mas albums, and those that did not chart within the Top 100
albums, as determined by Billboard We omitted most of Elvis
Presley’s soundtrack releases (due to space considerations
and because there was such a wealth of other significant
albums to choose from), but we included a handful of
extremely successful Christmas albums in other artists’
discographies and included soundtracks where they are a
crucial part of the artist's work (e.g, Quincy Jones, Tangerine
Dream, Curtis Mayfield, Ry Cooder). In the case of group en-
tries, some discographies end up being more complete than
historically necessary because group personnel and lineup
shifts occur around them, and it's simply easier to fix these
changes to album releases than to provide a longer, more
complicated explanation in the text. However the order of
facts in the Discographies/Chronologies for artists whose
careers began after the mid-'80s will generally reflect the
order of events, not who plays on what album

Rather than be limited by hard-and-fast restrictions, we
chose 1nstead to try to craft for each entry a discography that
worked with the narrative text to give a full picture of the
artist or group, musically, histoncally, commercially, and cnt-
ically. To that end, we have also not indicated differences in
content between formats except where they are of interest

beyond their existence, and then only in the text. Nor have
we routinely included Intemet-only releases or alternate for-
eign releases or alternate titles or information regarding
dates and labels of reissued product except when the record
was too important to cut and information regarding the ong-
inal release was unavailable or seemed unreliable.

Although these discographies are based on LPs or their
equivalents (we refer to both vinyl records and CDs as "al-
bums” and "LPs"), where appropriate, we have also included
a limited number of EPs (extended-play recordings), foreign
releases (particularly Bntish), and cassette-only releases. Be-
cause the Encyclopedia is concemed primarily with history,
wherever possible the record label given is the one that the
work was first released on in the United States. In the inter-
est of saving space, record labels are noted in parentheses
following the album title of the first release on that label
listed. Thereafter, each album can be assumed to have been
released on the same label until indicated otherwise by a
new label name following a title. In those instances where
foreign releases are included, the label is followed by an ab-
breviation for the country of release. Alternate formats (EP-
and cassette-only releases) are noted following the title, as is
the word "soundtrack” where applicable. An "N.A." in the
place of the release date or the label signifies that the infor-
mation was "not available” or impossible to venfy with a rea-
sonable degree of certainty.

How to Read These Entries. The artists’ entries come in
two basic forms: that for a solo artist and that for a group. The
solo artist's entry begins with his or her name, followed by
his or her given name (if appreciably different from his or her
stage name), date of birth, place of birth, date of death, and
place of death. Only in cases where there are discrepancies
among highly reliable sources are two possibilities offered
This is followed by a discography.

The group entry begins with the group's date and place
of formation, followed by a personnel chronology/discogra-
phy that sets forth for each group member the same basic bi-
ographical information provided for solo artists, followed by
that member's role in the band. Except for original lineups,
all personnel shifts are listed as they occur chronologically in
parentheses, with a plus sign (+) indicating an addition to
the group and a minus (-) a departure

The personnel chronology lists only those musicians
who have recorded with the group or whose membership is
clearly documented in published articles or press releases.
Thus most guest or session musliclans are not listed, al-
though major ones are mentioned 1n the entry text. Where
the discography is complete, the chronology indicates the
approximate order of two main recurient events in the life
of a band. personnel changes and record releases. Generally
speaking, the chronology of a successful, well-documented
band that began recording in the late '60s will reveal which
musicians appeared on a given album. One reason for this
1s many of those groups released albums frequently enough
that there was little lag time between recording and release
Beanng in mind that there are exceptions to every rule, this




same claim probably cannot be made as readily for less
thoroughly covered acts, such as R&B and disco groups.

While we use album credits as a source of information,
there are a number of compelling reasons why following
these credits stnctly and exclusively would distort the order
of events. For one thing, there are many groups for whom
personnel listings are incomplete or nonexistent. Second, 1t
is typical for years to elapse between the recording of a given
song and Its release as a single or on an album. Duning that
time, key personnel events, including deaths, may have oc-
curred. Third, it is more common now than ever to repackage
recordings, so that a single album may contain songs
recorded by any number of previous lineup configurations
(imagine tackling the personnel on a Frank Zappa or Jeffer-
son Airplane/Starship retrospective).

How the chronologies were handled was largely deter-
mined by the amount and quality of information available
and the group itself It is an arduous but relatively simple
task to construct a chronology for, say. Fleetwood Mac, a
group with many widely documented changes over the
course of relatively few albums. It is as good as impossible,
however, 10 accurately and fully list the name of every
singer who ever appeared with the Drifters. Some groups
have endured for decades. yet their true historical sigrufi-
cance is restricted to a finite period in time For these we
have indicated “original lineup” or “best-known lineup.” In
cases where the space necessary 10 Iecount a group's com-
plete chronology was in inverse proportion to its signifi-
cance or where a group has developed into the musical
equivalent of a temporary employment agency. we have in-
dicated “numerous personnel changes follow " or words to
that effect. There are also a handful of cases where only one
or several versions of a long-lived group could be deter-
mined; there we indicate “lineup ca. late '60s” or “lineup ca
1994" Regardless of how complete the discography/
chronology section is, 1t is not intended to replace the dis-
cussion of these events in the body of the text We use this
abbreviated format simply because 1t provides a great
amount of information in a small amount of space, makes it
easy to see at a glance the basic order of events, saves the
basic biographical informaticn from being buned in the
text, and gives the writer the option of not having to list in
the text releases and personnel changes about which there
may not be too much 1o say at the expense of other, more
important occurrences. Virtually all discography and per-
sonnel listings are current through spring 2001, though we
have continued to include major updates for selected en-
tries through summer 2001

The Charts. Asinthe Encyclopedia’s first edition, chart po-
sitions are based on those published weekly in Billboardand
compiled and published in Joel Whitburn's series of Record
Research books. Record Research books are the bible of US
chart, label, and utle information, and no serious rock fan
should be without at least one of these scrupulously re-
searched and dependable tomes. Fortunately. many of these
are now available to the general public in bookstores. A
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wider variety of more specialized titles is available from
Record Research Inc, PO. Box 200, Menomonee Falls, WI
53052-0200; 262-251-5408, www.recordresearch.com

One of the most profound changes in popular music
has been the continuing “subgenre-fication” of styles. To-
day Billboard uacks record sales, radio airplay. and club
play through more than 30 different charts. For our pur-
poses, we are mainly concemed with the singles and LP
charts in three different categories pop, R&B (thythm &
blues), and C&W (country & westem). Through the years,
Billboard has refined its methods of compiling its charts,
most notably in 1991 when it incorporated actual record
sales figures and changed the charts’ titles to best reflect
the current market.

Unless indicated otherwise every chart position in-
cluded here should be assumed to be US. pop, derived from
the “Hot 100" (established in August 1958) for singles, and
the "Billboard 200" for albums. “R&B" and “C&W" follow po-
sitions from the rhythm & blues and country & westem
charts or their equivalents. The official chart titles in all
three genres, and on all six charts, have changed periodi-
cally. For example, through the years the official title of what
ve consider the R&B singles chart has evolved from “Race
Records” in 1945, to “Rhythm & Blues Records” in 1949, to0
'Hot Soul Singles” in 1973 and “Hot Black Singles” in 1981,
before changing to “Hot R&B Singles” in 1930 (In fact, for a
period between November 1963 and January 1965, there
were no R&B singles charts, and from August to early Octo-
ber 1972, no R&B LPs chart.) In this book, all of these posi-
tions are categonzed as R&B. In our discussions of music,
however. we do make stylistic distinctions between R&B,
soul, rap, hip-hop. and black music, although any charting
records within these genres would be charted under “R&B.’
The country charts, which debuted in 1944, contained
“C&W" 1 their titles only between 1949 and 1962; since
then. it's been just country. and we use the terms “country”
and “C&W" interchangeably

Discussions of a record’s showing on other charts, such
as jazz, modern rock, world music, adult contemporary, or
New Age, is limited Where necessary, we have included
some Bntish chart positions. These are denoted by “UX." and
apply to pop singles or albums only

In every instance, the chart position shown is the highest
attained by that recording The year that follows the position
is, in almost all cases, the year it debuted on the chart. Dis-
creparncies may arise for those singles for which Record Re-
search's Top Pop Artists & Singles, 1955-1978 was the main
source. For that book, the year given was that in which the
rzcord reached its peak, or highest, position. Then it is only a
problem in those instances where a record was released at
year's end but did not chart untl early the next year. In up-
dating the material carried over from the first edition, we
have made every effort to revise the chart positions to reflect
the “debut” as opposed to the “peak” year. Because a
record’s natural commercial life cycle is typically short and
1ts fate rendered in mere weeks, the year of debut and the
year of peak are usually the same.
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Discographies and Chronologies. Generally speaking,
most of our discographies are selective, which is to say that
we have edited them to give the reader a general picture of
an artist or group's recorded history through the inclusion of
important releases of onginal maternal (as opposed to great-
est-hits packages, although we do list some of these selec-
tively); releases that have special cntical, commercial, or
historical significance; and releases that have been deemed
to be representative of the entire ceuvre. Most major artists
and those first included in the 1995 edition are complete (ex-
cept, of course, for those recordings released after this book
goes to press). For artists and groups whose careers are con-
siderably longer, the selective discography is almost a given.
Before the late '60s, careers were based on singles, not al-
bums. Ironically, however, many popular artists then re-
leased two, three, four, maybe even five albums a year. It's
interesting to note thatin 1964 and 1965 alone the Beatles re-
leased more albums than Madonna did in her first decade;
Johnny Cash had eight charting LPs out (including some
greatest hits and repackages) in 1969; in contrast, Michael
Jackson built his entire post-Motown solo career over 22
years on five

Decisions on what to keep and what to cut were made on
a case-by-case basis. To cite one example, it was absolutely
necessary that we list every single Beatles album of new
ornginal material, though we have not included most of the
repackaged greatest-hits releases. In contrast, space alone
prohibits listing the full discography of Johnny Cash, while
lack of cntical, historical, and commercial importance elimi-
nated most of Chubby Checker's, and a paucity of venfiable
information and/or product has rendered some doo-wop
groups’ discographies misleadingly short. Among those re-
leases we have routinely omitted are soundtracks where the
artist's input is minimal or not historically significant, Christ-
mas albums, and those that did not chart within the Top 100
albums, as determined by Billboard We omitted most of Elvis
Presley's soundtrack releases (due to space considerations
and because there was such a wealth of other significant
albums to choose from), but we included a handful of
extremely successful Christmas albums in other artists’
discographies and included soundtracks where they are a
crucial part of the artist's work (e g., Quincy Jones, Tangenne
Dream, Curtis Mayfield, Ry Cooder). In the case of group en-
tries, some discographies end up being more complete than
histoncally necessary because group personnel and lineup
shifts occur around them, and it's simply easier to fix these
changes to album releases than to provide a longer, more
complicated explanation in the text. However, the order of
facts in the Discographies/Chronologies for artists whose
careers began after the mid-'80s will generally reflect the
order of events, not who plays on what album

Rather than be limited by hard-and-fast restrictions, we
chose instead to try to craft for each entry a discography that
worked with the narrative text to give a full picture of the
artist or group, musically, histonically, commercially, and crit-
ically To that end, we have also not indicated differences in
content between formats except where they are of interest

beyond their existence, and then only in the text. Nor have
we routinely included Internet-only releases or alternate for-
eign releases or alternate titles or information regarding
dates and labels of reissued product except when the record
was too important to cut and information regarding the ong-
inal release was unavailable or seemed unreliable.

Although these discographies are based on LPs or their
equivalents (we refer to both vinyl records and CDs as "al-
bums" and "L.Ps"), where appropriate, we have also included
a limited number of EPs (extended-play recordings), foreign
releases (particularly Bnitish), and cassette-only releases. Be-
cause the Encyclopedia is concemed primarily with history,
wherever possible the record label given is the one that the
work was first released on in the United States. In the inter-
est of saving space, record labels are noted in parentheses
following the album ttle of the first release on that label
listed. Thereafter, each album can be assumed to have been
released on the same label until indicated otherwise by a
new label name following a title. In those instances where
foreign releases are included, the label is followed by an ab-
breviation for the country of release. Alternate formats (EP-
and cassette-only releases) are noted following the title, as is
the word "soundtrack” where applicable. An “N.A." in the
place of the 1elease date or the label signifies that the infor-
mation was "'not available” or impossible to venfy with a rea-
sonable degree of certainty.

How to Read These Entries. The artists' entries come in
two basic forms: that for a solo artist and that for a group. The
solo artist’s entry begins with his or her name, followed by
his or her given name (if appreciably different from his or her
stage name), date of birth, place of birth, date of death, and
place of death Only in cases where there are discrepancies
among highly 1eliable sources are two possibilities offered.
This is followed by a discography

The group entry begins with the group's date and place
of formation, followed by a personnel chronology/discogra-
phy that sets forth for each group member the same basic bi-
ographical information provided for solo artists, followed by
that member's role 1n the band Except for onginal lineups,
all personnel shifts are listed as they occur chronologically in
parentheses, with a plus sign (+) indicating an addition to
the group and a minus (-} a departure.

The personnel chronology lists only those musicians
who have recorded with the group or whose membership is
clearly documented in published articles or press 1eleases.
Thus most guest or session musicians are not listed, al-
though major ones are mentioned in the entry text. Where
the discography is complete, the chronology indicates the
approximate order of two main recurrent events 1n the life
of a band. personnel changes and record releases. Generally
speaking, the chronology of a successful, well-documented
band that began recording in the late ‘60s will reveal which
musicians appeared on a given album. One reason for this
is many of those groups released albums frequently enough
that there was little lag time between recording and release.
Beanng in mind that there are exceptions to every rule, this
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same claim probably cannot be made as reacily for less
thoroughly covered acts. such as R&B and disco groups

While we use album credits as a source of information,
there are a number of compelling reasons why following
these credits strictly and exclusively would distort the order
of events. For one thing. there are many groups for whom
personnel lisungs are incomplete or nonexistent. Second. it
is typical for years to elapse between the recording of agiven
song and 1ts release as a single or on an album. During that
time, key personnel events, including deaths, may have oc-
curred. Third, it is more common now than ever to repackage
recordings, so that a single album may contan songs
recorded by any number of previous lineup configurations
(imagine tackling the personnel on a Frank Zappa or Jeffer-
son Airplane/Starship retrospective).

How the chronologies were handled was largely deter-
mined by the amount and quality of informaticn avalable
and the group itself It is an arduous but relatively simple
task to construct a chronology for. say, Fleetwood Mac, a
group with many widely documented changes over the
course of relatvely few albums. It is as good as impossible,
however, 10 accurately and fully list the name of every
singer who ever appeared with the Drifters. Some groups
have endured for decades, yet thelr true historical signifi-
cance is restricted to a finite period in ume For these, we
have indicated “original lineup” or "best-known lineup.” In
cases where the space necessary o recount a group’s com-
plete chronology was in inverse proportion i0 its signifi-
cance, or where a group has developed into the musical
equivalent of a temporary employment agency. we have in-
dicated ‘numerous personnel changes follow.” or vsords to
that effect. There are also a handful of cases where only cne
or several versions of a long-lived group could be deter-
muned. there we indicate “lineup ca. late '60s” or “lineup ca.
1994" Regardless of how complete the discography/
chronology section is, 1t is not intended to replace the dis-
cussion of these events in the body of the text. We use this
abbreviated format simply because it provides a great
amount of information in a small amount of space, makes 1t
easy to see at a glance the basic order of events, saves the
basic biographical information from being buried in the
text, and gives the writer the option of not having to list in
the text releases and personnel changes about which there
may not be too much to say at the expense of other, more
important occurrences. Virtually all discography and per-
sonnel listings are current through spring 2001. though we
have continued to include major updates for selected en-
tries through summer 2001

The Charts. Asin the Encyclopedia’s first edition, chart po-
sitions are based on those published weekly in Billboard and
compiled and published 1n Joel Whitburn's series of Record
Research books. Record Research books are the bible of US.
chart, label, and title information, and no serious rock fan
should be without at least one of these scrupulously re-
searched and dependable tomes. Fortunately many of these
are now available to the general public in bookstores A

wider variety of more specialized titles is available from
Record Research Inc, PO. Box 200. Menomonee Falls, WI
53052-0200; 262-251-5408, wvsvirecordresearch.com

One of the most profound changes in popular music
has been the continuing “subgenre-fication” of styles. To-
day Billboard uwacks record sales, radio airplay, and club
play through more than 30 different charts. For our pur-
poses. we are mamly concemed with the singles and LP
charts 1n three different categones. pop, R&B (thythm &
blues). and C&W (country & western). Through the years,
Billboard has refined 1ts methods of compiling 1ts charts,
most notably in 1991 when it incorporated actual record
sales figures and changed the charts' titles 1o best reflect
the current marxet.

Unless indicated otherwise, every charn position In-
cluded here should be assumed to be US. pop, derived from
the "Hot 100" {established 1n August 1858} {or singles, and
the “Billboard 200" for albums. “R&B" and “C&W" follow po-
sitions from the rhythm & blues and country & westem
charts or their equivalents. The official chart titles in all
three genres, and on all six charts, have changed periodi-
cally. For example, through the years the official utle of what
we consider the R&B singles chart has evolved from "Race
Records” in 1945, to "Rhythm & Blues Records” in 1849, to

Hot Soul Singles” in 1973 and “Hot Black Singles” in 1981,
before changing to “Hot R&B Singles™ in 1920. {In fact, fora
penod between November 1963 and January 1965, there
were no R&B singles charts. and from August to early Octo-
ber 1972, no R&B LPs chart.} In this book, all of these posi-
tions are categorized as R&B. In our discussions of music,
however, we do maxe stylistic distinctions between R&B,
soul, rap, hip-hop. and black music, although any charting
records within these genres would be charted under "R&B.”
The counuy charts, which debuted in 1944, contained
‘C&W™ n their titles only between 1949 and 1962; since
then, 1t’s been just country, and we use the terms “country”
and “C&W" interchangeably.

Discusstons of a record’s showing on other charts, such
as jazz. modemn rock, world music, adult contemporary. or
New Age, 1s limited. Where necessary, we have included
some British chart positions. These are denoted by “UX." and
apply to pop singles or albums only

In every instance, the chart position shown is the highest
attained by that recording. The year that follows the position
is, in almost all cases, the year it debuted on the chart. Dis-
crepancies may anse for those singles for which Record Re-
search's Top Pop Artists & Singles, 1955-1978 was the main
source. For that book, the year given was that in which the
record reached 1ts peak, or highest, position. Then itis only a
problem in those instances where a record was released at
year's end but did not chart until early the next year In up-
dating the material carried over from the first edition, we
have made every effort to revise the chart positions to reflect
the "debut” as opposed to the "peak” year Because a
record's natural commercial life cycle is typically short and
1ts fate rendered in mere weeks. the year of debut and the
year of peak are usually the same.
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Perspective. All that explains how we traced, collected,
sifted, and venfied our information. Here I'll try to give some
idea of how we determined what to do with it.

The RoLLING STONE Encyclopedia of Rock & Rollis a ref-
erence work—not a history, not a consumer guide, not an al-
phabetized collection of critics’ musings. The hardest part of
this job for all of us was not only consciously putting aside
our personal opinions but deliberately separating the pre-
vailing critical line from the facts. For better or worse, how-
ever, sometimes it's the histonical backdrop and the facts
that dictate the cntical line, and not the other way around.

As the deservedly esteemed music historian Peter Gu-
ralnick advised me nearly 20 years ago, "It 1sn't necessary
to have an opinion about everything.” To most hard-core
music fans, that may seem unthinkable, but 1 think he's
right. History is not a story that has been told but a story
that bears retelling from many different points of view. After
rocking this baby for 20 years, I have witnessed the revolu-
tions within the revolution that is rock. Every couple of
years brings forth a new generation of listeners, another
wave to hear the music and claim it as their own. That
might make you feel older, but 1t can also make you feel
somewhat wiser, too. Some of us know that one day Ricky's
skintight leather pants, Sean Combs' phat furs, and Marilyn
Manson's trash-cum-glam gear will look every bit as fabu-
lous and silly as the same duds once wom by the Lizard
King, vintage Shaft-era Isaac Hayes, and Alice Cooper in his
ingenue days. We may hear the traces of an older, even for-
gotten artist in the “latest” sound, or see more clearly
through the transparent aping that some pass off as “inspi-
ration” and find the real thing. We can save ourselves exas-
peration over the latest wave of teen groups, for example,
because we know what, historically, fate probably has in
store for them. We can recognize that snippet of "Pink
Moon" in a car commercial and know that not even a voice
as obscure as Nick Drake's will be lost for long

|
|

Since this is probably the last edition of the Encyclopedia
for me, I want to thank all of the editors, wnters, researchers,
and fact-checkers who have contributed to this since the be-
ginning, particularly my wonderful fnend Holly George-
Warren. All of these people were incredibly passionate and
highly opinionated. And yet they put that aside to answer
what I think of as this “higher calling.” Speaking as someone
who in nearly 30 years still has not entirely recovered from
the realization that people actually like the Eagles and does
not understand why Laura Nyro is not a household name, I
know how hard it is to ignore the wnter's and editor's reflex-
ive need to be “right” (although we strive to always be accu-
rate) and to allow even the most familiar stories to tellus how
to tell them. That has meant listening anew, allowing for pos-
sibilities and improbabilities, and seeing every artist and
every record not as we might see them today but within their
original contexts, on their own terms, in their own times. Ina
field where great music, even whole careers, were sparked
by hearing a single two-minute-long recording—perhaps
even one made 75 years before by someone from the other
side of the world—nothing can be discounted. Rock & roll is
always unpredictable, improbable, impossible. And yet 1t
stands.

No matter where they came from, the genre they worked
in, or how well they fared, every artist here is someone who
believed he or she had something to say and had the guts to
get up and say it. For that alone, these artists demand and
deserve attention and respect. Whether it was worth saying
or hearing is almost beside the point. After all, who knows?
We cannot determine whether Kiss, or Fabian, or Eminem
“deserved” to be heard; we can only tell you what happened
once they were.

And that's the story of rock & roll. Whether the revolu-
tions come at 45 per minute or at the speed of hight, it's never
going to slow down or stop. Best of all, 1t's your story, too.
Read on
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Abba

Formed 1971, Sweden

Benny Andersson (b. Dec. 16, 1946, Stockholm, Swe.), kybds.,
synth., voc.; Bjorn Ulvaeus {b. Apr. 25, 1945, Gothenburg, Swe.),
gtr., voc.; Agnetha “Anna” Faltskog (previously Ulvaeus; b. Apr. 5,
1950, Jonkoping, Swe.), voc.; Anni-Frid “Frida” Synni-Lyngstad-
Fredriksson-Andersson (b. Nov. 15, 1945, Narvik, Nor.), voc.
1974—Waterloo (Atlantic) 1975—Abba 1976—Greatest
Hits, vol. 1; Arrival  1977—The Album  1979—Voulez-Vous;
Greatest Hits, vol. 2  1980—Super Trouper 1981—The
Visitors 1982—Abba, The Singles, The First Ten Years
1984—ILove Abba 1986—Abba Live 1995—Thank You for
the Music (A&M).

Anni-Frid “Frida” Lyngstad-Frederiksson-Andersson solo: 1982—
Something's Going On (Atlantic)  1984—Shine.

Agnetha Faltskog solo: 1983—Wrap Your Arms Around Me
(Atlantic) 1985—Eyes of a Woman (Epic) 1987—/ Stand
Alone (Atlantic).

Easily the most commercially successful group of the '70s,
Abba became the focus of a revival in the early '90s, when its
Abba Gold topped charts around the world. Abba's whole-
some image and buoyant, catchy records made the group n-
ternational pop stars (Nelson Mandela once declared Abba
his favorite pop group) and the second most profitable cor-
poration on the Stockholm stock exchange. Ironically, it was
their massive financial success that, according to group
members, led to the death and kidnapping threats that
prompted their disbanding in 1982.

Though Bjorn Ulvaeus and Benny Andersson’'s hook-
laden singles (“Femando” and “Money, Money, Money.”
1976, "Knowing Me, Knowing You," 1977) often topped Euro-
pean charts, US. success was limited to several hit albums
and three Top 10 singles. “Waterloo"” (#6, 1974), “Dancing
Queen” (#1, 1977), and “Take a Chance on Me" (#3, 1978).

Each member was a solo star in Sweden before Abba (an
acronym of their first initials) coalesced mn 1973. “Waterloo”
won the prestigious Eurovision Song Contest in 1974, a year
after they began recording in English. Abba tours were lim-
ited initially because of the difficulty of re-creating the
group'’s densely layered, richly produced sound live. Never-
theless, Abba mounted its first intemational tour in 1977 and
appeared in the US. two years later. Longtime live-1n lovers
Benny and Anni-Frid (who both have children from teenage
marriages) were wed in 1978, they divorced in 1981. Two
years earlier, Bjorn and Agnetha's marriage of six years had
also ended in divorce. Abba's public image, however, re-
mained harmonious. By then the group had sold an esti-
mated 100 million records worldwide. In 1982 Phil Collins
produced Frida's post-Abba solo debut, Something's Going
On, which featured “I Know There's Something Gomng On,” a
Top 20 hit. In 1985 her duet with B.A. Robertson, “Time,” was
aminor UK. lut. Andersson and Ulvaeus cowrote with British
lyricist Tim Rice the London and Broadway musical Chess,
from which “One Night in Bangkok” became a #3 hit for Mur-
ray Head in 1985. Agnetha “Anna” Faltskog has also released
solo albums and had several minor UK. hits; her “Can't
Shake Loose™ hit #29 in 1983.

S
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In more recent years, Abba's enduring appeal has mani-
fested itself in the Australian Abba impersonators Bjorn
Again, Erasure’s #1 UK. cover EP Abba-esque and the
A~Teens, four Stockholm-based singing and dancing young-
sters who deal in pimple-pop updates of Bjorn and Benny's
most beloved material. Featuring 22 Abba songs, Mamma
Mia!, created by Andersson and Ulvaeus, became a hit musi-
calin London in 1999, reaching the States in 2001

ABC

Formed 1980, Sheffield, Eng.

Martin Fry (b. Mar. 9, 1958, Manchester, Eng.), voc.; Mark White
(b. Apr. 1, 1961, Sheffield), gtr., kybds.; Mark Lickley, bass;
David Robinson, drums; Stephen Singleton (b. Apr. 17, 1959,
Sheffield), sax.

1980— - Lickley; — Robinson; + David Palmer [b. May 29, 1961,
Chesterfield, Eng.], drums)  1982—The Lexicon of Love (Mer-
cury) 1983—Beauty Stab ( - Singleton; — Palmer; + Eden, voc.,
perc; + David Yarritu, kybds., synth.) 1985—HowtoBea. ..
Zillionaire!  1987—Alphabet City 1989—Up 1990—
Absolutely 1996—( - White) 1997— + various musicians)
Skyscraping (Deconstruction, U.K.) 1999—Lexicon of Live
(Blatant, U.K.).

Hailed by the British music press as "purveyors of perfect
pop.” ABC was actually a highly self-conscious white
neosoul group that articulated singer Martin Fry's grandilo-
quent vision. His mannered vocals recall “Thin White
Duke"—era David Bowie and his songs of romance revisit the
worldly fatalism of Roxy Music's Bryan Ferry.

Fry was wnting and editing his own music fanzine, Mod-
ern Drugs, when he interviewed White and Singleton about
their electric rock band, Vice Versa. They asked Fry to join
them, and he did—changing the group's name to ABC and
its direction toward pop. Completed by a rhythm section, the
group recorded "Tears Are Not Enough” and released it on
their own Neutron Records. A British Top 20 hit in 1981, 1t
was followed over the next six months by three more crafty,
melodramatic Top 10 hits—"Poison Arrow,” “The Look
of Love" and "All of My Heart"—from the lavish Trevor
Homn-produced Lexicon of Love Released stateside, the
album gamered rave reviews and sold well (#24, 1982); bol-
stered by lush, evocative videos, "The Look of Love” (#18,
1982) and “Poison Arrow” (#25, 1983) were hit singles, t00.

ABC lost most of its US. fans with Beauty Stab (#69,
1983), a harsher, harder-rocking, guitar-based collection that
contained only one charting single: “That Was Then but This
Is Now" (#89, 1984). With female percussionist Eden and
American keyboardist David Yamtu replacing David Palmer
and Stephen Singleton, ABC adopted a cartoornish image and
rebounded with Zillionaire (#30, 1985), which yielded the
yearning pop ballad "Be Near Me" (#9, 1985) and another hit
in ‘(How to Be a) Millionaire” (#20, 1986).

Shortly thereafter, Fry was diagnosed with non-
Hodgkin's lymphoma ABC was off the scene until Alphabet
City (#48, 1987), which featured the group's biggest hit 1o

date, the Motown tribute “When Smokey Sings” (#5, 1987).
Fry dropped out of the music business after the release of Up.
He made a full recovery from his illness and, by 1997, was
back onstage. A new edition of ABC, with Fry the sole re-
maining original member, recorded two British releases—
Skyscraping and the live album Lexicon of Live—and toured
the U.S.in 1993.

Paula Abdul

Born June 19, 1962, Los Angeles, CA

1988—Forever Your Girl (Virgin)  1990—Shut Up and Dance
(The Dance Mixes) 1991—Spellbound 1995—Head Over
Heels 1998—Greatest (Virgin, U.K.) 2000—Greatest Hits
(Virgin).

A true MTV-era success story, Paula Abdul choreographed
videos for several popular artists before becoming a pop star
herself Trained as a dancer, Abdul had had little singing ex-
penence before recording 1988's Forever Your Girl, and her
vocals were widely panned. Nonetheless, the album sold
7 million coples domestically, thanks to catchy hooks, perky
bubblegum-funk arrangements, and glossy videos that dis-
played Abdul's true strengths: her stylish, high-energy
dance technique and plucky gurl-next-door charm.

The second daughter of a French-Canadian mother and a
father of Syrian and Brazilian extraction, Abdul began taking
dance lessons when she was seven; at 10, she won a scholar-
ship to study tap and jazz dancing. She captained her high
school cheerleading squad, and while attending California
State, Northndge, joined the Los Angeles Lakers' cheerlead-
ers; she eventually became head Laker girl. Her work was
spotted by Jackie Jackson (with whom she later became
romantically involved), who asked her to choreograph the
Jacksons' 1984 "Torture” video. She also befriended sister
Janet Jackson and choreographed all of her Control videos
(she makes a cameo as Janet's girlfriend in"Nasty"). Abdul's
other chents have included the Pointer Sisters, ZZ Top, and
Duran Duran, and she has choreographed for television (The
Tracey Ullman Show) and films, most notably The Doors and
American Beauty.

In the late '80s Abdul signed to Virgin Records. The re-
lease of her debut album followed auspiciously on the heels
of "Knocked Out,” a single that Abdul recorded for a Virgin
sampler. That song became popular on R&B radio, but with
Forever Your Girl, Abdul immediately crossed over into the
pop stratosphere, topping the albums chart and producing
four #1 singles: 1988's "Straight Up” and, in 1989, "Forever
Your Girl," "Cold Hearted,"” and “Opposites Attract” (with the
Wild Pair). Another track, “(It's Just) the Way That You Love
Me," went to #3.

Virgin capitalized on Abdul's success by releasing an
album of dance remixes of her hit songs 1n 1990. In 1991 she
released Spellbound, an LP of new songs—some of them
cowritten by Abdul, many wntten and produced by the New
York-based R&B trio the Family Stand (Other contnbutors
included John Hiatt and Prince ) The album peaked at #1 and




spawned the #1 singles "Rush, Rush” (Abdul's first hit ballad)
and "The Promise of a New Day.” "Blowing Kisses in the
Wind" (#6, 1991), “Vibeology” (#16, 1992), and " Will You Marry
Me" (#19, 1992). But legal troubles ensued when Yvette Ma-
rine, credited as a backup singer on Forever Your Girl, sued
Virgin, alleging that her voice had been overdubbed on some
of the album'’s lead vocals. In 1993, a jury ruled in Virgin's
favor. Head Over Heels peaked at #18 on the pop album chart
and included "My Love Is for Real” (#28, 1995), which fea-
tured backing vocals by Ofra Haza. In the mid- to late '90s
Abdul delved into acting, segueing from cameos playing her-
self on episodes of sitcoms to starring roles in TV movies

A-Bones: See the Cramps

AC/DC

Formed 1973, Sydney, Austral.

Angus Young (b. Mar. 31, 1951, Glasgow, Scot.), gtr.; Malcolm
Young (b. Jan. 6, 1953, Glasgow), gtr.; Dave Evans, voc.
1974—( - Evans; + Bon Scott [b. Ronald Belford, July 9, 1946,
Kirriemuir, Scot.; d. Feb. 19, 1980, London, Eng.], voc.; + Phillip
Rudd [b. May 19, 1946, Melbourne, Austral.], drums; Mark Evans
[b. 1957, Melbourne], bass) 1976—High Voltage (Atlantic)
1977—Let There Be Rock ( - Evans; + Cliff Williams [b. Dec.

14, 1949, Rumford, Eng.], bass) 1978—Powerage, If You
Want Blood, You've Got It  1979—Highway to Hell 1980—
(- Scott; + Brian Johnson [b. Oct. 5, 1947, North Shields, Eng.],
voc.) Back in Black 1981 —Dirty Deeds Done Dirt Cheap; For
Those About to Rock We Salute You  1983—Flick of the

Switch (- Rudd; + Simon Wright [b. 1963, drums) 1984—
'74 Jailbreak  1985—Fly on the Wall  1986—Who Made Who
1988—Blow Up Your Video  1989—( - Wright; + Chris Slade,
drums) 1990—The Razors Edge (Atco)  1992—Live {Special
Collector’s Edition); Live  1995—{ - Slade; + Rudd) Ballbreaker
(Elektra) 1997—Bonfire  2000—Stiff Upper Lip.

Australian heavy-metal band AC/DC features knickers-clad
guitarist Angus Young, who became as famous for mooning
audiences regularly as for his gritty blues-based lead guitar
and songs about sex, drinking, and damnation. AC/DC's rau-
cous image, constant touring, and raw, juvenile yet amusing
Iyrics in songs like "Big Balls” and "The Jack" helped make
it one of the top hard-rock bands in history. The group has
remained a major concert draw, and its albums consistently
go platinum despite 1ts never having had a Top 20 single 1n
the US.

The Young brothers moved with their family from Scot-
land to Sydney in 1963. In 1973 they formed the first version
of AC/DC, adding vocalist Bon Scott in early 1974, followed
by drummer Phillip Rudd and bassist Mark Evans later that
year Their first four albums were produced by ex-Easybeats
Hamry Vanda and George Young, Angus’ older brother. The
group had gained a solid reputation in their homeland early
on, but 1t wasn't until 1979 with the platinum Highway to
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Hell (#17, 1979) that they became a presence on the Amern-
can charts

Within months of AC/DC’'s Amencan success, vocalist
Scott died from choking on his own vornit after an all-night
dnnking binge Two months later he was replaced by
ex-Geordie vocalist Bnan Johnson, and less than four months
after that, Back in Black began a yearlong run on the US
chart, peaking at #4 (1980), selling over 13 million copies to
date, and featuring the double-entendre-ndden "You Shook
MeAllNight Long " Dirty Deeds Done Dirt Cheap, a 1981 reis-
sue of a 1976 Australian LP. went to #3in the U.S ., followed by
ForThose About to Rock We Salute You, the group's first and,
to date, only US. #1 LP, in late 1981. The less spectacular
showings of the gold albums Flick of the Switch (#15, 1983)
and Fly on the Wall (#32, 1985) gave way to the multiplatinum
Who Made Who (the soundtrack to Maximum Overdnve) and
The Razors Edge (#2, 1990). The latter contains the group’s
closest thing to a hit single, "Moneytalks” (#23, 1991). In Jan-
uary 1991 three fans were crushed to death at an AC/DC
show in Salt Lake City, Utah. In late 1992, the group paid the
families of the three deceased teenagers an undisclosed sum,
following an out-of-court settlement. Other partiesto the set-
tlement included the convention center, the concert’s pro-
moter, and the company in charge of security.

AC/DC laid low until 1995, when the Rick Rubin-pro-
duced Ballbreaker (which also marked the return of drummer
Phil Rudd) entered the charts at #4. The bulk of the 5-CD box
set Bonfire, released in 1997, was made up of live tracks
recorded in 1977 and 1979, as well as of a remastered version
of Back in Black. It marked the first time AC/DC had released
matenal featuring Bon Scott since the singer's death. With
older brother George Young {(who had worked on such early
AC/DC albums as Let There Be Rockand Powerage) back on
board as producer, Suff Upper Lip (#7, 2000) confirmed
AC/DC's status as one of the most enduringly popular hard-
rock bands on the planet. Wisely sticking to its time-tested
formula of no-frills riffing, the band followed the record's re-
lease with extensive touring, during which Angus Young
wore, as always, a schoolboy uniform. (That outfit has be-
come such a part of rock legend that it was included in Rock
Style, an exhibit at New York's Metropolitan Museum of Art,
which opened in 1999) Always a reliable live act, AC/DC
once more brought out the big guns—literally, since the
band's stage act included cannons that went off dunng “For
Those About to Rock (We Salute You).”

Ace/Paul Carrack

Formed 1972, London, Eng.

Alan “Bam” King (b. Sep. 1946, London), gtr., voc.; Phil Harris
(b. July 1948, London), gtr.; Paul Carrack (b. Apr. 1951,
Sheffield, Eng.), kybds., voc.; Terry “Tex” Comer (b. Feb. 1949,
Burnley, Eng.), bass; Steve Witherington, drums.

1974—( - Witherington; + Chico Greenwood, drums;

- Greenwood; + Fran Byrne [b. Mar. 1948, Dublin, Ire.], drums)
Five-A-Side (Anchor)  1975—Time for Another ( - Harris; + Jon

>
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Woodhead [b. San Francisco, CA}, gtr., voc.) 1977—No
Strings.

Pauf Carrack solo: 1980—Nightbird (Vertigo, UK.) 1982—
Suburban Voodoo (Epic)  1987—O0ne Good Reason (Chrysalis)
1988—The Carrack Collection 1989—Groove Approved
1996—Blue Views (Ark 21)  1997—Beautiful World  2000—
Satisfy My Soul (Compass).

Ace became the best known of London's pub-rock bands
when "How Long," written and sung by Paul Carrack, be-
came a #3 US. hit in 1975 The group had been founded by
Alan King and Phil Harms, and "How Long" was a product of
its first recording session. What many listeners believed was
alove song actually concerned Terry Comer 's temporary de-
parture from the band to work with the Sutherland Brothers
and Quiver and his return to Ace. The rest of the group's ma-
terial failed to match the success of the debut single, and
after a 1976 tour with Yes, the group resettled in L A. and in
1977 disbanded Carrack, Bymne, and Comer joined Frankie
Miller

Carrack later recorded with Roxy Music, Squeeze (he
sings lead on 1ts 1981 hit "Tempted”) [see entry], and a short-
lived backup band for Carlene Carter In 1982 he joined Nick
Lowe's Noise to Go, and 1n 1985, Mike + the Mechanics, for
which he sang lead on the latter group’s Top 10 "Silent Run-
ning (On Dangerous Ground)” and on the #1 “Living Years”
[see Genesis entry]. In 1987 Carrack’s "Don't Shed a Tear”
went Top 10. He rejoined Squeeze for its 1993 album, Some
Fantastic Place then returned to Mike + the Mechanics for
1995's Beggar on a Beach of Gold. In 1997 Carrack finally re-
sumed his solo career with Blue Views, which featured the
#2 adult-contemporary hit “For Once in Our Lives." His sub-
sequent albums continue to explore his signature brand of
blue-eyed soul pop.

Johnny Ace

Born John Alexander Jr., June 29, 1929, Memphis, TN; died
Dec. 24, 1954, Houston, TX
1974—Johnny Ace Memorial Album (MCA),

Johnny Ace was one of the most popular balladeers of the
early '60s but is perhaps most famous for the way he died: He
allegedly shot himself while playing Russian roulette Ace
served in the navy duringWorld War II. After his discharge he
Jjoined Adolph Duncan'’s Band as a pianist; he often jammed
with BB King and Bobby "Blue” Bland in Memphis’ famed
Beale Streeters. In 1953 he released his first single, "My
Song,” which became a big R&B hit. Like his subsequent re-
leases, it featured his soothing baritone in a subdued
arrangement similar to the style of Nat "King” Cole

On Christmas Eve 1954 Ace died backstage at Houston's
City Auditonium. In recent years some famuliar with the de-
tails of Ace's death have questioned whether it might have
been a murder. One of his biggest pop successes came with
the posthumously released Top 20 hit “Pledging My Love” in
early 1955. In 1983 Paul Simon invoked the singer’'s name in

"The Late Great Johnny Ace,” a song about the assassination
of John Lennon.

Roy Acuff

Born Roy Claxton Acuff, Sep. 13 or 15, 1903, Maynardsville,
TN; died Nov. 23, 1992, Nashville, TN

1966—Roy Acuff Sings Hank Williams (Hickory) 1970—Best
of Roy Acuff (Capitol); The Great Roy Acuff; Songs of the Smoky
Mountains; The Voice of Country Music; Roy Acuff: Columbia
Historic Edition (Columbia)  1989—The Best of Roy Acuff (orig.
1963; Capitol)  1992—The Essential Roy Acuff 1936-1949
(Legacy).

Singer, songwriter, fiddler, bandleader, music publisher,
show-business booster, Roy Acuff was the "King of Country
Music” for over 50 years, and continued to perform regularly
at the Grand Ole Opry until shortly before his death at the
age of 89.

As a teenager he suffered a sunstroke, which prevented
him from realizing his ambition to play pro baseball. He took
up the fiddle and later joined a traveling medicine show that
was passing through his Tennessee mountain hometown—
only after he had been assured that he'd work only after sun-
down. In medicine and tent shows traversing the South he
perfected an act that included old-time stnng-band music,
hymns, a few popular contemporary songs, and comedy 1ou-
tines (he was known for the yo-yo he played with onstage).
In 1933 he formed the Tennessee Crackerjacks, with whom
he performed on Knoxville radio. The next year, the group be-
came the Crazy Tennesseans, and in 1936 they began
recording. That same year Acuff recorded his two best-
known hits, " Great Speckled Bird" (a million-selling record in
1943) and "Wabash Cannonball.”

In 1938 he changed the group’s name to the Smoky
Mountain Boys. Acuff and the Boys began appearing regu-
larly at Nashville's Grand Ole Opry, and Acuff became one of
the Opry's first solo stars. His dry, high-pitched voice be-
came familiar on such hits as "Night Train to Memphis, " "Fire
Ball Mail,” and "Wreck on the Highway" His career sales
total exceeds 25 million records. He also appeared in several
feature films through the '40s, including The Grand Ole
Opry.

In 1942 Acuff formed the Acuff-Rose Music Publishing
Company with songwriter Fred Rose. Though Acuff contin-
ued to record, his success as a music publisher eclipsed that
of his later recording career. Acuff-Rose eventually became
one of the biggest country music publishing companies in
the world, and in the process Acuff and Rose were mentors to
many of Nashville's most successful songwriters and per-
formers (Hank Williams, Marty Robbins, Boudleaux Bryant,
and others). Such was Acuff's populanty and influence that
in 1944 and 1948 he ran for the governorship of Tennessee.
He continued to appear at the Opry and traveled the world
to entertain troops during both World War II and the Viet-
nam War.

In 1962 he became the first living musician elected to the
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Adam and the Ants/Adam Ant

Formed 1977, London, Eng.

1978 first recorded lineup: Adam Ant (b. Stuart Goddard, Nov.
3, 1954, London), voc., gtr., piano; David Barbe (a.k.a.
Barbarossa, b. Eng.), drums, perc.; Matthew Ashmen (b. 1960,
London; d. Nov. 21, 1995, London), gtr., piano; Andrew Warren
{b. Eng.), bass.

1979—Dirk Wears White Sox (Dot, U.K.) (- Warren; + Leigh
Gorman, bass) 1980— - Ashman; + Marco Pirroni [b. Apr. 27,
1959, London], gtr.; - Barbe; + Terry Lee Miall [b. Nov. 8, 1958,
London], drums; + Merrick [b. Chris Hughes, Mar. 3, 1954,
London], drums; — Gorman; + Kevin Mooney [b. Eng.], bass)
Kings of the Wild Frontier (Epic) 1981— - Mooney; + Gary
Tibbs [b. Jan. 25, 1958, London], bass) Prince Charming
1990—Antics in the Forbidden Zone.

Adam Ant solo: 1982—Friend or Foe (Epic) 1983—Vive Le
Rock 1988—Manners & Physique (MCA)  1995—Wonderful
(Capitol).

Bryan Adams

Born Bryan Guy Adams, Nov. 5, 1959, Kingston, Can.
1980—Bryan Adams (A&M)  1981—You Want It, You Got It
1983—Cuts Like a Knife  1984—Reckless 1986—Live! Live!
Live!(A&M, Jap.) 1987—lInto the Fire (A&M) 1991—Waking
Up the Neighbours  1993—So Far So Good 19%6—181till
Die  1997—MTV Unplugged 1998—0n a Day Like Today
1999—The Best of Me (A&M/Universal, Can.).
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tended military schools in England, Austria, Portugal, and Is-
rael. When he was 12 his parents separated, and he lived
with his mother in Vancouver, British Columbia. By then he
had taught himself to play guitar and decided to make music
his career. At 16, he quit school, bought a grand piano with
money from his college fund, and joined bands. At age 17 he
befriended Jim Valliance, who had written songs for the
Canadian band Prism. After two years of writing and record-
ing demo tapes, their partnership produced the 1979 disco-
styled Canadian single “Let Me Take You Dancing” The pair
sold songs to Bachman-Turner Overdrive, Joe Cocker, and
Juice Newton, then landed a publishing deal with A&M
Records, which led to Adams' recording contract.

Adams' eponymously titled debut album stiffed, but the
followup, You Want It, You Got It (#118, 1982), fared better,
and Adams opened shows for such bands as the Kinks, For-
eigner, and Loverboy. Cuts Like a Knife (#8, 1983) was
Adams' US. breakthrough, producing hits in "Straight From
the Heart” (#10, 1983), the title cut (#15, 1983), and "This
Time" (#24, 1983); the latter two were accompanied by pop-
ular eye-catching videos. Reckless (#1, 1984) was even big-
ger. selling over 5 million copies and yielding such hits as
"Run to You" (#6, 1984), "Somebody” (#11, 1985), and "“Sum-
mer of '69” (#5, 1985), Adams'’ first hit ballad in "Heaven" (#1,
1985), and "It's Only Love” (#15, 1985), a duet with Tina
Tumer (with whom Adams toured. and for whom he pro-
duced a track on her 1986 Break Every Rule). Adams ap-
peared at Live Aid 1n Philadelphia in 1985, and 1n 1986 he
performed on Amnesty International's Conspiracy of Hope
Tour with Sting and U2.

His Into the Fire yielded hits in "Heat of the Night” (#6,
1987), “Hearts of Fire” (#26, 1987), and “Victim of Love” (#32,
1987). Adams refused to allow the use of the album's "Only
the Strong Survive” in the Tom Cruise film Top Gun because
he felt the movie glorified war

After performing at the 1988 Freedomfest 1n London to
honor freed South African apartheid fighter Nelson Mandela,
Adams began work on Waking Up the Neighbours. Mean-
while Joe Cocker recorded Adams' “When the Night
Comes,"” and Dion recorded his 'Drive All Night"- Adams had
a quick cameo in the 1989 Clint Eastwood film Pink Cadillac
and performed at Roger Waters' 1990 Berlin production of
The Wall The release of Waking Up the Neighbours (#6,1991)
was preceded by the appearance of " (Everything I Do) [ Do It
for You" under the credits of the Kevin Costner film Robin
Hood—Prince of Thieves. The ballad was an instant smash,
topping the U.S. pop chart for seven weeks and the UK. chart
for a record-breaking 16 weeks, as well as scoring an Os-
car nomination. In February 1992 Adams took issue with
his homeland's “Canadian Content” regulations, which re-
stricted airplay of Neighbours because Adams cowrote and
coproduced the record with an Englishman, Robert John
"Mutt” Lange. Adams brnefly threatened to boycott the an-
nual Juno Awards, Canada'’s version of the Grammys, where
he ended up winning Entertainer and Producer of the Year
awards A hits collection, So Far So Good (#6, 1993), featured
the new song " Please Forgive Me"” (#7, 1993). This, along with

a collaboration with Rod Stewart and Sting for the movie
The Three Musketeers, "All for Love” (#1, 1993), cemented
Adams’ status as a pop balladeer. This new image continued
with 18 til I Die (#31, 1996), which included yet another film
soundtrack hit, "Have You Ever Really Loved a Woman?" (#1,
1995) from Don Juan de Marco, garnenng Adams his second
Oscar nod. The album also produced the popular love song
"Let's Make a Night to Remember." Adams' balladry reached
new heights when he recorded a duet with Barbra Streisand
for her 1996 movie, The Mirror Has Two Faces. ‘1 Finally
Found Someone” hit #8 on the pop chart and eamed an
Academy Award nomination.

The following year, Adams performed a concert for the
MTV senes Unplugged with his band as well as a 16-piece
orchestra of students from the Juilliard School of Music.
Highlights were quickly released as an album, MTV Un-
plugged (#88, 1997). On a Day Like Today (#103, 1998) found
Adams duetting with Melanie C., Sporty Spice of the Spice
Guls. In 1999 Adams focused on three non-US. projects: a
second greatest-hits collection, titled The Best of Me, which
had been rejected by A&M's new parent company in the
States, Universal, but sold 4 million copies worldwide; and
two collections of black-and-white portraits of women,
Made 1n Canada and Heaven The first showcased Adams’
photographs of 80 prominent Canadian women (among
them Celine Dion, Alanis Mornssette, and Joni Mitchell). The
book's royalties were donated to the Canadian Breast Can-
cer Foundation. Heaven's 1oyalties benefited Haven‘Trust, a
London breast-cancer support center

King Sunny Ade

Born Sunday Francis Adeniyi, Sep. 26, 1946, Ondo, Nigeria
1968—The Master Guitarist (African Songs/Serengeti, UK.)
1976—The Late General Muritala Mohammed (Decca); Sunny
Ade Live Play (Sunny Alade) 1978—Festac 77 1980—Check
“E"  1981—The Message 1982—Ariya Special; Juju Music
(Mango) 1983—Synchro System; Ajoo (Makossa) 1984—
Aura (Island)  1985—0tito (Sunny Alade)  1986—Saviour
1987—Return of the Juju King (Mercury)  1988—Live! Live Juju!
(Rykodisc) = 1989—Funmilayo (Sunny Alade) 1994—Live at
the Hollywood Palace (LR.S.)  1995—E Dide (Get Up) (Mesa)
1998—0du  2000—Seven Degrees North (Mesa/V2).

A superstar in his native Nigena since the late '60s, juju
bandleader King Sunny Ade was hailed by Amencan cntics
in 1982 as the next Bob Marley. While Ade, who sings In his
native Yoruba tongue, never achieved that level of popularity
in the US, he and his 20-piece African Beats band did whet
American and European appetites for “world music." In addi-
tion, Ade helped open the door for other Afro-pop artists,
among them fellow Nigenan juju stars Ebenezer Obey and
Dele Abiodun, Zaire's Tabu Ley Rochereau and Papa Wemba,
Senegal's Youssou N'Dour, South Africa’s Mahlathini and the
Mahotella Queens, and Madagascar's Rossy and Tarika
Sammy.

Bom into the royal family of Ondo, the youthful Ade horri-
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Aerosmith

Formed 1970, Sunapee, NH

Steven Tyler (b. Steve Tallarico, Mar. 26, 1948, New York, NY),
voc., Joe Perry (b. Sep. 10, 1950, Lawrence, MA), gtr.; Brad
Whitford (b. Feb. 23, 1952, Winchester, MA), gtr.; Tom Hamilton
(b. Dec. 31, 1951, Colorado Springs, CO), bass; Joey Kramer
(b. June 21, 1950, New York), drums.

1973—Aerosmith (Columbia) 1974—Get Your Wings
1975—Toys in the Attic  1976—Rocks  1977—Draw

the Line  1978—Live Bootleg 1979—A Night in the Ruts

(- Perry, + Jim Crespo, gir.)  1980—Aerosmith’s Greatest Hits
(- Whitford; + Rick Dufay, gtr., voc.) 1982—Rock in a Hard
Place 1984—{ - Crespo; - Dufay; + Perry; + Whitford)
1985—Done With Mirrors (Geffen); Classics Live! (Columbia)
1987—Classics Live Il; Permanent Vacation (Geffen) 1988—
Gems (Columbia) 1989—Pump (Geffen) 1991—Pandora’s
Box (Columbia) 1993—Get a Grip (Geffen) 1994—Big Ones;
Box of Fire (Columbia) 1997—Nine Lives 1998—A Little
South of Sanity (Geffen) 2001—Just Push Play (Columbia).
The Joe Perry Project: 1980—Let the Music Do the Talking
(Columbia) 1981—/'ve Got the Rock 'n’ Rolls Again  1984—
Once a Rocker Always a Rocker.

The Whitford/St. Holmes Band: 1981—Whitford/St. Hoimes
(Columbia).

Fronted by Mick Jagger lookalike Steven Tyler and known for
i1s aggressive blues-based style, Aerosmith was the t
American hard-rock band of the mid-'70s, dc—spne end
a from critics who considered them a
1g Stones. But the members' growing drug pr
and internal dissension contributed to a commercial

Op
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that began with 1977's Draw the Line Two crucial lineup
changes and a few poorly received albums preceded a 1984
reunion of the ongnal lineup and the multiplatinum Perma-
nent Vacation, which signaled one of the most spectacular
comebacks in rock history. Though now vociferous adher-
ents to the sober lifestyle, Aerosmith forfeited none of their
bad-boy image, and their live shows were among the best of
their long career. Even cntics liked them better the second
time around With 1ts members now over 50, Aerosmith con-
tinues to embody classic rock grounded in a late-'70s style—
typically, most of their recent hits have been power ballads

The group was formed in 1970 by Joe Perry, Tom Hamil-
ton, and Tyler, who was then a drummer. The group was
completed with drummer Joey Kramer and Brad Whitford;
Tyler became lead singer. For the next two years all five
members shared a small apartment in Boston and played al-
most nightly throughout the area, occasionally ventuning to
New York City. Clive Davis saw them perform at Max's
Kansas City in New York and signed them to Columbia. A
minor hit and future FM-radio staple from their debut,

Dream On," strengthened their regional following

Meanwhile, Aerosmith began to tour widely. In 1976
“Dream On" recharted, nsing to #6. And by the time of “Walk
This Way” (#10, 1977), the band had become headliners. Its
phenomenal success was short-lived, however A senes of
sold-out tours and platinum albums (including Aerosmith,
Get Your Wings, Toys in the Attic) peaked in 1976

By 1977 the group's constant tounng and the band mem-
bers’ heavy drug use (Perry and Tyler were nicknamed “the
Toxic Twins” for their heroin habits) had begun to take their
toll After months of rest, Aerosmith recorded Draw the Line
and appeared as the villains in Robert Stigwood's movie Sgt.
er's Lonely Hearts Club Band, their version of Lennon
VicCartney's “Come Together " from the soundtrack was
a minor hit. But Aerosmith was unraveling: In 1979 Perry

Aerosmith: Tom Hamilton, Joey
Kramer, Joe Perry, Steven Tyler,
Brad Whitford

quit, admitting to long-standing personality and musical
conflicts with Tyler, his songwnting partner. Jim Crespo took
his place. The next year Whitford departed to form the Whit-
ford/St. Holmes band with ex-Ted Nugent sidekick Derek St.
Holmes and was replaced by Rick Dufay. Neither Perry’s nor
Whitford's outside records did particularly welt

Rock in a Hard Place, Aerosmith's first new recording in
almost three years and the first without Perry, peaked at
#32, as the band was eclipsed by a new breed of young hard
rockers. In early 1984 the five oniginal members met back-
stage at an Aerosmith concert and decided to re-form. Done
With Mirrors, their first “comeback” LP, sold moderately.
The group's reascendence began in eamest when Perry
and Tyler appeared with rap duo Run-D.M.C. in a video for
the latter’'s version of the 1977 Aerosmith warhorse “Walk
This Way" (#4, 1986). That fall, just as “Walk This Way" was
peaking on the chart, Permanent Vacation (#11, 1987) was
released, with three hit singles and their accompanying
videos—"Dude {Looks Like a Lady)" (#14, 1987), “Angel” (#3,
1988), and “Rag Doll” (#17, 1988)—introducing Aerosmith to
a new generation.

Aerosmith further consolidated 1ts success with the
quadruple-platinum Pump (#5, 1989), which boasted "Love
in an Elevator” (#5, 1989), "Janie's Gota Gun" (#4, 1989)—the
song about incest won 1990's Grammy for Best Rock Perfor-
mance by a Duo or Group With Vocal—"What It Takes" (#9,
1990), and "The Other Side” (#22, 1990).

In 1991 the group signed a record deal with Sony worth a
reported $30 million for four albums and including provisions
for 22 percent royalties. Three years later, in summer 1994,
the group landed a seven-figure deal from G.P. Putnam'’s
Sons for 1ts group autobiography. With the hit singles “Living
on the Edge"” (#18, 1993), “Cryin” (#12, 1993), and “Crazy" (#7,
1993), Get a Gnp hit #1, followed by 1994's double-platinum
#6 greatest-hits package, Big Ones, continuing Aerosmith's
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run at the top. Box of Fire a 12-CD compilation of Aero-
smith’'s Columbia output, went gold in early 1995.

Aerosmith got back into rougher waters in 1996. The
band started working on the followup to Get a Grip—and its
first album back on Columbia—but didn't get along with
producer Glen Ballard. Ballard left 1n the middle of the ses-
sions and was replaced by Kevin Shirley. Meanwhile, Joey
Kramer's father had died. sending the drummer into such a
depression that he had to be replaced by session drummer
Steve Ferrone on some tracks. In the midst of it all, the band
fired its longtime manager, Tim Collins, who had helped the
musicians through sobriety and helmed their '80s come-
back Collins retaliated by suggesting that some of the band
members had fallen off the wagon; Tyler was then accused of
“not being part of the team” in a letter sent to him by his four
bandmates. Tyler denied taking drugs, saying, “I've had no
mood-altering substances in 10 years.”

When Nine Lives finally came out in 1997, it entered the
chart at #1. Yet it sold only a disappointing 140,000 copies
the week of its release and didn't yield any memorable sin-
gles—though “Pink” (#27, 1998) did win Aerosmith another
Grammy for Best Rock Performance by a Duo or Group With
Vocal in 1999.

The group landed on its feet yet again when “T Don't
Want to Miss a Thing” (#1, 1998), its contribution to the
soundtrack of Armageddon (which starred Tyler's increas-
ingly successful daughter Liv), became a huge hit the follow-
Ing year and was nominated for an Academy Award In early
2001, Aerosmith was inducted into the Rock and Roll Hall of
Fame, just as the band’'s new album, Just Push Play (#2,
2001), yielded the hit single “Jaded” {47, 2001).

Christina Aguilera

Born Dec. 18, 1980, Staten Island, NY
1999—Christina Aguilera (RCA)  2000—Mi Reflejo; My Kind of
Christmas.

Sexy teen idol Christina Aguilera was one of a handful of for-
mer Mouseketeers who, by the turn of the millennium, had
graduated from the Disney Channel to MTV.

An army brat, Aguilera spent her early childhood travel-
ing with her family from Texas to Japan to New Jersey. Her
parents divorced when she was seven, and Aguilera settled
with her mother and sister in Wexford, Pennsylvania. The fol-
lowing year, she appeared on Star Search performing the
Whitney Houston hit "Greatest Love of All" Four years later,
in 1993, Aguilera was a member of The New Mickey Mouse
Club, along with Bntney Spears and future members of ‘N
Sync.

In 1998, after Disney tapped Aguilera to sing "Reflec-
tions” for the animated film Mulan, RCA signed the budding
star and spent a rumored $1 million for a team of songwriters,
producers, voice teachers, and marketing experts. Aguilera’s
first single, “Genie in a Bottle," came out the following year
and topped the pop chart on the strength of its suggestive
lyrics and bubblegum pop sound. A chart-topping self-titled

album followed. When the video for Aguilera's second single,
"What a Girl Wants” (#1, 1999), hit MTV. the teenaged
singer's grown-up looks and steamy moves had cntics de-
scribing her as everything from a “micro-diva” to a “legal
Lolita" In late 1999, Aguilera released a holiday single, “The
Christmas Song (Chestnuts Roasting on an Open Fire)" (#18,
1999).

Capitalizing on the populanty of the Latin music move-
ment (and her Spanish surmame), Aguilera learmed enough
Spanish to record a Spanish-language album, Mi Reflejo
(#27, 2000); 1t was followed closely by a holiday collection,
My Kind of Christmas (#28, 2000). By late 2000, each of Agui-
lera’s first three albums were on Billboard's Top 200 chart,
she had sold more than 8 million copies of her debut album
and won a Grammy for Best New Artist. In 2000 her singles
included "Come On Over Baby (All I Want Is You),” and in
2001 she duetted with Ricky Martin on “Nobody Wants to Be
Lonely” (#13) and appeared 1n the #1 remake of "Lady Mar-
malade” with Lil’ Kim and others.

a-ha

Formed 1982, Oslo, Nor.

Morten Harket (b. Sep. 14, 1959, Kongsberg, Nor.), voc.;
Magne “Mags” Furuholmen (b. Nov. 1, 1962, Oslo), kybds.; Pal
Waaktaar (b. Sep. 6, 1961, Oslo), gtr.

1985—Hunting High and Low (Warner Bros.) 1986—
Scoundrel Days 1988—Stay on These Roads 1990—East
of the Sun, West of the Moon  1991—Headlines and Deadlines:
The Hits of a-ha  1993—Memorial Beach  2000—Minor
Earth, Major Sky (Warner Music, Ger.).

With chiseled Scandinavian good looks and a few pop hooks,
a-ha 1s a Norwegian electropop answer to Duran Duran, as
mid-'80s teen idols of the music-video age. It might be ar-
gued that Steve Barron, who directed the video for the trio’s
“Take On Me," and Michael Patterson and Candace Reck-
nger. who animated the clip, were as important to a-ha's
American success as the band members themselves.

A-ha's three members had played in such Scandinavian
bands as Spider Empire, Soldier Blue, and Bridges before
coming together in the early '80s and moving together to
London. The group’s first single “Take On Me" (#1, 1985),
got heavy MTV play with its video clip, which blended live
action and animation in a romantic adventure starring the
handsome Harket as a comic-book hero who comes to life
and pulls an unsuspecting young woman into the action.
The song propelled Hunting High and Low to #15. A-ha
would score a few more hits—including "The Sun Also
Shines on TV" (#20, 1985) and "Cry Wolf” (#50, 1987)—Dbut its
album sales steadily decreased, and East of the Sun and
Memornial Beach failed to chart at all. A-ha remained a
steady draw internationally, however, especially in Latin
America, where it topped the singles charts no fewer than
14 times, and in 1991 played for record-breaking crowds at
Brazil's Rock in Rio concert. In 1987 a-ha wrote and
recorded the theme song for the James Bond film The Liv-




10 Air

ing Daylights. In 1995 Harket began a solo career with Wild
Seed (Vogts Villa followed a year later), while Waaktaar and
his wife Lauren Savoy, formed the band Savoy, who re-
leased Mary Is Coming (1996) and Lackluster Me {1997)
With “Take On Me" placing high atop such lists as MTV's
100 Greatest Music Videos Ever, Harket, Furuholman, and
Waaktaar reconvened to greet the new millennium with a
new Europe-only a-ha album, Minor Earth, Major Sky.

Air

Formed 1995, Versailles, Fr.

Nicolas Godin (b. Dec. 25, 1969, Paris, Fr.), kybds., gtr., bass,
piano, others; Jean-Benoit Duncke! (b. Sep. 7, 1969, Versailles),
kybds., gtr., bass, piano, others.

1998—Moon Safari (Source/Caroline) 1999—Premiers
Symptomes (Source/Astralwerks)  2000—Original Motion
Picture Score for “The Virgin Suicides” (Record Makers/Source/
Astralwerks) 2001—10,000 Hz Legend (Record Makers/
Source/Virgin).

At a time when its native country had become the new
hotbed of electronic music, French duo Air distinguished 1t-
self from its more house-music-oriented contemporaries
(Daft Punk, Dimitri From Paris) with soft, keyboard-heavy
compositions that recalled music from the '60s and '70s.
With Jean-Benoit Dunckel having been formally trained in
classical music at Paris' Conservatoire, he and his musical
partner, Nicolas Godin, often cited classical composers like
Debussy and Bach as influences. But their lush melodies also
drew inspiration from sources as varied as Ennio Morricone,
Brian Wilson, and Moog composer Jean Jacques Perrey.

Godin and Dunckel met during the mid-'80s while at-
tending college in Versailles; they were introduced by Alex
Latrobe (later known as the producer Alex Gopher), with
whom they formed the indie-rock band Orange. After gradu-
ation, they continued to collaborate without Latrobe, record-
ing their first single as A, "Modular Mix,” in 1995 for
France's Source label. Three years later Source released Air's
full-length debut, Moon Safari, which landed the band on
countless critics' top-101lists. In 1999 Air issued an expanded
EP. Premiers Symptomes, which previously had been re-
leased in Europe in 1997 and which collected the band's
pre-Moon Safari singles. Continually promising a proper fol-
lowup to Moon Safari, Air next composed the soundtrack to
The Virgin Suicides (#161, 2000} before releasing 10,000 Hz
Legendin 2001 The latter recording featured vocals by Beck
and Japan's Buffalo Daughter.

Air Supply

Formed 1976, Melbourne, Austral.

1978—Graham Russe!! (b. June 1, 1950, Nottingham, Eng.),
voc., gtr.; Russell Hitchcock (b. June 15, 1949, Melbourne), voc.;
Ralph Cooper (b. Apr. 6, 1951, Coffs Harbour, Austral.), drums;
David Moyse (b. Nov. 5, 1957, Adelaide, Austral.). gtr.; David

Green (b. Oct. 30, 1949, Melbourne), bass; Rex Goh (b. May 5,
1951, Singapore), gtr.; Frank Esler-Smith (b. June 5, 1948,
London, Eng.), kybds.

1980—Lost in Love (Arista)  1981—The One That You Love
1982—Now and Forever 1983—Greatest Hits  1985—Air
Supply 1986—Hearts in Motion  1988—{group disbands)
1991—(group re-forms: Russell; Hitchcock; Cooper) The Earth Is
(Giant) 1993—The Vanishing Race  1995—News From
Nowhere 1997—Book of Love.

Air Supply 1s an Australian group based around the duo of
Graham Russell (the main songwriter) and Russell Hitch-
cock. The group's light pop-rock hits have earned Air Supply
several platinum LPs and gold singles worldwide; Greatest
Hits was quadruple platinum in the US, and The Farth Is,
which failed to chart here, went gold in over 20 countries.

The group originally consisted of lead vocalists Hitch-
cock and Graham backed by studio musicians. As such, they
had several hit singles in Australia, including “Love and
Other Bruises” (1976}, "Empty Pages” and "Do What You Do”
(both 1977), and two gold albums. After forming a band to
record their third LP, they came up with one of the US''s
biggest hits in 1979, “Lost in Love” (#3, 1979). A string of Top
10 hits followed: “Every Woman in the World” (#5, 1980), “The
One That You Love” #1, 1981), “Even the Nights Are Better”
(#6,1982), and "Making Love Out of Nothing at All" (#2, 1983).
To date the group has sold over 15 million records world-
wide

The group first disbanded 1n 1988, but Russell and Hitch-
cock re-formed Air Supply in 1991, including only Cooper
from the old hneup. The pair has continued to tour with vari-
ous backing configurations

Alabama

Formed 19689 (as Young Country), Fort Payne, AL

Jeff Cook (b. Aug. 27, 1949, Fort Payne), gtr., iiddle, voc.; Randy
Owen (b. Dec. 13, 1949, Fort Payne), gtr., voc.; Teddy Gentry
(b. Jan. 22, 1952, Fort Payne), bass, voc.

N.A.—Wild Country (LSI); Deuces Wild; Alabama 3 1973—

( + Rich Scott, drums)  1979— - Scott; + Mark Herndon

[b. May 11, 1955, Springfield, MA], drums)  1980—My Home’s
in Alabama (RCA) 1981 —Feels So Right 1982—Mountain
Music  1983—The Closer You Get 1984—Roll On  1985—
40 Hr. Week; Alabama Christmas  1986—Greatest Hits; The
Touch 1987—Just Us 1988—AlabamaLive 1989—
Southern Star  1990—Pass It On Down 1991—Greatest
Hits I 1992—American Pride  1993—Cheap Seats
1994—Greatest Hits Il 1995—In Pictures  1997—Dancin’
on the Boulevard 1998—For the Record  1999—Twentieth
Century 2001—When It All Goes South.

The biggest-selling country group of the '80s, Alabama
begann 1969 as a tno of cousins: Jeff Cook, Randy Owen, and
Teddy Gentry. Then known as Young Country, the band per-
formed on weekends at a local amusement park, Canyon-
land In 1973, after moving to Myrtle Beach, South Carolina,
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the group (with drummer Rich Scott), began playing its own
songs in clubs, renaming itself Alabama.

After a few self-produced singles, the group signed with
GRT Records in 1977. Its first release, "IWant to Be With You,”
made the country Top 100, but subsequent releases failed to
match even that standing. In 1979 Alabama went to MDJ
Records of Dallas, and its first single on the independent
label, “I Wanna Come Over," reached #32 on the country
chart in 1980, and the followup, "My Home's in Alabama,”
#17. Alabama's first RCA single, “Tennessee River,” hit #1 in
1980. It was the first of 42 country chart-toppers.

To date the group has scld over 65 million records world-
wide of its country-pop sound. becoming the first country
group to sell quintuple-platinum albums. Of its 16 releases
on RCA through 1993, only that year's Cheap Seats failed to
go gold or platinum—an indication that after nearly 15 years,
Alabama's thunder had been stolen by Garth Brooks, Travis
Tntt, and other contemporary country acts. Nevertheless,
1993 did see the quartet win the People’s Choice award for
favonte musical group, and as the decade ended the group
had scored several country Top 5 singles When It All Goes
Southdebuted on the country albums chart at #4 (#37 pop) in
early 2001.

The Alarm

Formed 1978 (as Seventeen), Rhyl, Wales

Eddie MacDonald (b. Nov. 1, 1959), bass; Mike Peters

{b. Michael Peters, Feb. 25, 1959), voc., gtr.; Dave Sharp

(b. David Sharp, Jan. 28, 1959), gtr., voc.; Nigel Twist (b. July
18, 1958), drums.

1983—The AlarmEP (LR.S.) 1984—Declaration 1985—
Strength  1987—Eye of the Hurricane  1988—Electric
Folklore Live 1989—Change 1990—Standards 1991—
Raw 1998—The Best of the Alarm and Mike Peters (EMI, U.K.)
1999—King Biscuit Flower Hour (King Biscuit) 2000—The
Alarm 2000 Collection (21st Century).

Dave Sharp solo: 1991—Hard Traveliin'(LR.S.) 1996—
Downtown America (Dinosaur).

Mike Peters solo: 1994—Breathe (Cra, U.K.) 1996—Fee! Free
(Select) 1998—Rise (Velvel) 2000—Flesh & Blood (21st
Century, U.K.) 2001—The Millenium Gathering.

Mike Peters with ColourSound: 1999—ColourSound (21st
Century, U.K.).

The eamest guitar-dominated band the Alarm first came to
the attention of Amencan audiences when it opened U2's
1983 tour. Like U2, the Alarm sought to forge a new, idealistic
arena rock, one marked by a sense of band-audience com-
munion and punk's galvanizing spint. Eschewing electronic
effects, the Alarm'’s Mike Peters and Dave Sharp strummed
acoustic guitars.

The quartet came together 1n their native Wales while all
were in their teens. Peters and Nigel Twist were part of the
Toilets when Eddie MacDonald and Sharp joined them in
1978. Inspired by the Sex Pistols, for a while they called them-
selves Seventeen. In 1981 they relocated to London, where,
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after gigging steadily in clubs, they were signed by IR.S.
Records. The following year they became the Alarm. Despite
scoring hits on rock-oriented radio with such songs as
"Strength” (61, 1985) and “Rain in the Summertime” (#71,
1987), only one albumn broke the Top 40, Strength (#39, 1985)
Sharp released his first solo album, Hard Travellin', in late
1991; the band broke upin 1992.

Peters moved on to a solo career, 1eleasing four albums in
five years. The third, Rise was accompanied by an all-
request tour. in which fans determined the set list for each
concert date via fax and the singer's Web site. At the same
time, Peters began a collaboration with Billy Duffy, onetime
guitarist for the Cult. Their band, ColourSound. released an
eponymously titled album in 1999. To promote an Alarm box
set, Peters embarked on the Mike Peters Alarm 2001 Tour,
with a lineup (guitarist James Stevenson, bassist Richard
Llewellyn, and drummer Steve Grantley) that had performed
together in 2000

Arthur Alexander

Born Arthur Bernard Alexander Jr., May 10, 1940, Florence,

AL; died June 9, 1993, Nashville, TN

1962—You Better Move On(Dot) 1972—Arthur Alexander
(Warner Bros.) 1993—Lonely Just Like Me (Elektra Nonesuch);
The Ultimate Arthur Alexander {(Razor & Tie)  1994—Rainbow
Road (Warner Bros.).

Country-soul vocalist Arthur Alexander wrote and recorded
the 1962 hit "You Better Move On”" He began singing in
church as a child, and dunng his teens belonged to an a cap-
pella group called the Heartstrings. In 1961 he was working a
day job as a bellhop and recording occasionally Early the
next year, his song "You Better Move On" hit #24 on the pop
chart. Not only was it Alexander's first and most successful
single, but the first hit to come out of Rick Hall's Muscle
Shoals studics. Dot Records unwisely attempted to market
Alexander asa pop singer, and such followup releases as the
Barry Mann-Cynthia Weil composition "Where Have You
Been (All My Life)” and his own "Anna (Go to Him)" (both
1962) were well sung but commercially unsuccessful

His records had more impact in England, and his songs
were later recorded by the Beatles ("Anna”), the Rolling
Stones (“You Better Move On”), Bob Dylan ("Sally Sue
Brown"), Elvis Presley (“Buming Love”), and Otis Redding
("Johnny Heartbreak”). In 1972 Alexander's eponymous al-
bum onWamer Bros. drew critical kudos but low sales. A few
years later he reentered the pop chart with "Every Day I Have
G Cry” (#45, 1975), but then he quit the music business, tired,
as he said, of "the rip-offs.” After 1981 he drove a bus for a
Cleveland social-services agency. He remained popular in
England, where three of his albums (Shot of Rhythm and
Soul, Soldiers of Love and Arthur Alexander) were reissued
through the '80s. Following the 1991 murder of his eldest
son, he returned to music.

Alexander was on the verge of a commercial comeback
in 1993, with the release of his first LP1n two decades, Lonely
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Just Like Me Unanimously praised by critics, the album fea-
tured backing by such Muscle Shoals mainstays as guitarist
Dan Penn and keyboardist Spooner Oldham. Sadly. just a few
months after its release and on the eve of a summer tour,
Alexander died of heart failure.

Alice in Chains

Formed 1987, Seattle, WA

Jerry Cantrell (b. Mar. 18, 1966, Tacoma, WA), gtr.; Layne Staley
{b. Aug. 22, 1967, Bellevue, WA), voc.; Sean Kinney (b. May 27,
1966, Seattle), drums; Mike Starr (b. Apr. 4, 1966, Honolulu, HI),
bass.

1990—We Die Young EP (Columbia); Face Lift 1991—Sap EP
1992—Dirt { — Starr; + Mike Inez [b. May 14, 1966, San
Fernando, CA], bass) 1993—Jar of Flies EP  1995—Alice in
Chains  1996—MTV Unplugged 1999—Music Bank; Nothing
Safe—Best of the Box  2000—Live.

Jerry Cantrell solo: 1998—Boggy Depot.

Layne Staley with Mad Season (Staley; Mike McCready, gtr.;
Barrett Martin, drums; John Baker Saunders, bass): 1395—
Above (Columbia).

A metal band with an altemative-rock edge, Alice in Chains
was among the biggest to emerge from the grunge scene
that spawned Nirvana, Pearl Jam, and Soundgarden. The
group's dark, bitter songs, laden with references to drug ad-
diction and death, occupy a musical landscape somewhere
between Metallica's dense head bangers and Pearl Jam's
grinding anthems. Layne Staley formed Alice N' Chains with
an earlier lineup while still in high school. In 1987 he met
Jerry Cantrell at the Music Bank, a notonous Seattle ware-
house rehearsal space, and the two put together the newly
christened Alice in Chains along with Cantrell cohorts Kin-
ney and Starr. By 1989 the group had signed to Columbia
Records, where it became the beneficiary of an aggressive
promotion campaign that saw the release of a five-song pro-
motional EP, We Die Young and had the group opening for a
range of disparate acts, including lggy Pop and Poison. As a
result, by September 1991, Face Lift (#42) had sold a half-
million copies and featured the Grammy-nominated “Man in
the Box."” A low-key and mostly acoustic EP, Sap, and a track
in the Seattle youth culture movie Singles kept the band in
the public eye between albums.

The group’s thematically bleaker sophomore effort, Dirt
(#6). went platinum in 1992 (eventually selling 3 milhion
copies), and the group's appearance on the following sum-
mer's Lollapalooza Tour confirmed its populanty. Reports of
drug abuse, however, had begun to plague Staley and the
band; a couple of songs from Dirt—"Junkhead” and "Angry
Chair"—had hinted at mental fatigue and self-destruction.
Yet Alice in Chains' success was at an all-time high: In late
1993 Dirt went double-platinum, and the following year the
acoustic Jar of Fliesrocketed to #1, the first EP to ever top the
Billboard album chart. In 1994 Staley hooked up with fellow
Seattleites Mike McCready (Pearl Jam), Bamett Martin
(Screaming Trees), and John Baker Saunders to play a few

gigs under the name Gacy Bunch; the next year they
changed their name to Mad Season and released Above
(#24, 1995), but Staley quit the side project (replaced by Mark
Lanegan of Screaming Trees) before its second album.

In 1995 Alice in Chains returned to action with a self-
titled album (which debuted at #1), but the quartet failed to
tour, owing to internal discord and rumored addictions. Even
s0, the band reconvened in 1996 for its first public perfor-
mance in three years to record and release MTV Unplugged
(#3), which stripped the band's hard-rock sound to an
acoustic, unexpectedly melodic core Nothing new was
heard from Alice in Chains until the 1999 release of Music
Bank (and the excerpted Nothing Safe—Best of the Box).
Named for the warehouse where the band lived and
recorded 1n its early days, the album was a 48-song collec-
tion that mixed two new tracks ("Get Born Again” and
"Died") with the band’s hits, live recordings, demos, and B
sides. Another anthology of sorts, Live documented perform-
ances from throughout the band'’s career.

Lee Allen

Born July 2, 1927, Pittsburg, KS; died Oct. 18, 1994, Los
Angeles, CA
1958—Walkin’ With Mr. Lee (Ember).

Although the closest Lee Allen ever came to getting a hit for
himself was "Walking With Mr. Lee” (#54, 1958), his tenor
saxophone session performances and arrangements were
integral to numerous hits by Fats Domino, Little Richard, and
others who recorded in New Orleans in the '50s and early
'60s. He moved to New Orleans in 1944, where he attended
Xavier University on a music and athletic scholarship. By
1948 he was performing professionally with Paul Gayten's
band, one of the pioneer New Orleans R&B bands. In 1956
he joined Dave Bartholomew's band, which recorded and
toured with Fats Domino dunng Domino's peak years. At
that time Allen also worked as a session musician and
arranger; he and baritone saxophonist Alvin "Red" Tyler led
New Orleans’ most in-demand session ensemble, the Studio
Band, which included drummers Earl Palmer and Charles
"Hungry” Willilams, guitarists Emest McLean and Justin
Adams, pianists Salvador Doucette, Edward Frank, and Allen
Toussaint, bassist Frank "Dude” Fields, and trumpeter Mel-
vin Lastie

Bumps Blackwell hired the Studio Band to back Little
Richard on some of his hit records: "Tutti Frutti,” "Long Tall
Sally,” "The Girl Can't Help It,” and others. Allen also played
behind Shirley and Lee (“Let the Good Times Roll”), Huey
Smith and the Clowns ("Rockin’ Pneumonia and the Boogie
Woogie Flu"), Sam Cooke, Lowell Fulson, Charles Brown, and
Jimmy Clanton. In 1957 Allen signed a solo contract with
Herald Records. His first single was "WalkingWith Mr. Lee," a
#1 hit in New Orleans, followed by "Tic Toc” and a tour of the
US. in the late '50s. He then returned to the New Orleans
studios to work for $42 per session on hit records that sold
millions of copies. He retired in the early '60s but returmed in
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1982 to tour with the Blasters; he guested on the band'’s first
album.

In 1994 Allen contributed tenor saxophone and vocals to
Crescent City Gold an album featuring an aggregation of
New Orleans jazz and R&B greats. Later that year Allen died
of lung cancer at age 67.

Luther Allison

Born Aug. 17, 1939, Mayflower, AR; died Aug. 13, 1997,
Madison, Wi

1969—Love Me Mama (Delmark) 1972—Bad News Is Coming
(Gordy) 1974—Luther’s Blues 1976—Night Life
1979—Gonna Be a Live One Here Tonight (Rumble) 1993—
Hand Me Down My Moonshine (Inak, Ger.)  1994—Soul Fixin’
Man (Alligator); Serious (Blind Pig) 1995—Blue Streak
(Alligator) 1997—Reckless.

Luther Allison belongs to a generation of electric blues gui-
tarists who came of age in the '60s. These musicians ap-
pealed to both old-line blues audiences and younger, white
1ock audiences Bormn on a cotton plantation, Allison was one
of 15 children. Before he was 10 years old, he sang with a
gospel group, the Southern Travellers, with whom he toured
throughout the South. Circa 1951, he moved with his family
to Chicago and began playing guitar. One of his boyhood
friends in that city would tumn out to be Muddy Waters’ son.
Allison first performed as a blues guitarist with his elder
brother's band, which played Chicago clubs between 1954
and 1957. Luther's own nascent band, the Rolling Stones
(later renamed the Four Jivers), lasted for one year.

For the next decade Allison was a mainstay of the Chi-
cago blues scene, often playing behind Freddie King and
Magic Sam. He made his first records for Delmark in 1967
the same year he took to the road with his group, the Tormna-
dos. In 1968 he toured and recorded for World Pacific with
Shakey Jake, and began making annual appearances at the
Ann Arbor Blues and Jazz Festival. Hoping to find success in
the music business, he moved to California n the late '60s
and soon began playing such rock venues as the Fillmore
West and, in New York City, the Fillmore East and Max's
Kansas City. Dispinited. he returned to Chicago and recorded
three albums for Motown's Gordy label and the soundtrack
to Cooley High.

Allison, who eventually settled near Paris, began exten-
sively touring Europe 1n the '70s and continued to delight the
festival circuit over the next two decades with his lengthy,
intense performances. In July 1997, Allison was diagnosed
with inoperable lung cancer, succumbing to the illness a few
days short of his 58th birthday.

Mose Allison

Born Mose John Allison Jr., Nov. 11, 1927, Tippo, MS
1957—Back Country Suite (Prestige) 1983—Lessons in Living
(Elektra/Musician) 1988—Ever Since the World Ended (Blue
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Note); Greatest Hits (Fantasy) 1990—My Backyard (Blue

Note) 1993—/ Don't Worry About a Thing (Rhino)  1994—The
Earth Wants You (Blue Note); Allison Wonderland—The Mose
Allison Anthology (Rhino); High Jinks!: The Mose Allison Trilogy
(Columbia) 1997—Gimcracks and Geegaws (Blue Note).

Singer/pianist Mose Allison has been popular in jazz circles
for over 40 years. Rock musicians know him for his songs—
which have been covered by the Who (‘A Young Man
Blues"), Bonnie Raitt (“Everybody's Cryin' Mercy”), John
Mayall (“Parchman Farm”), Van Morrson (“If You Only
Knew"), the Clash (“Lock Here"), and the Yardbirds (“I'm
Not Talking"), among others—and for a sardonic sense of
humor as evidenced in his “Your Mind Is on Vacation (But
Your Mouth Is Working Overtime).” The son of a stride jazz
pianist, Allison began playing at age six. Later, he also tock
up the trumpet. He absorbed both jazz and country blues,
and when he arrived in New York City in 1956, he played
piano with “cool” jazzmen Al Cohn, Stan Getz, Gerry Mulli-
gan, and Zoot Sims. Allison's style blended the simplicity of
the blues with modernist harmonies. He began to sing 1n
1957, when he formed his own trio. For decades to come, his
understated and laconically cynical songs would be period-
ically rediscovered by the rock audience. In the '90s, Alli-
son's daughter, Amy, became known for her twangy voice,
inspired songwriting, and cntically acclaimed alt-country
albums.

The Allman Brothers Band

Formed 1969, Jacksonville, FL

Duane Allman {b. Nov. 20, 1946, Nashville, TN; d. Oct. 29,
1971, Macon, GA), gtr.; Gregg Allman (b. Dec. 8, 1947,
Nashville), kybds., gtr., voc.; Berry Oakley (b. Apr. 4, 1948,
Chicago, IL.; d. Nov. 11, 1972, Macon), bass; Dickey Betts

(b. Forrest Richard Betts, Dec. 12, 1943, West Palm Beach, FL),
gtr., voc.; Jaimoe, a.k.a. Jai Johanny Johanson (b. John Lee
Johnson, July 8, 1944, Ocean Springs, MS), drums; Butch
Trucks (b. May 11, 1947, Jacksonville), drums.

1969—The Aliman Brothers Band (Capricorn)  1970—Iidlewild
South  1971—At Fillmore East (- D. Alman) 1972—Eat a
Peach ( + Chuck Leavell, kybds.; - Oakley; + Lamar Williams

[b. 1947; d. Jan. 25, 1983, Los Angeles, CA], bass) 1973—
Brothers and Sisters 1974—Beginnings  1975—Win, Lose
or Draw 1976—Wipe the Windows, Check the Oil, Dollar Gas;
The Road Goes On Forever  1979—( - Leavell; - Williams;

+ Dan Toler, gtr.; + Rook Goldflies, bass) Enlightened Rogues
1980—Reach for the Sky (Arista) 1981—Brothers of the Road
(- Johanson; + David Toler, drums) The Best of the Allman
Brothers Band (Polydor)  1982—(group disbands) 1989—
(group re-forms: Gregg Allman; Dickey Betts; Johanson; Butch
Trucks; + Warren Haynes, gtr.; + Allen Woody [d. Aug. 26, 2000,
New York, NY}, bass; + Johnny Neel, kybds.) Dreams  1990—
Seven Turns (Epic); Live at Ludlow’s Garage 1970 (Polydor)

(- Neel; + Marc Quinofies, perc.) 1991—Shades of Two Worlds;
Decade of Hits (1969-79) (Polydor)  1992—An Evening With

va
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(Epic) 1994—Where It All Begins  1995—2nd Set  1996—
( - Woody; — Haynes; + Otell Burbridge, bass; + Jack Pearson,
gtr)  1997—Fillmore East 2/70 (Grateful Dead) 1998—
Mycology: An Anthology (550 Music/Epic)  1999—{ - Pearson;
+ Derek Trucks, gtr.) 2000—( - Betts) Peakin’ at the Beacon.
Duane Allman solo: 1972—An Anthology (Capricorn)  1974—
An Anthology, vol. 2.

Gregg Allman solo: 1974—Laid Back (Capricom) 1975—The
Gregg Allman Tour  1997—0ne More Try: An Anthology
(Chronicles); Searching for Simplicity (Sony/550).

The Gregg Allman Band: 1977—Playin’ Up a Storm  1987—
I'm No Angel (Epic)  1988—Just Before the Bullets Fly.

Dickey Betts solo: 1974—Highway Call (Capricorn).

Dickey Betts and Great Southern:  1977—Dickey Betts and
Great Southern (Arista)  1978—Atlanta’s Burning Down.

The Dickey Betts Band: 1988—Pattern Disruptive (Epic).

Sea Level (Leavell; Jaimoe; Williams):  1977—Sea Leve!
(Capricorn)  1978—Cats on the Coast; On the Edge

(- Jaimoe) 1979—Long Walk on a Short Pier 1980—
Ballroom (Arista).

Chuck Leavell: 1997—What's in That Bag? (Capricorn).

Gov't Mule (Haynes; Woody; Matt Abts, drums): 1995—Gov't
Mule (Foundation) 1996—Live at the Roseland Ballroom
(Relativity)  1998—Dose (Capricorn) 1999—Live . . . Witha
Little Help From Our Friends  2000—Life Before Insanity.

The Allman Brothers Band blended strains of Southemn
music—blues, R&B, country, jazz, and gospel—into a flexi-
ble jam-onented style that reflected the emergence of the
"New South” and set the style for Lynyrd Skynyrd. the Mar-
shall Tucker Band, and countless other Southern rockers
Oddly-—or eerily, some would say—the band’'s unusual
stnng of untimely deaths has been repeated in other South-
em-rock bands. Through personal tragedy and turmoil, the
Allman Brothers Band has endured and. though lacking the
commercial clout of 1ts early-'70s heyday, it remains highly
respected and well received by legions of fans

Brothers Gregg and Duane Allman were living in Day-
tona Beach, Flonida, in 1960, and played in vanous bands
until 1963, when they formed the Escorts, which became the
Allman Joys 1n 1965. After their version of Willie Dixon's
‘Spoonful” failed as a single, the two brothers and three other
band members went to LA, where they signed with Liberty
Records as the Hourglass. They recorded two albums of out-
side matenal (Hourglass, 1967, and Power of Love, 1968) be-
fore heading to Muscle Shoals, Alabama, to record at Fame
Studios. Liberty rejected the resulting tapes, and Duane and
Gregg returned to Flonda

Soon after, the brothers joined the 31st of February
whose drummer was Butch Trucks. After recording an al-
bum, Gregg went back to L.A. to make good on the Liberty
contract. (A 1973 Bold album called Duane and Gregg con-
sisted of tapes made by the 31st of February ) Duane stayed
in Jacksonville, where he began playing with the Second
Coming, which included Dickey Betts and Berry Oakley, vet-
erans of Tommy Roe and the Romans. But before Duane be-
came an established member of the Second Coming, Fame

Studios owner Rick Hall asked him to return to Muscle
Shoals to play lead guitar for a Wilson Pickett session. At
Duane's suggestion, Pickett recorded Lennon and McCart-
ney's "Hey Jude” Duane became Fame's primary session
guitarist, recording over the next year with Aretha Franklin,
King Curtis, Percy Sledge, Clarence Carter, and Arthur Con-
ley. and signing with Fame Productions as a solo artist.

At the urging of Atlantic Records vice president Jerry
Wexler, Phil Walden bought the Fame contract, with the no-
tion to build a band around Duane for his upstart Capricomn
Records. Allman hired Jai Johanny Johanson, a Muscle
Shoals drummer who had worked with Otis Redding, Percy
Sledge, Joe Tex, and Clifton Chenier. He went back to Flonida
and reconvened Trucks, Oakley, Betts, and Gregg. Once as-
sembled, the Allman Brothers Band moved to Macon, Geor-
gia, where Walden was launching Capricorn. (In 1991 Trucks
said of the group’s long tenure with the label: “We had
grossed $40 million and woke up one day to realize our own
manager [Phil Walden] had cheated us out of every cent.")
The Allman Brothers Band. the group'’s debut, was well re-
ceived only in the South After its release, Duane continued
to play on sessions with Boz Scaggs, Laura Nyro, Otis Rush,
Delaney and Bonnie, Ronnie Hawkins, and John Hammond
He appears with Enc Clapton on Derek and the Dominos’
Layla (His sesslon work 1s collected on the two Anthology
volumes )

On the strength of the Allman Brothers’ growing reputa-
tion as alive band. its second album sold well. In March 1971,
four shows at New York's Fillmore East were recorded for re-
lease as a live double LP set in July. By the time the album
reached the Top 10, the Allman Brothers Band was being
hailed in print as "America’s best rock & roll group.” But on
October 29, 1971, less than three months after At Fillmore
East's release, Duane was killed in a motorcycle accident in
Macon. The group played at his funeral and decided to con-
tinue without a new guitarist. Three songs on their next LP,
Eat a Peach, had been recorded before Duane’s death, and
with live material from the Fillmore East concerts, the double
LP was released in February, entered the chart in the Top 10,
and rose to #4. In 1972, Oakley was killed in a motorcycle
crash three blocks from the site of Duane's accident a year
earlier

Dickey Betts, by then the band's unofficial leader, wrate
and sang “Ramblin’ Man,” the band's first and biggest hit
single (#2,1973); Brothers and Sisters went to #1, with Lamar
Williams, a childhood friend of Jaimoe's, taking Oakley's
place, and Chuck Leavell on keyboards. The first two albums,
when reissued as Beginnings, more than doubled their orig-
inal sales The group returned to the road after two years. In
Watkins Glen, New York, 600,000 people gathered in July
1973 for an all-day concert by the Allman Brothers Band, the
Grateful Dead, and the Band There was growing dissension
in the group, however, as Gregg and Betts began to disagree
over schedules and musical direction In 1974 they each re-
leased a Top 20 solo album {Allman's Laid Back and Betts'
Highway Call), and Allman formed the Gregg Allman Band
with Johanson, Leavell, Williams, and others to tour and
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The Allman Brothers Band: Butch Trucks, Dickey Betts, Berry Oakley,
Duane Allman, Gregg Aliman, Jai Johanny Johanson

Herb Alpert
Born Mar. 31, 1935, Los Angeles, CA

1962—The Lonely Buil (A&M)  1963—Herb Alpert’s Tijuana
Brass, vol. 2 1964—South of the Border  1965—Whipped
Cream & Other Delights; Going Places  1966—What Now, My
Love; S.R.0. 1967—Sounds Like; Herb Alpert's Ninth
1968— The Beat of the Brass; Christmas Album 1969—
Warm; The Brass Are Comin’  1970—Greatest Hits  1971—
Summertime  1972—Solid Brass  1973—Four Sider
1974—You Smile—The Song Begins 1975—Coney Island
1976—Just You and Me  1977—Greatest Hits, vol. 2
1978—Main Event Live (with Hugh Masekela) (Horizon)
1979—Rise (A&M) 1980—Beyond 1981—Magic Man
1982—Fandango 1983—Blow Your OwnHorn  1984—
Bullish  1985—Wild Romance 1987—Keep Your Eye on Me
1988—Under a Spanish Moon  1989—My Abstract Heart
1991—North on South Street  1992—Midnight Sun  1596—
Second Wind (Almo Sounds) 1997—~Passion Dance 1999—
Herb Alpert & Colors.
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Herb Alpert rose to fame in the mid-'60s as the king of South
of the Border MOR, or as it was called, “Ameriachi.” He has
since become a music industry force, both as a performer
(he's sold more instrumental records than any artist in his-
tory) and as cofounder and vice chairman of A&M Records,
which he and Jerry Moss sold to PolyGram in 1990 for a sum
reported to be in excess of $500 million.

Alpert was raised in L.A. and began playing trumpet at
age eight. After returning from the army he had briefly acted
and then recorded as Dore Alpert for RCA. Under the pseu-
donym Barbara Campbell, Alpert, Lou Adler, and Sam Cooke
cowrote a number of Cooke's hits, among them “Only Six-
teen” and "Wonderful World.” During the late '50s he pro-
duced Jan and Dean, and with songwriting partner Lou
Adler recorded a cover version of the Hollywood Argyles'
"Alley Oop” under the name Dante and the Evergreens.

In 1962 he and Jerry Moss (b. 1946) founded A&M
Records. Inmitially a shoestring operation out of Alpert’s
garage, A&M eventually became the nation’s biggest inde-
pendent record company, largely on the strength of Alpert's
Tijuana Brass hits such as "The Lonely Bull” (#6, 1962), "A
Taste of Honey” (#7, 1965), and “The Mexican Shuffle” (#85,
1964}, later used in chewing gum commercials as the
"Teaberry Shuffle” In 1965 the group had five LPs in the Top
20 and in 1966 sold 13 million records

Among Alpert’s signings for A&M were the Carpenters
and Carole King He returned to the charts in 1979 with the
biggest record of his career, “Rise.” It was only Alpert's sec-
ond #1 hit, the other being a rare vocal outing, 1968's "This
Guy's in Love With You" His third-biggest hit, “Diamonds”
(#5, 1987), was produced by Jimmy Jam and Terry Lewis and
featured one of A&M's biggest latter-day coups, Janet Jack-
son. Alpert launched his own fragrance, called Listen, in
1989. In 1994 Alpert and Moss resumed their record business
activity and founded Almo Sounds, the company that would
release the trumpet player's post-A&M catalogue. The alter-
native-rock quartet Garbage was among the new label's
early successes; however, the company closed down in
2000. Alpert has also exhibited his paintings throughout Eu-
rope, produced for Broadway, and done philanthropic work
through his Herb Alpert Foundation. Alpert's wife is singer
Lani Hall

Dave Alvin, Phil Alvin: See the Blasters

Amazing Rhythm Aces

Formed 1974, Knoxville, TN

Russell Smith (b. Howard Russell Smith, Lafayette, TN), gtr., har-
monica, voc.; Butch McDade (b. Feb. 24, 1946, TN; d. Nov. 29,
1998, TN), drums, voc.; Jeff Davis (b. TN), bass; Billy Earhart Ill
(b. TN), kybds.; James Hooker (b. TN), kybds., voc.; Barry “Byrd”
Burton, gtr., Dobro, mandolin, voc., pedal steel gtr.
1975—Stacked Deck (ABC)  1976—Too Stuffed to Jump;
Toucan Do It Too  1978—Burning the Ballroorn Down  1979—
Amazing Rhythm Aces ( - Byrd; + Duncan Cameron, gtr., voc.)

1980—How the Hell Do You Spell Rythum? (Warner Bros.)
1981—{group disbands) 1995—group re-forms: Smith;
McDade; Davis; Earhart; Hooker; + Danny Parks, gtr., mandolin)
Ride Again (Breaker) 1996—OQut of the Blue  1997—

(- Parks; + Kelvin Holly, gtr.)  1998—( - McDade; — Holly;

+ Tony Bowles, gtr.)  1999—Chock Full of Country Goodness
(Breaker) (- Hooker; + Bryan Owings, drums).

The country-rock Amazing Rhythm Aces were formed as an
informal assemblage headed by guitarist/lead singer/main
songwriter Russell Smith, who had leamed how to sing
country blues while working as a teenage disc jockey on a
station 1n his native Lafayette. The group was temporarily
sidetracked in the early '70s when several members joined
Jesse Winchester's backup band, but they then regrouped.
Their debut, Stacked Deck, featured a mixture of country,
gospel, rock, and bluegrass and vielded a hit single, “Third
Rate Romance” (#14, 1975). Despite continuous touring,
hewever, that success was never repeated, even though sub-
sequent efforts hke “The End Is Not in Sight” (1976) and
"Amazing Grace (Used to Be Her Favorite Song)” (1976)
placed 1n the Top 20 on the country chart. The band has had
a turbulent managenal history; in 1979 its album Amazing
Rhythm Aces appeared first on ABC, then on Columbia when
the group’'s contract changed hands. The Amazing Rhythm
Aces broke upin 1981

Since 1982 Smith has released solo albums. He has writ-
ten songs for such country artists as Ricky Van Shelton and
the title track of rockabilly pioneer Billy Lee Riley's come-
back LP, Blue Collar Blues. In 1991 he joined the so-called
Spinal Tap of country & western, Run C&W (which includes
ex-Eagle Bernie Leadon, Jim Photoglo, and Vince Mela-
med), which performs country versions of '60s soul classics.
Earhart joined the Bama Band (Hank Williams Jr's backing
band) in 1986.

The Aces, abetted by a new guitanst, reconvened in 1995
to record Ride Again, a self-released collection of remakes of
their most popular material. Following the all-new Out of the
Blue the band deemed its reunion “official,” though the
group was sidelined by the cancer-related death of drummer
Butch McDade in 1998. A session drummer was employed
for €hock Full of Country Goodness. Founding keyboardist
James Hooker left in 1999, though the Aces and their Breaker
label remained active.

Ambitious Lovers:
See DNA/Arto Lindsay

Amboy Dukes: See Ted Nugent

Ambrosia

Formed 1971, Los Angeles, CA
David Pack (b. 1952), gtr., voc.; Joe Puerta (b. 1952), bass,
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voc.; Burleigh Drummond (b. 1952), drums, voc.; Christopher
North (b. 1952), kybds., voc.

1975—Ambrosia (20th Century—Fox) 1976—Somewhere I've
Never Travelled (Warner Bros.) 1977—{-North) 1978—Life
Beyond L.A. 1980—0ne Eighty 1982—Road Island.

Ambrosia plays pop with classical flourishes and 15 best
known for its late-'70s hit singles. David Pack and Joe Puerta
met ir: high school and were later joined by Burleigh Drum-
mond and Christopher North. Three months later, while
helping check a new sound system in the Hollywood Bowl,
renowned classical-music engineer Gordon Parry heard
them play and arranged for them to perform at UCLA. Parry
arranged for Los Angeles Phitharmonic conductor Zubin
Mehta to attend the performance, and Mehta then invited
the group to participate in his All American Dream Concert
in the Hollywood Bowl soon thereafter In 1973 Ambiosia
performed in the debut of Leonard Bemnstein's Mass at the
Kennedy Center for the Performing Arts in Washington, DC.

The four members play a total of 72 instruments, and
their songs often contain literary allusions such as "Nice,
Nice, Very Nice,” a line from Kurt Vonnegut's Cat’s Cradle
The group contributed to the soundtrack of All This and
World War II. Its hit singles include "Holdin’ On to Yesterday”
(#17. 1975), "How Much I Feel” (#3, 1978), "Biggest Part of
Me" #3, 1980), and "You Te the Only Woman (You & I)” (#13,
1980). Ambrosia broke up in 1984. but the four original mem-
bers reunited in 1989 and continue to tour. They contributed
three new songs to a 1997 best-of anthology

Amen Corner/Andy Fairweather-Low

Formed 1966, Cardiff, Wales

Andy Fairweather-Low (b. 1948), voc., gtr.; Neil Jones, gtr.; Blue
Weaver, organ; Clive Tayler, bass; Dennis Byrn, drums; Allen
Jones, baritone sax; Mike Smith, sax.

1968—Round Amen Corner (Deram)  1969—National Welsh
Coast Live (Immediate); Farewell the Real Magnificent Seven;
World of Amen Corner (Decca) 1975—Amen Corner and Small
Faces (New World)  1976—Return of the Magnificent Seven
(Immediate) 1978—Greatest Hits.

Andy Fairweather-Low solo: 1974—Spider Jiving (A&M)
1975—L a Booga Rooga 1977—Be Bop 'n’Holla  1980—
Mega-Shebang (Warner Bros.).

Amen Comer was one of the last Bntish Mod bands. Led by
Andy Fairweather-Low, it had its first British Top 20 hit in
1967 with "Gin House,” an R&B song, and subsequent hits
included a cover of the American Breed's “Bend Me, Shape
Me" and "High in the Sky" both of which went Top 10
in 1968 The group’s only #1 hit came 1n 1969 with "(if Par-
adise Is) Half as Nice ", “Hello Suzie" was a Top 5 hit later that
year.

After Immediate Records folded at the height of the
group’s popularity, Amen Comer was overhauled The two
hom players were dropped. and the name was changed to
Fairweather. It had a 1970 Top 5 single with “Natural Sinner”

but disbanded soon thereafter. Byron played briefly with the
Bee Gees, and Weaver worked with the Bee Gees and the
Strawbs

Fairweather-Low went on a sabbatical of several years
before beginning a solo career in 1974. He enjoyed a pair of
Top 10 UK. hits—"Reggae Tune” (1974) and “Wide Eyed and
Legless” (1975)—although none of his solo albums charted
in the US. He has appeared on albums by Dave Edmunds,
Gerry Rafferty, Richard Thompson, the Who, and Roy Wood.
among others. In 1990 he appeared in Roger Waters' produc-
tion of The Wall in Berlin Fairweather-Low subsequently
joined Eric Clapton’s backing band.

America

Formed 1969, London, Eng.

Dewey Bunnell (b. Jan. 19, 1952, Yorkshire, Eng.), gtr., voc.,
drums; Dan Peek (b. Nov. 1, 1950, Panama City, FL), gtr., voc.;
Gerry Beckley (b. Sep. 12, 1952, Fort Worth, TX), gtr., voc.
1972—America (Warner Bros.); Homecoming 1973—Hat
Trick 1974—Holiday 1975—Hearts; History: America’s
Greatest Hits  1976—Hideaway; Harbor 1977—
America/Live (- Peek) 1979—Silent Letter (Capitol) 1980—
Alibi 1982—View From the Ground  1983—Your Move
1984—Perspective  1990—Encore! More Greatest Hits (Rhino)
1994—Hourglass (American Grammaphone) 1998—Human
Nature.

With its breezy acoustic guitars, high vocal harmonies, and
smooth production, America was one of the most popular
US. folk-rock groups of the early '70s. Sons of US ser-
vicemen stationed 1n England America’s members were
schoolmates in London's Central High when they began
composing and performing together Three years later “A
Horse With No Name" hit #1 in March 1972. A stnng of gold
and platinum singles ("I Need You,” #9, 1972; "Ventura High-
way,"#8,1972;“Tin Man,” #4, 1974; "Lonely People,” #5, 1975;
"Sister Golden Hair,” #1, 1975) and albums followed.

After Dan Peek's departure in May 1977, America contin-
ued as a duo, but with less success. Peek, who had become a
bom-again Christian, made some religious records; his 1879
AllThings Are Possible was nominated for a Grammy. In late
1981 Bunnell and Beckley were the subject of controversy
when they toured South Africa. defying the “cultural boy-
cott” the United Nations had mstituted to protest the
nation's apartheid policies.

Bunnell and Beckley collaborated with Billy Mumy (Will
Robinson from TV's Lost in Space) and in 1982 America re-
turned to the Top 10 with “You Can Do Magic” from View
From the Ground Subsequent albums, however, fared
poorly, with Perspective (which included songs by Jimmy
Webb, among others) peaking at #185. Bunnell and Beckley
continue to tour, in 1993 Peek rejoined them as America
opened for the Beach Boys. Aftera 10-year absence from the
studio, Bunnell and Beckley returned to record Hourglass. In
1998 America signed a multialbum deal with Oxygen
Records. That same year the band performed "Ventura High-
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way" at the inaugural ball for newly elected Minnesota gov-
emor/former WWF wrestler Jesse Ventura

The American Breed

Formed 1966, Chicago, IL

Al Ciner (b. May 14, 1947, Chicago), gtr.; Gary Loizzo (b. Aug.
16, 1945, Chicago), gtr., voc.; Lee Graziano (b. Nov. 9, 1943,
Chicago), drums; Charles Colbert (b. Aug. 30, 1944, Chicago),
bass; later added Kevin Murphy, kybds.

1967—American Breed (Dot)  1968—Bend Me, Shape Me;
Pumpkin, Powder, Scarlet and Green (Atlantic); Lonely Side of
the City.

With five hit singles in 1967 and 1968, the American Breed
was one of Chicago’s top pop bands. Onginally called Gary
and the Nite Lights, they recorded one unsuccessful single
for MGM entitled "I Don't Think You Know Me." After signing
with Acta, a Dot subsidiary, they changed their name to the
Amencan Breed and rereleased the song, thus beginning a
short but successful stnng of hits including "Step Out of Your
Mind" (#24, 1967), "Green Light” (#39, 1968), and the song for
which the band is best remembered, "Bend Me, Shape Me”"
(#1,1968). Following the American Breed's peak years, Kevin
Murphy, along with Andre Fischer (a later member) and
Chaka Khan [see entry], founded Rufus in 1972. Fischer later
marned singer Natalie Cole. Gary Loizzo worked through the
late '60s as a jingles singer before establishing his recording
studio, Pumpkin Studio, in a Chicago suburb. He has pro-
duced records by Styx and Liza Minelli, among others. The
American Breed still performs; in 1993 it released an homage
to its local baseball team, "Rock With the Sox.”

American Music Club

Formed 1983, San Francisco, CA

Mark Eitzel (b. Jan. 30, 1959, Walnut Creek, CA), voc. gtr.; Mark
“Vudi” Pankler (b. Sep. 22, 1952, Chicago, IL), gtr.; Dan Pearson
{b. May 31, 1959, Walnut Creek), bass, gtr., mandolin, voc.;
Brad Johnson, kybds.; Matt Norelli, drums.

1985—The Restless Stranger (Grifter)  1987— - Johnson;

- Norelli;+ Tom Mallon, gtr., drums, voc.; + Dave Scheff, drums)
Engine (Grifter/Frontier) 1988— - Scheff) California

1989—( - Mallon; + Mike Simms, drums) United Kingdom
(Demon, U.K.) 1991— + Bruce Kaphan [b. Jan. 7, 1955, San
Franciscol, pedal steel gtr., kybds.) Everclear (Alias) 1993—
(- Simms; + Tim Mooney [b. Oct. 6, 1958, Las Vegas, NV,
drums) Mercury (Reprise)  1994—San Francisco  1995—
Hello Amsterdam EP.

Mark Eitzel solo: 1991—Songs of Love (Demon, U.K.) 1996—
60 Silver Watt Lining (Warner Bros.) 1997—West 1998—
Caught in a Trap and | Can’t Back Out 'Cause I Love You Too
Much, Baby (Matador) 2001—The Invisible Man.

Led by the chansmatic songwnter Mark Eitzel, Amencan
Music Club became one of the most acclaimed US. under-
ground bands of the '80s.

In 1980 Eitzel moved to San Francisco from Columbus,

Ohio, with his band Naked Skinnies. After that group dis-
solved, he formed American Music Club, going through van-
ous lineups and becoming infamous for his desperate
attempts to either entertain or terify the audience Tom Mal-
lon produced and released the band's debut on his Grifter
label; later he joined the group. The Restless Stranger intro-
duced Eitzel's songs of loneliness and decay, set to AMC's
postpunk honky-tonk. Engine featuring such classic down-
ers as “Gary’s Song,” "Nightwatchman,” and "Outside This
Bar,"” revealed emotional and musical depth. California con-
firmed the band as an underground favorite and garnered in-
ternational attention

When the band's label, Frontier, signed a licensing deal
with BMG 1t financed what would have been AMC's major-
label debut. Bruce Kaphan, who had been playing as a side-
man for the band, joined full-time and produced Everclear,
but the BMG deal collapsed, and AMC parted company with
both Frontier and Mallon While in limbo, the band recorded
the partially live United Kingdom, named after the only
country in which the album was released and where AMC
had developed a strong following In 1991 Eitzel released a
solo live record, Songs of Love on the same label.

Everclear was eventually released by the indie Alias to
much fanfare (RoLLING STONE cntics dubbed it album of the
vear in 1991) but negligible sales. Eitzel's alienation from reli-
glon—as a teen, he was born again—fueled songs like "What
the Pillar of Salt Held Up” and "Jesus' Hands." Notorious for
his often alcohol-induced rages and depressions, the singer
became sober around this time. He subsequently returned to
drinking, although not to the onstage abuses of yore.

In 1991 AMC's revolving door of drummers settled on
the Toiling Midgets' Tim Mooney, who had also played with
the band in the mid-'80s (Eitzel moonlighted in the Midgets
for a while and sang on their 1992 Matador release Son).
The band signed with Reprise/Warmer Bros. in 1992 after a
bidding war. Mercury, produced by Mitchell Froom, was a
strange major-label debut, full of lush, discordant music and
obtuse musings with titles like "What Godzilla Said to God
When His Name Wasn't Found in the Book of Life” and
“Johnny Mathis' Feet.”

The utle cut of AMC's 1995 Hello Amsterdam EP (the
song first appeared on 1994's San Francisco) confronted the
band’s commercial lack of success and proved to be its last
gasp. In 1996 Eitzel released his second solo album, 60 Watt
Silver Lining, a jazzy adult-contemporary affair. Eitzel made
West, a collaboration with R.E.M.'s Peter Buck, in 1997
Recorded with members of Yo La Tengo and Sonic Youth,
Caught in a Trap and I Can't Back Out 'Cause I Love You Too
Much, Baby appeared the following year. Meanwhile, former
AMC members Mooney and Pearson formed Clodhopper, a
rootsy, banjo-driven outfit that included Pearl Jam's Jeff
Ament, and released Red's Recovery Roomin 1998.

Tori Amos

Born Myra Ellen Amos, Aug. 22, 1963, Newton, NC
1992—Little Earthquakes (Atlantic); Crucify EP 1994—Under




the Pink  1996—Boys for Pele; Hey Jupiter EP 1998—
From the Choirgir! Hotel (Atlantic)  1999—To Venus and
Back (Atlantic).

After spending her youth studying class piano, child
prodigy Ton Amos’ first foray 1nto rock—wizh her hard-rock
band Y Kant Tonn Read—was mercifully short. It was a retum
to her beloved plano and the developmen: of an intimate
style of pop songwnung that brought her espread suc-
cess.

The youngest of three children of a Methodist minister
father and homemaker mother Amos showed signs of being
a gifted musician when she began tinkenng on the piano at
age two and a half At five she began studying classical
plano at the prestigious Peabody Institute at Baltimore's
Johns Hopkins University. After she insisied on playing her

'wn pop compositions for the school's examination board,
her scholarship wasn't renewed. By the time she was 13,
Amos was performing her songs at clubs in Washington, DC

In 1984 Amos moved to L A. 1o pursue her dream of be-
coming a rock star, she also began calling herself Tori Three
years later she signed a deal with Atlantic Records, and 1n
1988 her band Y Kant Torl Read. which included future Guns
n' Roses drummer Matt Sorum, released one self-utled
album. Adomed with teased hair and sporung a low-cut
corset. Amos appeared on the LP's cover brandishing a saber

The album's quick failure and a cathartic experience at
the plano resulted 11 many of the extremely personal songs
that eventually appeared on Amos’s solo debut. Litle Earth-
quaxes. The most reveahng, “Me and a Gun.” detailed Amos’
experience of being raped by an acquaintance.

With her record company’s encouragement. Amos
moved to London to perform in that city’s small'clubs—and
10 help break her album in a smaller marker By the end of
1992 Little EFarthquakes had gone gold in Britain, a year later
it went gold in the US as well. Crucify an EP of mostly cov-

1S, ncluded a soft. understated "Smells Like Teen Spirit

With her more ornate platinum follovrup. Under the Pink

I£12. 19941, Amos continued 10 embrace songs about the fe-
male experience: “God" questions male authonty; “Cornflake
Gurl” explores what happens when one woman betrays an-
other. Boys for Pele debuted 1n 1995 at £2 and quickly went
platinum, despite being her least accessible album 1o date

Amos collapsed during a grueling world tour in support
of Boys for Pele In 1998 she marmed Mark Hawley. an engi-
neer working on From the Choirgirl Hotel 15, 1998] That
album departed from Amos’ “girl with a piano” image with
fuller instrumentation and dance-music twiddles, and it 1n-
cluded “Jackie's Strength.” a ballad 1n which she compares
Jacqueline Kennedy's wedding day with her own The two-
disc set To Venus and Back|g12, 1999} comprises one disc of
new studio tracks and one disc of live reccrdings from her
1998 tour

In 1994 Amos cofounded RAINN the Rape Abuse and In-
cest National Network. which cperates a free 24-hour hotline
and works with more than 800 crisis centers across the
country. She continues 1o serve as a chairperson on RAINN's
board and participates in fund-raisers such as pay-per-view
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video downloads on the Web, ticket auctons, and benefit
concerts.

Eric Andersen

Born Feb. 14, 1943, Pittsburgh, PA

1965—Today Is the Highway (Vanguard) 1966— Bout
Changes & Things 1967—'Bout Changes & Things, Take Two
1968—More Hits From Tin Can Alley; Avalanche (Warner Bros.)
1969—A Country Dream (Vanguard); Eric Andersen (Warner
Bros.) 1972—The Best of Eric Andersen (Vanguard); Blue River
(Columbia) 1975—Be True to You (Arista)  1976—Sweet
Surprise 1977—The Best Songs  1989—Ghosts Upon the
Road(Gold Castle) 1991—Stages: The Lost Album (Columbia)
199%—Memory of the Future (Appleseed); Violets of Dawn
(Vanguard) 2000—You Can't Relive the Past (Appleseed).

With Danko/Fjeld/Andersen: 1991 —Danko/Fjeld/Andersen
(Rykodisc) 1994—Ridin’ on the Blinds.

Eric Andersen is a cntically acclaimed folksinger/songwriter
best known for his compositions such as “Thirsty Boots.”
"Violets of Dawn." “Be True to You." and “Is It Really Love at
All"™ Andersen. who began playing guitar at age eight, at-
tended Hobart College in Geneva. New York. He traveled via
freight car to the West Coast 1n search of a music publishing
deal When nothing developed. he returned East

While living 1n Cambridge in 1963. the singer/guitanst
became part of the burgeoning folk scene A brief period of
homelessness in Cambridge inspired his later composition
“Ghosts Upon the Road " In 1964 he moved 10 Greenwich Vil-
lage, where he performed at Gerde's Folk City and the

York Times and elsewhere. Several days after his amval,
had secured a recording coniract wath Vanguard Records.
With the 1965 release of his debut album and his frequent
appearances in New York and at the Newport and Cam-
bridge folk festivals, Andersen established mmself on the folk
circuit

Though he has never had a hit single, most of his al-
bums have been well received by cntics, who praise his
poetic, evocative lyncs, particularly on Blue River, his best-
selling album to date, and Ghosts Upon the Road. consid-
ered one of the best albums of the '80s. Release of the
long-awaited followup to Blue River was delayed when the
master tapes were lost They were not found again until
1981, when researchers locking through old tapes for a Paul
Revere and the Raiders anthology stumbled across an un-
marked reel. The rediscovered recordings were released in
1991 as Stages and include appearances by Leon Russell
and Joan Baez. Andersen's songs have been recorded by
Rick Nelson, Judy Collins, Peter. Pau! and Mary. Johnny
Cash. Joan Baez, the Grateful Dead. Fairport Convention.
and Linda Ronstadt

Since the '80s, Andersen primarily has made his home in
Norway. where he also founded his own record label. His col-
laborations with the Band's Rick Danko and Norwegian
folksinger Jonas Fjeld resulted in a pair of critically ac-
claimed albums John Prine produced Andersen’s 1999
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album, Memory of the Future, which also included such
guests as Danko and Garth Hudson of the Band, Heartbreak-
ers Howie Epstein and Benmont Tench, and Dylan bassist
Tony Garnier Andersen recorded much of his 2000 release,
the bluesy You Can't Relive the Past, in Mississippi, though
four tracks were onginally cowntten and recorded with the
late Townes Van Zandt in 1986. Lou Reed cowrote and added
vocals to the title track. Andersen's prose has appeared in
such publications as 1999 VE Book of the
Beats

John Anderson

Born John David Anderson, Dec. 13, 1954, Apopka, FL
1980—John Anderson (Warner Bros.)  1981—John Anderson
2; I Just Came Home to Count the Memories 1982—Wild &
Blue 1983—All the People Are Talkin' 1984—Eye of a
Hurricane; Greatest Hits  1985—Tokyo, Oklahoma 1986—
Countrified 1988—Blue Skies Again (MCA); 10  1990—Too
Tough to Tame (Capitol); Greatest Hits, vol. 2 (Warner Bros.)
1992—Seminole Wind (BNA)  1993—Solid Ground  1994—
You Can't Keep a Good Memory Down (MCA); Christmas Time
(BNA); Country 'Til I Die  1995—Swingin’ 1996—Greatest
Hits; Paradise  1997—Takin' the Country Back (Mercury)
1998—Super Hits (BNA); The Essential John Anderson  1999—
Backtracks (Renaissance) 2001—Nobody's Got It All
(Columbia).

John Anderson's career is an exception to F. Scott Fitzger-
ald’s maxim that there are no second acts in Amencan life
One of the first "New Traditionalist” stars, Anderson enjoyed
22 Top 40 C&W hits between 1982 and 1987, including three
#1s ("Wild & Blue" [1982], "Swingin™ [1983], and "Black
Sheep” [1983]), before bad management and label changes

brought his career to a halt. But in the 1990s Anderson re-
turned, placing five singles in the Top 10, including three
mote #1s: "Straight Tequila Night" (1991), “Seminole Wind"
(1992), and "Money in the Bank™ (1993). Rock & 1oll was An-
derson's first love, but listening to Merle Haggard at 14 made
him a convert to country. He followed his sister Donna to
Nashville in 1972, working on the Opryland construction
crew by day and playing clubs with her at night. After a deal
with Ace of Hearts Records 1n 1974 1esulted in three unsuc-
cessful singles, he concentrated on songwriting; in 1977
Warner Bros. signed him to a singles deal. Anderson’s
singing, usually compared to Lefty Frizell, garnered some at-
tention, and in 1978 George Jones covered Anderson's first
Top 40 hit, "The Gurl at the End of the Bar" (#40 C&W, 1978). It
took until 1980 and five Top 40 hits for Warners to release his
first album Anderson won the Country Music Association's
Best New Artist award in 1981. Two years later he became
one of the earliest New Traditionalist stars to Cross over
when “Swingin' " hit #43 on the pop chart and the album
Wild & Blue went to #58.

After four more unhappy years with Warners, Anderson
followed producer Junmy Bowen to MCA. But MCA seemed
unsure of how to handle Anderson (only "Somewhere Be-
tween Ragged and Right” (#23 C&W, 1987] cracked the Top
30); yet another label change (to Capitol) did not improve
matters. In the wake of new stars like Garth Brooks, Ander-
son seemed like a has-been

In a strange turn of events, Dire Straits guitarist Mark
Knopfler helped Anderson's comeback. After seeing him
play, Knopfler took Anderson's case to RCA, which signed
him to their new BNA subsidiary. Knopfler then wrote and
played on “When It Comes to You" (#2 C&W, 1991) from
Seminole Wind (#35 pop, #10 C&W, 1992). Anderson fol-
lowed it up with Solid Ground (#75 pop, #12 C&W, 1993),




The Angels 21

MCA capitalized on Anderson’s commercial renewal with a
1994 anthology. You Can t Keep a Good Memory Down. Par-
adise {#40 C&W. 1996, despite guest appearances by
Knopfler and the Band’s Levon Helm. was something of a
commercial disappointment, and after its release, Anderson
changed labels once agam, moving to Mercury His first
album for the label, 1997's Takin " the Couniry Back revived
his career yet again. peaiang at £19 C&W. spawning a hit
single in "Somebody Slap Me"'1222 C&W. 1997) Movi
Columbia. Anderson released the rootsy Nobody's Got It All
in 2001

Laurie Anderson

Born June 5, 1947, Chicago, IL

1982—Big Science (Warner Bros.)  1984—Mister Heartbreak;
The United States Live  1986—Home of the Brave 1989—
Strange Angels 1994—Bright Red  1995—The Ugly One
With the Jewels; In Our Sleep EP 2000—Talk Normal: The
Anthology (Rhino).

Avant-garde performance artist Laurie Anderson had a
Bntish pop hit with her 1981 recording “O Superman” (b/w
“Walk the Dog”}. Like all her music, “O Superman” was just
one aspect of a larger mulumedia oeuvze—in this case a
seven-hour work in four parts called United States, IV,
which prermiered at the Brooklyn Academy of Music early in
1983. (A lavishly illustrated bock about the show was pub-
lished shortly thereafter. as well as the five-record United
States Live) With background music periormed on various
electronic keyboard instruments and woodwinds, and An-
derson’s speaking and singing voice (sometimes electroni-
cally treatedl. "O Superman” was one of the year's more
unusual hits

Anderson studied violin through her teens. and moved
from Chicago to New York in 1967 Sheeammed a BA. inart
history from Barnard Coliege in 1959 and an M.F.A. in sculp-
ture from Columbia University in 1972. She then taught art
history and Egyptian architecture at City College. Ander-
son’s works incorporaie graphics, sculpture, film, slides.
lighting. music, mime, and spoken and printed language. She
claims that all her pieces are based on words and their decla-
mation. In 1973 she began performing her works publicly.
and by 1976 she was performing in museums, concert halls,
and art festuvals around the United States and in Europe. “O
Superman” sold over 30,000 copies in Europe in 1981 reach-
ing #2 in Bntain. and Anderson signed for an album with
Wamer Bros. The American response to the single was con-
siderably milder.

In 1982 Wamer Bros released her debut album, Big Sci-
ence Iis followup. a collaboration with Peter Gabriel entitled
Mister Heartbreak, was Anderson's only LP to chart in the
Top 100. peaking at #60 in 1984. She composed the musical
score for director Jonathan Demme'’s 1987 film of monologu-
ist Spalding Gray's Swimming io Cambodia and, later. Gray's
Monster in a Box [1991): On Strange Angels she abandoned
her electronically treated vocals for her regular singing voice.

Bright Red was Inspired by her brush with death while
mountan chmbing in Tibet in the early '90s. The album.
recorded with Brian Eno, also featured Lou Reed, with whom
Anderson was romantically involved. The two-disc set Talk
Normal' The Anthology was 1eleased in 2000. Also i 2000,
she signed with Nonesuch

Anderson consistently has toured with various pieces
including “Talk Normal” 11987-88), “Speaking Japanese”
[1989). “Empty Places” 11930]. "Voices From the Beyond”
[1991). "Stories From the Nerve Bible” (1893} which appears
on The Ugly One With the Jewels. and “The Speed of
Darkness” 11987-88). In addition, she has also collaborated
with Interval Research Corporation. a research and devel-
opment lab, on new creative tools, such as the Talking Suck
Among her books are The Package A Mystery {1971
Transportation (1974}, Notebook {1977), Words in Reverse
1979), Home of the Brave1986l, Empzy Places {1991, Sto-
ries From the Nerve Bible (1994]. and Laune Anderson
{2000j. which offers the first major career retrospective of
her visual work

The Angels

Formed 1961, Orange, NJ

Barbara Allbut (b. Sep. 24, 1940, Orange), voc.; Phyllis “Jiggs”
Allbut Meister (b. Sep. 24, 1942, Orange), voc.; Linda Jansen
(b. Hillside, NJ), voc.

1962— - Jansen; + Peggy Santiglia McCannon [b. May 4,
1944, Beltview, NJ], voc.)  1963—My Boyfriend's Back
(Smash); A Halo to You.

The Angels were one of the most successful of the early- 60s
girl groups. Originally known as the Starlets, they were
formed when Barbara and Jiggs Allbut. who had sung to-
gether 1n high school began doing backup vocal work in
New York with Linda Jansen. After they were signed to
Caprice, Jiggs dropped out of college and Barbara {who
arranged the group's early records} ended her studies at the
Juilliard School of Music. Shortly before their first 1elease,
* "Til.” they drew the name Blue Angels out of a hat, then
dropped the Blue Their debut single went 1o £14 in 1951:
after their second. "Cry Baby Cry” (£38, 19562). lead vocalist
Jansen left and was replaced by Peggy Sanuglia. who had
sung commercial jingles and appeared on Broadway in Do
Re Mi

everal more singles failed to click untl the Angels re-
leased the million-selling "My Boyfriend's Back” #1 pop. £2
R&B, 1963}, cowritten by producer Richard Gotiehrer. Aftera
fevs minor followups— I Adore Him™ (£25, 1963), “Thank You
and Goodnight™ (£84. 1963), and “Wow Wow Wee (He's the
Boy for Me)" (241, 1964}—the group faded from the imehght.
They provided backup vocals for other singers, including
Jackie Wilson and Lou Christie {"Lightmun' Strikes'}, and
continued to record. They broke up in 1969. then re-formed
n the early '70s as the oldies craze created a new audience
for their appearances They cut their last major-label single
for Polydor in 1974 “Papa’s Side of the Bed.”
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The Animals

Formed 1962, Newcastle upon Tyne, Eng.

Alan Price (b. Apr. 19, 1942, County Durham, Eng.), kybds.; Eric
Burdon (b. May 11, 1941, Newcastle upon Tyne), voc.; Bryan
“Chas” Chandler (b. Dec. 18, 1938, Newcastle upon Tyne;

d. July 17, 1996, London, Eng.), bass; John Steel (b. Feb. 4,
1941, Gateshead, Eng.), drums; Hilton Valentine (b. May 21,
1943, North Shields, Eng.}, gtr.

1964~The Animals (MGM)  1965—The Animals on Tour;
Animal Tracks ( - Price; + Dave Rowberry [b. Dec. 27, 1943,
Newcastle upon Tyne], kybds.) 1966—The Best of the
Animals; Animalization; Animalism ( - Steel; + Barry Jenkins

[b. Dec. 22, 1944, Leicester, Eng.], drums) late 1966—
(group disbands)  1968—(Burdon forms Eric Burdon and the
New Animals: Burdon; Jenkins; + Johnny Weider [b. Apr. 21,
1947, Shepherd's Bush, Eng.], gtr.; + Vic Briggs [b. Feb. 14,
1945, Twickenham, Eng.], gtr.; + Danny McCulloch [b. July 18,
1945, London], gtr.; + Zoot Money, kybds., voc.)

1967—Eric Is Here; Best of Eric Burdon and the Animals, vol. 2;
Winds of Change  1968—The Twain Shall Meet; Every One of
Us (- McCulloch; - Briggs; + Andrew Somers [a.k.a. Andy
Summers, b. Dec. 31, 1942, Blackpool, Eng.], gtr.) 1969—
Love Is; The Greatest Hits of Eric Burdon and the Animals (group
disbands) 197 7—(original lineup re-forms) Before We Were
So Rudely interrupted (United Artists)  1983—Ark (LR.S.)
1984-—Rip It to Shreds: Greatest Hits Live.

Of the original British Invasion bands, the Animals were the
most clearly influenced by black Amencan R&B rather than
blues. Originally the Alan Price Combo (formed 1n 1958},
they became the Amimals shortly after the addition of lead
vocahst Eric Burdon in 1962, By 1964, under the wing of
UK producer Mickie Most, they had recorded their second
single, "House of the Rising Sun,” a #1 hit on both sides of
the Atlantic in summer 1964.

More hits followed through 1966: "Don'’t Let Me Be Mis-
understood” (#15, 1965), "We Gotta Get Out of This Place”

(#13, 1965), and "It's My Life" (#23, 1965). In late 1965 Price
left the band (the result of tension between him and Burdon)
for a solo career That, and frequent drug use by members,
shook up the band somewhat, but Price was replaced by
Dave Rowberry, and the Animals had another hit ("Inside-
Looking Out,” #34, 1966) before John Steel left. With Barry
Jenkins (formerly of the Nashville Teens) replacing Steel, the
group had several more hits {"Don’'t Bring Me Down,” #12,
1966, “See See Rider,” #10, 1966), but by the end of the year
Hilton Valentine left to pursue a solo career, and Chas Chan-
dler became a successful manager (the Animals, Jimi Hen-
drix, and Slade). Steel became Chandler’s assistant.

Now billed Eric Burdon and the Animals, the band en-
dorsed psychedelia with ”San Franciscan Nights” (#9, 1967),
“Monterey” (#15, 1968), and “Sky Pilot” (#14, 1968). The Ani-
mals fell apart, but a year and a half later Burdon formed Eric
Burdon and the New Animals, with a lineup that briefly in-
cluded future Police guitarist Andy Summers, before embark-
ing on anintermittently successful solo career [see entry).

The original Animals reunited for a Christmas show at
City Hall in Newcastle in 1968. In 1969 Valentine recorded a
solo album entitled All in Your Head. The original band re-
united in 1976 to record a one-shot LP, Before We Were So
Rudely Interrupted. In 1983 they reunited once more. The
Animals recorded Ark and mounted a tour {captured on Rip
It to Shreds) before the band members again went their sep-
arate ways. In 1992 an Animals lineup that included Vic
Briggs (who had become a Sikh and recorded under the
name Vikram S. Khalsa) and Barry Jenkins performed in
Moscow's Red Square. In 1994 the Animals were inducted
into the Rock and Roll Hall of Fame. Chandler died of a heart
attack in 1996.

Paul Anka

Born July 30, 1941, Ottawa, Can.
1960—Paul Anka Sings His Big 15 (ABC); Paul Anka Sings His




Big 15, vol. 2; Anka at the Copa; Young, Alive and in Love (RCA);
Let’s Sit This One Out; Diana and Other Hits; Pau! Anka'’s 21
Golden Hits; Goodnight My Love; Life Goes On; Paul Anka
(Buddah) 1972—Jubilation (United Artists)  1975—Feelings;
Times of Your Life; The Painter; The Music Man; Listen to Your
Heart (RCA); Paul Anka—His Best; Both Sides of Love; Walk a
Fine Line (Columbia) 1983—30th Anniversary Collection
(Rhino)  1996—Amigos (Columbia).

Disparaged by critics for his often overwrought vocal style
on songs such as "Puppy Love"” Paul Anka was unique
among late-'50s teen idols in that he was also a successful
songwriter. After his string of early hits tapered off in 1962,
Anka concentrated on composing film scores (The Longest
Day) and writing and performing more adult-onented works
like the English lynics 1o tt song that became Frank
Sinatra’s theme song, "My Way.”

The son of a Lebanese restaurateur, Anka began perform-
Ing at age 10, singing and doing impersonations. Four years
later Anka's father pald fora f"p to Hollywood. where. in Sep-
tember 1956, the 15-year-old recorded "I Confess” (backed
by the Cadets) for Modern. Anka retumed to Canada and
later, though underage worked a mghtclub in Gloucester.
Massachusetis. In 1957 he won a contest for saving soup-
can labels. First prize was a trip to New York City, and in May
of that year Anka auditioned for ABC with “Diana.” a song he
had wiritten about a gurl he knew. Within a year. “Diana” was
a#®lht

Throughout his career, Anxa composed many of his h'.s
including “You Are My Destiny” {£7, 1958}, *Crazy Love”
1958). “Lonely Boy" (#1, 1959 “Hello Young Lovers” 1523.
1960),"Put Your Head on My Shoulder” 1#2. 1959}, and "Puppy
Love"(#2,1960). the latter twoabout his relationship with An-
nette Funicello. In 1962 he purchased all of his masters from
ABC and signed with RCA. Although his Top 20 hits ended
temporarily i 1962. he continued to wnte and record In
French, German. and ltalian and remained a top concert draw
around the globe. Like many of his teen-idol contemporaries,
Anka briefly essayed an actung career. his film credits include
Girls Town 11959), Lock mn Any Window{1961). and The
Longest Day(1962), for which he also wrote the theme song.

In 1970 he signed with Buddah, and four years later
Anka's controversial " (You're) Having My Baby.” a duet with
his protégée Odia Coates, became his first #1 since 1959
Due in part to outcry agamnst the song's seemingly sexist
tone, Anka substitutes “our baby" for “my baby" in concert
In 1983 he made his last foray into the Top 40 with "Hold Me
‘Til the Momin Comes.” He has become a fixture on the Las
Vegas-Lake Tahoe circuit. where he 1s extremely successful.
Over 400 of his compositions have been recorded, including
“It Don't Matter Anymore” (Buddy Holly). "My Way" [Frank
Sinatra), and "She's a Lady” (Tom Jones! He wrote the
Tonight Show theme (ongnally enatied "It's Really Love.”
and written for and recorded by Funicello] His "Times of
Your Life"” became the signature song for Xodzk films in the
mid-'70s. He has amassed worldwide record sales in excess
of 100 million copies.

1o
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Annette: See Annette Funicello

Anthrax

Formed 1981, New York, NY

Scott lan (b. Dec. 31, 1963, Queens, NY), gtr.; Dan Spitz (b. Jan.
28, 1963, Queens), gtr.; Dan Lilker (b. Oct. 18, 1964, Queens),
bass; Charles Benante (b. Nov. 27, 1962, Bronx, NY), drums;
Neil Turbin, voc.

1984—Fistful of Metal (Caroline/Megaforce) { - Turbin; - Lilker;
+ Joey BellaDonna {b. Oct. 30, 1960, Oswego, NY). voc.;

+ Frank Bello {b. Sep. 7, 1965, Bronx], bass) 1985—Armed
and Dangerous; Spreading the Disease (Island) 1987—Among
the Living; I'm the Man EP 1988—State of Euphoria  1990—
Persistence of Time  1991—Attack of the Killer B's  1992—
(- BellaDonna; + John Bush [b. Aug. 24, 1963, Los

Angeles, CA}, voc.)  1993—Sound of White Noise (Elektra)
1994—Live—island Years (Island)  1995—Stomp 442
(Elektra) (- Spitz)  1998—Vol. 8—The Threat Is Real
(Ignition/Tommy Boy)  1999—Return of the Killer A's
(BMG/Beyond).

Anthrax began as an average posthardcore thrash band but
eventually developed its own disunct sound by blending
rap's street sense with heavy metal’s brute force. The band
hit a career height in 1991 when it jomned forces with rap
group Public Enemy for a recording and video of the latter’s
rallying cry. “Bring the Noise."Two years later the band inked
areported $10 million, five-album deal with Elektra

Anthrax hit New York City's postpunk metal scene in
1981 when Bayside Queens. native Scotw lan. sull in his
teens. formed the band along with fnends Neil Turbin and
former Overkill guitarist Dan Spitz The group literally began
following managers Johnny and Marsha Zazula, heads of the
independent metal label Megaforce Records. around the
city Eventually the couple signed the band and began di-
recting its career. By album number three, Anthrax had
landed on Island. and its cult following had begun 10 expand
The group's 1987 EP, I'm the Man. sold platinum and hinted
at Anthrax’'s growing social consciousness in songs such as
‘Indians” and "One World *

One of the few heavy-metal-oriented bands to get con-
sistently high critical marks. Anthrax—along with Metallica
and Megadeth—redefined the metal genre in the '80s,
stressing anger. speed. and emotional intensity over big hair
and power ballads. The band flited with funk and rap
rhythms, a sound that peaked with “Bring the Noise” An-
thrax adjusted Iis style after replacing longtime lead singer
Joey BellaDonna with L.A. native and ex-Armored Saint
singer John Bush in 1992. Bush, a more traditional, smooth-
voiced vocalist, gave the group a slicker sound. though the
basic speed-metal foundation remained. The band signed a
much-publicized $10 million contract with Elekire, but left
the label after just two albums.

By 1995's Stomp 442, lead guitarist Spitz had departed
the group, which remained as a four-piece. Drummer Charlie
Benante began dabbling on lead guitar durning the recording
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Guitanst Scott lan was arrested in 1998 (though the charges
were later dropped) after breaking into a New York Yankees
training facility.

Vol 8—The Threat Is Real (#118, 1998) included guest
appearances by the likes of Pantera’s Phil Anselmo and
Dimebag Darrell, joining forces to celebrate the return of
hard, hard rock at the end of the '90s. The most popular songs
from the band's first two decades were gathered for Re-
turn of the Killer A's in 1999, setting in motion plans for
both singers BellaDonna and Bush to lead an Anthrax tour in
2000. BellaDonna withdrew from the tour shortly before it
began

Aphex Twin

Born Richard David James, Aug. 18, 1971, Cornwall, Eng.
1991—Analogue Bubblebath EP (with Schizophrenia) (Mighty
Force, UK.) 1992—Digeridoo EP {R&S, Bel.); Selected
Ambient Works 85-92 1994—Selected Ambient Works, vol. 2

(Sire/Warp) 1995— . . . | Care Because You Do; Donkey
Rhubarb EP 1996—Richard D. James Album  1997—Come
to Daddy EP.

As AFX: 1991 —Analog Bubbiebath, vol. 2 EP (Rabbit City).
As Caustic Window: 1992— Joyrex J4 EP (RePhLeX, U.K.);
Joyrex JSEP  1993—Joyrex JOEP.

As Polygon Window: 1993—Surfing on Sine Waves (TVT/Wax
Trax!/Warp).

As Mike & Rich: 1996—Expert Knob Twiddlers {with Michael
Paradinas) (RePhLeX, U.K.).

Aphex Twin is perhaps the best known of the many monikers
used by Richard D. James, one of the more creative minds in
'90s electronica James, who has recorded as AFX, Polygon
Window, Caustic Window, and several others, is equally ca-
pable of both Eno-esque ambient pieces and headache-
inducing techno. He will juxtapose melodies played by

Anthrax: Dan Spitz, Frankie Belio, Scott fan,
i Charlie Benante, John Bush

computer-generated string instruments with frantic, ma-
chinized beat pattemns that make sense only to him. More an
avant-garde composer than a creator of dance-floor hits, he
has spent most of his extremely prolific career ignoring com-
mercial trends

James began his unique approach to music making
early on. As a child, he conducted sound experiments on
the strings and hammers of his family piano; by age 14, he
had recorded his first compositions. During the late '80s, he
DJ'd at raves in Comwall before moving to London, where
he attended college for one year before dropping out to
focus on his music His first release came in 1991 with the
Analogue Bubblebath EP, recorded with Tom Middleton
(known as Schizophrenia). His second EP, Analog Bubble-
bath, vol 2—a solo James effort under the name AFX—
followed the same year, it contained the single "Digen-
doo" (#55, UK.), which foreshadowed the advent of drum-
and-bass After putting out a senes of singles as Caustic
Window on his own RePhLeX imprnnt, James released his
first full-length album as Aphex Twin, Selected Ambient
Works 85-92, in 1992. Hailing the album as an ambient
masterpiece comparable to work by the Orb and Bnan
Eno, critics similarly applauded Selected Ambient Works,
vol 2, which followed two years later and went to #11 in
the UK

His next Aphex Twin full-length, . . . I Care Because You
Do, saw James seeking a middle ground between his ambi-
ent and hardcore techno compositions. The result placed
him more in line with minimalist composers like Philip Glass,
who attempted to re-create one of the album’s songs with a
live orchestra on his Donkey Rhubarb EP. The Richard D.
James Album continued 1ts namesake's marrage of drifting
melodies and frenzied beats, as did the Come to Daddy EP
(#36, UK.) and 1999's "Windowlicker” (#16, UK.) single
James spent 2000 writing the score to the independent short
film Flex.
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Fiona Apple

Born Fiona Apple McAfee-Maggart, Sep. 13, 1977, New

York, NY

1996—Tidal (Work/Clean Slate/Sony}  199%9—When the Pawn
Hits the Conflicts He Thinks Like a King What He Knows Throws
the Blows When He Goes to the Fight and He'll Win the Whole
Thing 'Fore He Enters the Ring There's No Body to Batter When
Your Mind Is Your Might So When You Go Solo, You Hold Your Own
Hand and Remember That Depth Is the Greatest of Heights and If
You Know Where You Stand, Then You Know Where to Land and If
You Fall It Won't Matter, 'Cuz You'll Know That You're Right (Clean
Slate/Epic/Sony).

A late-'90s overnight sensation, Fiona Apple was cast as the
antidote to packaged pop divettes like Britney Spears and
Christina Aguilera. Considenng her angst-ridden lyrics and
her propensity to shock interviewers, some critics classed
her among such provocateurs as Alamis Morissette and
Sinéad O'Connor; others, listening to her jazz-tinged, full-
throated, accomplished debut, compared her to Laura Nyro
and Nina Simone.

Her parents, actor Brandon Maggart and singer/dancer/
chef Diane McAfee, never mamed and separated when
Fiona was four years old Her father relocated to L.A., Fiona
grew up in Manhattan with her mother and older sister.
Teaching herself piano (and starting psychotherapy) at
eight, Fiona was drawn to the Beatles, Jimi Hendnx, Joan Ar-
matrading, and jazz standards. The primary influence she
claims was the poet Maya Angelou: Apple herself wrote po-
etry and journals as a gul, then, at 11, began combining
musicandlyrics. Movingto L. A, at 16, Apple completed high
school through independent study and recorded a three-
song demo. She passed a tape along to a friend who baby-sat
for Kathryn Schenker, the publicist for Sting and Lenny
Kravitz, among others Impressed by Fiona's precocious tal-
ent, Schenker alerted Wallflowers manager Andy Slater, who
landed the singer a record contract in early 1996.

Tidal, featuring Apple's melodically and rhythmically in-
trnicate songs, strong piano work, and achingly confessional
Iyrics, along with Slater’s inventive production work, drew
nearly unalloyed raves. Yet Apple was controversial, speak-
ing openly about her rape at age 12 (the basis for the song
“Sullen Gurl") and appeanng in her underwear for the video
for “Criminal” (#21 pop, 1997). The video was interpreted al-
ternately as either self-exploitation or a cryptic denunciation
of such exploitation. Accorded Best New Artist in a Video
honors at the 1997 MTV Video Awards, Apple, in an obscen-
ity-laced acceptance speech, derided the star-making
machinery of show biz and its deleterious effects on adoles-
cents, a maneuver that was mocked by some and praised
by others. Musically, with gems like the Modern Rock hit
“Shadowboxer” making her case, Apple was unassailable;
in media terms, however, she'd become known as a “loose
cannon.”

In 1999 Apple chose a 90-word “"poem” as a title for her
followup to the double-platinum-selling Tidal When the
Pawn .. (#13, 1999) showed influences ranging from the

late Beatles to bossa nova, and yielded the Modern Rock hit
“Fast asYou Can.”

The Archies

Formed 1968, Riverdale, NY

“Archie” (Ron Dante, b. Carmine Granito, Aug. 22, 1945, Staten
Island, NY), voc.; Toni Wine, voc.; Ellie Greenwich (b. 1940,
Brooklyn, NY), voc.; Andy Kim (b. Andrew Joachim, Dec. 5, 1946,
Montreal, Can.), voc.; Tony Passalacqua, voc.

1968-—The Archies (Calendar) 1969—Everything's Archie
(RCA); Jingle Jangle  1970—Sunshine (Kirshner); The Archies
Greatest Hits  1993—The Archies (Sony).

The Archies were a make-believe group based on the comic
book and mid-'60s cartoon seties of the same name. “Sugar,
Sugar,” cowntten by Jeff Barry and Andy Kim, was a #1 hit
and the biggest-selling single of 1969, with 6 million copies
sold worldwide. Songwriter Barry produced the Archies: stu-
dio musicians (among them Hugh McCracken, Dave Appell,
and Bobby Bloom) were hired to provide the cartoon senes’
soundtrack. The singing Archie, voiced by Ron Dante, led his
group, which included songwriters Elie Greenwich and
Andy Kim, through a number of hits, including “Bang-
Shang-a-Lang” {#2. 1968), “Jingle Jangle" (#10, 1969), and
“Who's Your Baby" |#40, 1970).

Dante later produced several Barry Manilow hits and
records by Cher and Pat Benatar. In 1971 he became editor of
the literary magazine Pans Review. He continued to work as
a composer through the '90s. Among his most familiar recent
“performances” is the "You deserve a break today” theme
from McDonald's commercials. Andy Kim went on to a suc-
cessful pop career, with a number of Top 40 singles, among
them “Baby I Love You" (#9, 1969) and “Rock Me Gently” (#1,
1974)

Argent/Rod Argent

Formed 1969, England

Rod Argent (b. June 14, 1941, St. Albans, Eng.), kybds., voc.;
Jim Rodford (b. July 7, 1941, Eng.), bass; Robert Henrit (b. May
2, 1944, Broxbourne, Eng.), drums; Russ Ballard (b. Oct. 31,
1945, Waltham Cross, Eng.), gtr., voc.

1970—Argent (Epic)  1971—Ring of Hands  1972—All
Together Now 1973—InDeep 1974—Nexus (- Ballard;

+ John Grimaldi 'b. May 25, 1955, St. Albans], gtr., cello,
mandolin, violin; + John Verity [b. July 3, 1949, Bradford, Eng.],
gtr., voc., bass) Encore  1975—Circus Counterpoint;
Anthology: A Collection of Greatest Hits.

Russ Ballard solo: 1974—Russ Ballard (Epic) 1976—Winning
1978—At the Third Stroke  1980—Barnet Dogs  1981—Into
the Fire  1984—Russ Ballard (EMI)  1985—The Fire Still
Burns.

Rod Argent solo: 1991—Red House (Relativity).

After the Zombies broke up in 1967, keyboardist Rod Argent
started his own band just in time to capitalize on the Zom-

.
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bies’ postmortem hit, “Time of the Season” (#3, 1969). Argent
had heavier rhythms than the Zombies, while continuing
that band's penchant for minor keys and obscure lyrics. Al-
though their debut album was their most consistent, the
group peaked commercially with "Hold Your Head Up” (#5,
1972), and "Liar" and "God Gave Rock & Roll to You™ became
FM-1adio staples. In 1974 songwriter Ballard left, and after
expanding to a quintet, Argent folded in mid-1976. In recent
years, the group has re-formed to perform for charities.

Ballard and Argent went on to solo careers, although Bal-
lard was more successful as a songwriter (Redbone'’s “Come
and Get Your Love" Three Dog Night's "Liar,” Rainbow's
“Since You've Been Gone,” Ace Frehley's "New York Groove,”
Santana's "Winning." Hot Chocolate's “So You Win Again”)
and producer (Roger Daltrey, Leo Sayer) than as a performer.
John Venty, Jim Rodford, and Robert Henrit formed Phoenix,
which recorded briefly for Columbia By 1978 Rodford had
joined the Kinks, six years later Henrit joined him as Mick
Avory's replacement.

Through the years Rod Argent has worked as a pianist,
composel, 1ecord producer, and arranger. He played piano on
the Who's "Who Are You,” coproduced Nanci Griffith's Late
Night Grand Hotel, and has scored music for BBC Television
His musical Masquerade was staged in London in 1982, and
he was the keyboardist for the London productions of two
Andrew Lloyd Webber musicals, Starlight Express and Cats.
He released a senes of UK. solo albums in the late '70s and
'80s: Moving Home, Siren Songs, and Red House (which was
released in the US. as well). In 1994 Argent coproduced and
played keyboards on Jules Shear's Healing Bones. He has
since become a classical pianist; his 1998 solo effort, Classi-
cally Speaking, mixed original compositions with works by
Chopin, Greig. and Ravel. In 2001 he reunited with Zombie
mate Colin Blunstone for Out of the Shadows.

Joan Armatrading

Born Dec. 9, 1950, St. Kitts, West Indies

1974—Whatever's for Us (A&M)  1975-—Back to the Night
1976—Joan Armatrading  1977—Show Some Emotion
1978—To the Limt  1979—How Cruel; Steppin’ Out  1980—
Me, Myself, | 1981—Walk Under Ladders 1983—The Key;
Track Record  1985—Secret Secrets  1986—Sleight of Hand
1988—The Shouting Stage  1990—Heart and Flowers
1991—The Very Best of Joan Armatrading  1992—Square the
Circle  1995—What's Inside (RCA).

Joan Armatrading’s synthesis of folk, reggae, soul, and rock
has made her a cnitical and cult favorite in America, where
Me Myself I (#28, 1980) and The Key (#32, 1983) were suc-
cessful. In Europe, particularly in the UK., she is a major star.
She left the West Indies and moved to England with her fam-
ily while still a child She began her professional career in
1972 in collaboration with lyricist Pam Nestor (born Apnl 28,
1948, Guyana), but by the mid-'70s the two had parted

A distinctive vocalist and lyricist, Armatrading has
worked with producers Gus Dudgeon, Glyn Johns, Richard
Gottehrer, and Steve Lillywhite, but generally does her own

arranging; she produced Heart and Flowers. Her backup
bands have included alumni of Fairport Convention and Little
Feat, and guitanst Albert Lee. Except for a sole charting sin-
gle, "Drop the Pilot” (#78, 1983), from The Key, Armatrading
has had relatively little commercial success in the States. In
comparnson, her albums have consistently charted in the UK.
Top 30, with Show Some Emotion, Me, Myself, I Walk Under
Ladders, and The Keygoing Top 10. In 1994, she parted ways
with her longtime label, A&M Records, and signed to RCA,
which released What s Inside the following year.

Arrested Development

Formed 1988, Atlanta, GA

Speech (b. Todd Thomas, Oct. 25, 1968, Milwaukee, W), voc.;
Headliner (b. Tim Barnwell, July 26, 1967, NJ), DJ; Rasa Don
(b. Donald Jones, Nov. 22, 1968, NJ), voc., drums; Aerle Taree
(b. Jan. 10, 1973, WI), voc., dancer, stylist; Montsho Eshe

(b. Dec. 23, 1974, GA), dancer, choreographer; Baba Oje

(b. May 15, 1932, Laurie, MS), spiritual adviser; Dionne Farris
(b. Bordentown, NJ), voc.

1992—3 Years, 5 Months & 2 Days in the Life of . . . (Chrysalis)
1993—Unplugged 1994—( - Taree; —Farris; + Ajile, voc.,
dancer; + Kwesi, DJ, voc.; + Nadirah, voc.) Zingalamaduni
1998—The Best of Arrested Development.

Speech solo: 1996— Speech (Chrysalis/EMI)  1999—Hoopla
(TVT).

Dionne Farris solo: 1994—Wild Seed—Wild Flower (Columbia).

Arrested Development took the light, funky sound of the Na-
tive Tongues school of hip-hop (De La Soul, Queen Latifah),
blended in the folk-blues instrumentation of thelr native
South (harmonica, acoustic guitars), added uplifting, gospel-
tinged lyrics, and became one of the most successful
crossover acts in rap. On the strength of its first single, "Ten-
nessee” (#6 pop, #1 R&B), the group'’s 1992 debut album shot
to #13 (#3 R&B).

Bomn in Milwaukee and raised part-time 1n Ripley, Ten-
nessee, Todd Thomas grew up listening to a wide range of
artists, from Kiss to Parliament/Funkadelic. His father
owned a disco, but by high school he was a budding DJ
who listened exclusively to hip-hop. In 1987 he moved to
Georgia to study at the Art Institute of Atlanta. There he
met Tim Barnwell, a New Jersey native raised in the coastal
Georgia city of Savannah. After an mtial, unsuccessful at-
tempt at gangsta rap under the name Disciples of a Lyrical
Rebellion, Thomas and Barnwell, who started going by the
names Speech and DJ Headliner, reexamined their motives
for wanting to make music. In 1988 they discovered the
political fire-and-bnmstone sound of Public Enemy and
decided to change direction. Rejecting gangsta-rap expres-
sions like "nigga,” “bitch,” and "ho,” the two incorporated
their Chnstian values into politically and philosophically
charged songs that celebrated African-American culture
and history. Inspired by Speech’s belief that the black com-
munity needed spintual rebirth, they renamed the group Ar-
rested Development.

With the addition of drummer Rasa Don, the group's
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music became softer and funkier. By the time of its 1992 sign-
ing to Chrysalis, Arrested Development had expanded into a
coed and multigenerational group, including “extended fam-
ily" members Aerle Taree, Speech’s cousin and designer of
the group'’s clothing; dancer/choreographer Montsho Eshe,
and elder spinitual advisor Baba Oje.

The group's platinum-selling debut was a crincal as well
as commercial success. The album produced two other hits:
“People Everyday” (#8 pop, #2 R&B, 1992) and “Mr. Wendal”
(#6, 1992). "Tennessee” featured the singer Dionne Faris, an-
other “extended member” who ultimately left the group and
had her own Top 10 single, "1 Know," in 1995. The non-LP sin-
gle "Revolution,” recorded for Spike Lee's flm Malcolm X,
reached #90 (#49 R&B, 1992). In 1993 Arrested Develop-
ment's performance on MTV's Unplugged (#38 R&B) was is-
sued on CD, and the group participated in the third annual
Lollapalooza Tour. Taree departed and three new members
joined for the summer 1394 release, Zingalamaduni, which
means "beehive of culture” in Swahili. That album was met
mostly by ambivalence from critics and disappointing sales.
Zingalamaduni eventually went gold, but by 1996 the band
had officially split up

The solo career of Speech has at least earned the atten-
tion of critics, if not fans. His 1996 seli-titled solo debut
album failed to chart at all, and the single “Like Marvin Gaye
Said (What's Going On)” peaked at #59 R&B. He continued to
write a column for the Milwaukee Community Journal, his
mother's newspaper, and lectured on college campuses. In
1999 Speech released Hoopla on TVT, using stnings for the
first time and focusing on lytics that were less political and
more personal (though 1t included a version of Bob Marley's
"Redemption Song”). That same year. Arrested Development
reunmited in Atlanta for its first concert 1n five years and in
2000 began recording a new album. tentatively entitled The
Heroes of the Harvest.

Arrow

Born Alphonsus Cassel, Nov. 16, 1954, Montserrat, West Indies
1974—O0n Target(Arrow) 1977—Positively Jumpy 1983—
Hot Hot Hot (Arrow/Chrysalis)  1985—Soca Savage (London)
1987—Best of Arrow, vol. 1 (Arrow) 1988—Knock Dem Dead
(Mango/Island)  1989—Massive (Arrow); Ola Soca
(Mango/lsland) 1990—Soca Dance Party 1991—Zombie
Soca (Arrow)  1992—Best of Arrow, vol. 2; Modely De Bam
Bam 1993—Outrageous 1995—Phat 1997—Ride De
Riddim 1998—Turbulence 1999—Best of Arrow; Hot Soca
Hot.

A founding father and leading purveyor of soca, a Tnnidad-
based blend of soul music and calypso, Arrow is best known
in the US. for having wntten “Hot, Hot, Hot"—an intema-
tional hit for the singer in 1983, but an Amernican hit only asit
was covered in 1987 by Buster Poindexter (David Johansen's
lounge-lizard alter ego).

The youngest of nine children, Arrow listened to Amen-
can R&B on the radio while growing up in Montserrat. He
began composing calypso songs at a young age, earning the
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island-wide title of “calypso king” in a 1971 competition. He
retained the title for four years and in 1974 started 1eleasing
albums on his own label while supporting himself by selling
insurance and running a men'’s clothing store. In 1983, with
numerous LPs already to his credit. Arrow signed with
Chrysalis Records. Subsequent singles such as 1984's “Long
Time" and 1988's "Groove Master” proved popular in British
and American dance clubs, but the singer's ebullient
melodies and seductive rhythms never made him a big star
outside the Caribbean. Having switched labels repeatedly
throughout the ‘80s, Arrow returned to releasing his own al-
bums in 1991. He continues to draw crowds at calypso and
reggae festivals

Art Ensemble of Chicago

Formed 1969, Paris, Fr.

Roscoe Mitchell (b. 1940, Chicago, IL), saxes, flutes, reeds,
misc.; Lester Bowie (b. 1941, Fredrick, MD; d. Nov. 9, 1999,
New York, NY), trumpet, misc.; Malachi Favors, a.k.a. Mag-
oustous (b. 1937, Lexington, MS), bass, perc., misc.; Joseph
Jarman (b. 1941, Pine Bluff, AR), saxes, flute, reeds, misc.
1969—People in Sorrow (Nessa); Reese and the Smooth Ones
(BYG); A Jackson in Your House; Message to Our Folks;
Tutankhamun (Freedom)  1970—{ + Don Moye, a.k.a. Dougou-
fana Famoudou [b. 1946, Rochester, NY], drums, perc.) Certain
Blacks (Nessa) 1971—Home (Galloway); Art Ensemble With
Fontella Bass (America); Phase One (Prestige) 1972—
Baptizum (Atlantic); Live at Mandel Hall (Delmark/Trio) 1973—
Fanfare for the Warriors (Atlantic) 1974—Kabbalaba Live at
Montreux (AECO); Spiritual (Black Lion)  1978—Nice Guys
(ECM) 1979—LiveinBerlin  1980—Full Force; Urban Bush-
men 1981—Among the People 1984—The Third Decade;
The Complete Live in Japan, vols. 1-2 (DIW); Naked 1987—
Ancient to the Future, vol. 1 1989—Art Ensemble of Soweto;
Alternate Express  1990—Dreaming of the Masters Suite; Live
at the Eighth Tokyo Music Joy 1992—America-South Africa (as
the Art Ensemble of Soweto) (Columbia); Thelomious Sphere Monk
(DIW)  1998—( - Jarman ) Coming Home Jamaica (Atlantic).

The Art Ensemble of Chicago was arguably the most inno-
vative jazz group to emerge In the '70s. Its compositions
and collective improvisations draw from all sorts of world
musics, traditional and avant-garde jazz. rthythm & blues
African music, 20th-century European art music, even rock
& roll, gospel, martial music. jug-band music, and the natu-
ral sounds of human and ammal voices. The quintet has
been known to employ 500 instruments in a concert, which
might also include a slide show, dance, or vaudeville shtick
No matter the format. they adhere to thewr motto: "Great
Black Music—Ancient to the Future”

The Ensemble evolved from collective jazz experiments
in Chicago in the early and mid-'60s Roscoe Mitchell and
Malachi Favors first played together in Muhal Richard
Abrams’ Expenmental Bandin 1961 Along with Abrams, the
two were charter members of the Association for the Ad-
vancement of Creative Music, founded in 1965 with such
jazz experimentalists as Anthony Braxton and the future
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members of Air (not the French duo of the same name).
Lester Bowie (who had played R&B with Little Milton and
Albert King) was also an AACM member. In 1968 the Roscoe
Mitchell Art Ensemble (including Mitchell, Bowie, Favors,
and drummer Phillip Wilson) began gigging and earned a
local reputation for both their music and their integration of
music and conceptual theater

Before the end of 1968, Wilson had joined the Paul Butter-
field Blues Band. The Ensemble continued without a drum-
mer, but the addition of Joseph Jarman (who had studied
under John Cage and Indian classical musicians) kept it a
quartet. In 1969 the players moved to Paris, and over the next
two years, they recorded 11 albums and three film scores,
performed hundreds of concerts, and met drummer Don
Moye (who joined the group in 1970). They returned to the
US.in 1971 to tour Atlantic signed the Art Ensemble in 1972,
but it took a grant from the National Endowment for the Arts
to finance the group's second Atlantic album. Since then the
Ensemble has recorded for large and small labels including
its own AECO Records.

Each of the members has recorded solo and with other
musicians, including Anthony Braxton, Henry Threadgill, and
Jack DeJohnette. Abrams and singer Fontella Bass (who had
a#1 soul hit with "Rescue Me" in 1965; Bowie and Bass were
married at this time) have performed frequently with the Art
Ensemble

Although the late 1980s and 1990s saw the band record-
Ing in a vanety of different settings (Dreaming of the Masters
is a collaboration with pianist Cecil Taylor; America-South
Africa is a collaboration with an African vocal choir), band
members’ side projects cut into the Ensemble's visibility
Bowie led the popular Brass Fantasy, Mitchell composed and
played with his own new music groups, and Moye played in
the all-star Leaders band with Lester Bowie.

While in London, on tour with Brass Fantasy, Bowie fell ill.
Subsequently diagnosed with liver cancer, he died in 1999.

Art of Noise

Formed 1983, London, Eng.

Anne Dudley (b. May 7, 1956), kybds., voc.; Jonathan “J.J.”
Jeczalik (b. May 11, 1955), kybds., voc.; Paul Morley, kybds.,
voc.; Gary Langan, various instruments.

1983—Into Battle With the Art of Noise EP (ZTT/1stand); Art of
Noise  1984—(Who's Afraid of?) The Art of Noise (island)
1986—In Visible Silence (China/Chrysalis); Re-works of the Art
of Noise  1988—The Best of the Art of Noise [Blue Cover]
(China) 1989—Below the Waste  1990—Ambient Collection:
Remix Collection (Alex) (group disbands) 1992—Best of the Art
of Noise [Pink Cover] {Discovery); Best of Art of Noise [#1] (Alex)
1993—Best of Art of Noise [#2]; Best of Art of Noise [#3]
1996—Drum & Bass Collection (Discovery) 1997—State of
the Art; Fon Mixes (group re-forms: Morley; Dudley; + Trevor
Horn [b. July 15, 1949, Hertfordshire, Eng.], kybds.; + Lol Creme
[b. Lawrence Creme, Sep. 19, 1947, Manchester, Eng.], gtr.)
1999—Seduction of Claude Debussy (ZTT/Universal).

With 1ts name culled from an Italian Futunst manifesto, Art of
Noise approached pop from a distinctly postmodern slant.
Using the studio as their tool, these three producers/pro-
grammers/arrangers were virtually anonymous; star power,
when called for, was imported. Dudley, formely a producer for
Paul McCartney and Frankie Goes to Hollywood, joined up
with Jeczalik and Langan as part of Trevor Horn's innovative
production team 1n the early '80s. Under Horn's auspices, Art
of Noise was formed to fashion state-of-the-art dance instru-
mentals. "Beat Box" and “Close (to the Edit)"—with their au-
dacious and influential mixture of treated musical textures,
found sounds, and overdriven disco thythms—became pop-
ular on both sides of the Atlantic

Breaking away from Hom, Art of Noise recruited rock &
roll guitar pioneer Duane Eddy to update his 1960 hit “Peter
Gunn” (#50, 1986); the song won a 1986 Grammy for Best
Rock Instrumental Performance. The video for “Paranocimia”
(#34, 1986) incorporated computer-generated TV character
Max Headroom; Art of Noise also contributed to the Head-
room television series. Eschewing any pretense of aesthetic
purity, the group began doing considerable advertising work
for Revlon, Swatch, and Barclays' Bank, among others. In July
1986 Art of Noise toured for the first time appearing in the
US., Japan, and at a solitary British performance The next
year the group worked on the soundtrack to the film adapta-
tion of Dragnet. A remake of Prince’s "Kiss" (#31, 1988) featur-
ing '60s pop icon Tom Jones helped revive Jones’ career.
Other left-of-center recordings followed, including “Yebo"
(#63 UK., 1989), which featured South Afncan singers
Mahlathini and the Mahotella Queens. By the turn of the de-
cade the three were concentrating on individual projects,
and Art of Noise dissolved Throughout the '90s, the group
enjoyed a kind of vicanious fame, its music frequently sam-
pled by other artists and its sound recognized as sermunal by
hip-hoppers, minimalist composers, and amblent musicians.
Paul Morley and Anne Dudley reunited in 1999 to release,
along with Trevor Horn and Lol Creme of 10cc, The Seduction
of Claude Debussy, an homage to the 19th Century French
composer. Mixing dance versions of Debussy’s music with
lush orchestration, Art of Noise drew parallels between the
classical music innovator and their own pioneenng.

Peter Asher: See Peter and Gordon

Ashford and Simpson

Nickolas Ashford (b. May 4, 1943, Fairfield, SC), voc.; Valerie
Simpson (b. Aug. 26, 1948, Bronx, NY), voc., kybds.
1973—Keep It Comin’ {Tamla); Gimme Something Real (Warner
Bros.) 1974—IWanna Be Selfish  1976—Come As You Are
1977—Send It 1978—Is It Still Good to Ya?  1979—Stay
Free 1980—Musical Affair 1981—Performance 1982—
Street Opera  1983—High-Rise (Capitol)  1984—Solid
1986—Real Love 1989—Love or Physical 1996—Been
Found {Hopsack and Silk).
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Valerie Simpson solo: 1971—Exposed (Tamla)  1972—Valerie

Simpson.

Dunng the late '60s, wnter/performer/producers Nickolas
Ashford and Valerie Simpson wrote and produced some of
Motown's greatest hits, and since the early '70s they've
also become successful performers. The son of a construc-
tion worker, Ashford grew up in Willow Run, Michigan,
where he sang in the church choir as a child. He spent one
semester at Eastern Michigan College before dropping out.
Against his parents’ wishes, he left home and moved to
Harlem with only $57. He worked as a busboy and began
attending the White Rock Baptist Church 1n Harlem, where
1n 1964 he met Simpson, then 17 years old. She had recently
graduated high school and was studying music at Chatham
Square School.

They began wnting songs together (the first bunch of
which they sold for $64). Two years later, when Ray Charles
had a hit with their “Let's Go Get Stoned,” they signed on
with Berry Gordy's Motown organization as staff writers and
producers. They created a senes of romantic duets, including
Marvin Gaye and Tammi Terrell's “Ain't No Mountain High
Enough” and "YouTe All I Need to Get By,” and Diana Ross’
"Reach Out (and Touch Somebody's Hand).” While neither of
Simpson's Ashford-produced solo albums sold well, the pair
were anxious to concentrate on performing (which Gordy
discouraged) and recorded Keep It Comin’ just before leav-
ing Motown in 1973 for Warner Bros. They married 1n 1974
Their early R&B hit singles included “So, So Satisfied” (#27,
1977) and “Is It Still Good to Ya?" (#12, 1978), and 1979's
"Found a Cure” was their first 45 to make the pop Top 40.
They had to wait six years for their next one, “Solid," which
reached #12 1n 1985 and topped the R&B chart. Two other
R&B hits followed: “Outta the World" (#4, 1985) and “Count
Your Blessings” (#4, 1986). Send It, Is It Still Good to Ya? and
Stay Free have been certified gold. The duo's most recent
studio album, Been Found features esteemed poet Maya
Angelou on seven of its 11 songs. Ashford and Simpson also
continue to tour and work frequently as independent wnters
and producers; their clients include Diana Ross (The Boss),
Gladys Knight and the Pips (About Love), and Whitney Hous-
ton (“I'm Every Woman"). The latter song, contained on The
Bodyguard soundtrack, hit #5in 1993.

Asia

Formed 1981, Los Angeles, CA

Carl Palmer (b. Mar. 20, 1947, Birmingham, Eng.), drums; John
Wetton (b. July 12, 1949, Derby, Eng.), bass, voc.; Steve Howe
{b. Apr. 8, 1947, London, Eng.), gtr.; Geoffrey Downes (b. Eng.),
kybds.

1982—Asia (Geffen) 1983—Alpha (- Wetton; + Greg Lake
[b. Nov. 10, 1948, Bournemouth, Eng.], bass, voc.) 1985—

(- Howe; + Mandy Meyer, gtr.; — Lake; + Wetton; — Meyer; + Pat
Thrall [b. San Francisco, CAl, gtr.) Astra Then & Now 1992—
Asia: Live in Moscow (Rhino) ( - Thrall; + Howe; + Downes;

+ Palmer; + John Payne, voc., bass; + Al Pitrelli, gtr); Aqua
(Pyramid) 1994—Aria (Mayhem) 1996—Arena (Resurgence);
Archival &2 1997—Anthology (Snapper); Live in Koin
(Blueprint); Live in Osaka; Live in Philadelphia 1999—Axioms
(Snapper); Live at the Town & Country Club (Resurgence); Live
Acoustic  2000—The Very Best of Asia: Heat of the Moment
1982-1990 (Geffen) 2001—Aura (Recognition, U.K.).

The first supergroup of the '80s, Asia was composed of fa-
mous musiclans whose earlier work in major rock groups vir-
tually guaranteed their success. Carl Palmer had been a
member of Emerson, Lake and Palmer, Steve Howe and Ge-
offrey Downes had both belonged to Yes. and Downes had
worked with the Buggles; John Wetton had been bassist for
King Crimson, UK., Family, and Roxy Music. Greg Lake, who
briefly replaced Wetton, was also an ELP alumnus. Despite
widespread critical revulsion and a cool reception in its na-
tive UK., the group was embraced by AOR radio program-
mers and fans of bombastic arena rock.

The group's quadruple-platinum debut LP, Asia. held the
#1 spot for over two months 1n 1982 and launched two hits
‘Heat of the Moment" (#4. 1982) and “Only Time Will Tell”
(#17, 1982) Alpha (#6, 1983), with the #10 1983 hit “Don't
Cry." was also certified platinum At 1ts commercial peak,
Asia performed live from the Budokan Theatre in Tokyo,
Japan, in a satellite telecast, Asia in Asia, that was seen by
20 million viewers. But Astra (#67, 1985) proved markedly
less popular than its predecessors. Howe was replaced by
ex-Krokus guitanst Mandy Meyerl. and in 1986 Asia dis-
banded unul 1990, when it re-formed with guitanst Pat Thrall
(formerly of Automatic Man and the Pat Travers Band) in the
spot originally held by Howe. By 1992 Howe was back in
with Downes, Palmer, John Payne, and Al Pitrelh to record
Aqua (Simon Phillips, Anthony Glynne, and Nigel Glockler
also contnbuted)

When Downes and Payne regrouped with Pitrelli to
record Asia's 1994 album, Aria, both Howe and Palmer were
gone agamn By the time of the band's 1996 album Arena,
Downes and Payne were the only constant members, per-
forming together on occasion as an acoustic duo. Between
1996 and 2000, Asiareleased numerous collections of demos,
live performances, and hits packages on small labels. In early
2001, the band reemerged yet again with an album of new
material, Aura, and an all-star cast of prog-rock musicians
cranking out more of the same arena-style rock that had 1ni-
tially put Asia on the map

Asleep at the Wheel

Formed 1970, Paw Paw, WV

Original lineup: Ray Benson (b. Ray Benson Seifert, Mar. 16,
1951, Philadelphia, PA), gtr., voc.; Leroy Preston, drums, gtr.;
Lucky Oceans (b. Reuben Gosfield), pedal steel gtr.
1973—Comin’ Right at Ya (United Artists)  1974—Asleep at
the Wheel (Epic) 1975—Fathers and Sons Texas Gold (Capitol)
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1976—Wheelin’ and Dealin’ Texas Country (United Artists)
1977—The Wheel (Capitol) 1978—Collision Course Served
Live Framed (MCA)  1981—American Band 3 (Capitol)
1985—Asleep at the Wheel (MCA)  1987—Asleep at the
Wheel: 10 (Epic) 1988—Western Standard Time Keepin’
Me Up Nights (Arista) 1992—Route 66 (Liberty); Greatest
Hits (Live and Kickin’) (Arista); The Swingin’ Best of Asleep at
the Wheel (Epic) 1993—{lineup: Benson, gtr., voc.; Tim
Alexander, piano, accordion, voc; Cindy Cashdollar, Hawaiian
steel gtr.; Mike Francis [b. June 25, 1951, Yuma, AZ}, sax;
Ricky Turpin, fiddle, electric mandolin, voc.; David Earl Miller,
bass; Tommy Beavers, drums) Tribute to the Music of Bob
Wills and the Texas Playboys (Liberty)  1997—Back to

the Future Now (Lucky Dog)  1999—Ride With Bob
(DreamWorks).

For over three decades Asleep at the Wheel has been stead-
fastly dedicated to reviving, with slight modernization, the
Western swing pioneered by BobWills in the '30s and '40s, a
hybrid of country, big-band jazz, Cajun fiddling, and be-bop
With frequent personnel changes (there have been more than
80 lineup changes over the past 30 years), Asleep at the
Wheel has become a dependable attraction in country and
roots-rock circles. The group was founded by three Eastern-
ers: lead guitanst/vocalist Ray Benson, rhythm guitanst/
vocalist/songwriter Leroy Preston, and pedal steel guitarist
Lucky Oceans; female singer Chris O'Connell joined for the
debut album. At first they mixed satinc onginals with West-
ern swing standards, to the incomprehension of their early
record companies. Today the Grammy-winning group is ac-
knowledged as the leading practitioner and champion of
Western Swing.

After a few years in San Francisco, Asleep at the Wheel
resettled in Austin, Texas, in 1974. The following year the
group signed with Capitol and began to reach the country
market with such deadpan songs as "The Letter That Johnny
Walker Read” (#10 C&W, 1975) and versions of “Bump
Bounce Boogie” (#31 C&W, 1975) and “Nothin’ Takes the
Place of You" (#35 C&W, 1976). Each of its Capitol releases
since 1976 gamered at least one Grammy nomination; the
group snagged its first in 1978 when its version of Count
Basie’s “One O'Clock Jump” won for Best Country Instru-
mental Performance. (The band has since won a total of
seven Grammys.)

Though the group's recordings have sold only moder-
ately, Asleep at the Wheel has retained a strong live follow-
ing. For the cntically acclaimed 1993 Bob Wills tribute
album, Benson—the group’s sole remaining founding mem-
ber and leader—assembled such artists as Dolly Parton,
Vince Gill, Chet Atkins, Garth Brooks, Huey Lewis, Lyle
Lovett, and Merle Haggard, who were joined by Texas Play-
boys Eldon Shamblin and Johnny Gimble and Asleep
alumni Lucky Oceans, Chris O'Connell, and Floyd Domino.
“Red Wing” from the Wills tribute album won the 1993
Grammy for Best Country Instrumental Performance. An-
other Wills tnbute, Ride With Bob (#24 C&W, 1999), featured
yet more guests, ranging from Lyle Lovett to Tim McGraw
to the Dixie Chicks.

The Association

Formed 1965, Los Angeles, CA

Jules Alexander (b. Sep. 25, 1943, Chattanooga, TN), gtr., voc.;
Terry Kirkman (b. Dec. 12, 1941, Salinas, KS), kybds., voc.;
Brian Cole (b. Sep. 8, 1942, Tacoma, WA, d. Aug. 2, 1972, Los
Angeles), bass, voc.; Ted Bluechel Jr. (b. Dec. 2, 1942, San
Pedro, CA), drums; Jim Yester (b. Nov. 24, 1939, Birmingham,
AL), gtr., voc.; Russ Giguere (b. Oct. 18, 1943, Portsmouth, NH),
gtr., voc.

1962—And Then . . . Along Comes the Association (Valiant)
196 7—Renaissance ( - Alexander; + Larry Ramos [b. Apr. 19,
1942, Kauai, Hl], gtr., voc., harm.); Insight Out (Warner Bros.)
1968—Birthday; Greatest Hits  1969—{ + Alexander)
Goodbye Columbus soundtrack; The Association 1970—
“Live” (- Giguere; + Richard Thompson [b. San Diego, CA], gtr.,
voc.) 1971—Stop Your Motor Waterbeds in Trinidad! (CBS)
1981—{group re-forms with surviving original members)
1986—Songs That Made Them Famous (Pair).

A pnmarily soft-rock and ballad band, the Association sold
over 15 million records in the '60s. The group first formed
when Terry Kirkman, who had played in several bands, in-
cluding Frank Zappa's Mothers of Invention, and Jules
Alexander recruited Brian Cole and Jim Yester (whose
brother Jerry was a member of the Lovin' Spoonful). Russ
Giguere and Ted Bluechel joined soon after, and following six
months of rehearsal the band debuted in Pasadena.

The hits, most written by vanous group members, began
in 1966 with the group's first single, "Along Comes Mary"
(which some listeners believed was an ode to manjuana), and
continued with the more romantic songs for which the Asso-
clationis best remembered: “Chernish” (#1, 1966),"Windy" (#1,
1967), "Never My Love" (#2, 1967), and "Everything That
Touches You" (#10, 1968). Its singles, including the theme
song from the movie Goodbye Columbus (1969), continued to
chart but never again reached the Top 30. After an unsuc-
cessful try at progressive rock from 1969 through 1973, the
group faded from the charts and began working nightclubs.
Several members (Ramos, Bluechel, Yester) released a single
in 1975, but the Association attracted no further notice unti
early 1981, when all of the band’s onginal surviving members
(Cole died in 1972 of a heroin overdose) made a comeback at-
tempt. Giguere and Ramos continued to tour with other mu-
sicians under the Association name into the '90s. In 1990 BMI
designated "Never My Love" (along with the Beatles' "Yes-
terday”) one of the most often played songs in history.

Chet Atkins

Born Chester Atkins, June 20, 1924, Luttrell, TN; died June 30,
2001, Nashville, TN

1951—Chet Atkins Plays Guitar (RCA)  1958—Chet Atkins at
Home 1960—Mister Guitar 1962—Back Home Hymns
1963—The Pops Goes Country  1964—Best of Chet Atkins
1965—My Favorite Guitars  1966—Chet Atkins Picks on the
Beatles 1969—Solid Gold'69  1970—Me and Jerry (with
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ry Reed) 1971—For the Good Times  1974—The Atkins-
Travelin’ Show (with Merle Travis)  1976—Chester and
ster (with Les Paul)  1983—Work it Qut With Chet Atkins

a) 1985—Stay Tuned 1989—Chet Atkins, C.G.P.
Neck and Neck (with Mark Knopfler)  1992—Sneakin’
d (with Jerry Reed); The RCA Years: 1947-1981 (RCA)
94—Read My Licks (Columbia) 1996—Aimost Alone
97—The Day Finger Pickers Took Over the World (Sony)
999—Reflections (Sugar Hill); Country Pickin’ (RCA).

With more than 35 million copies of his 75-plus onginal re-
leases sold, Grammy Lifetime Achievemen: Award winner
Chet Atkins was one of the most successful guitansts in his-
tory: as a coun:ry music producer. he was largely responsible
for the pop-onented “Nashville Sound™ of the 60s

Raised in poverty. Atkins received musical training from
his evangelical-singer father and an older half brother. He

took up the guitar at age nine and counted among his influ-
ences Les Paul, Django Reinhardt, and Merle Travis |Atkins

finger-picking style 1s a modification of Travis’ technique}
Beginning professionally in his teens playing fddle for
Archie Campbell, by the late 40s he had swatched exclu-
sively to guitar, periormed at the Grand Ole Opry. and
recorded as a sessionman and a solo artist In the late 20s he
became vice president in charge of RCA's Nashville opera-
tions and as such was 1nvolved as both a player and pro-
ducer in the developmen: of Eddy Amold. Perry Como, Elvis
Presley. and Roy Orbison. Later he expanded country
music's horizons by helping mntroduce black country singer
Charley Pride and encouraging the “outlaw” movement cf
Waylon Jennings and Willie Nelson.

As a producer at RCA from 1957 through the mid- 70s
Atlans established the Nashville Sound, string-laden and
embellished with pop-style backup choruses Traditionahsts
balked. but Atlans insisted that the style augmenied by his
use of innovatnive studio technique |echo. reverb. tremoclo
guitars), brought country music intc the pop mamnstream.
Admired by such diverse musicians as Paul McCartney, Leo
Kottke Ear] Klugh and George Benson Atkans’ guitar style
was characterized by versatility He recorded 12 duet albums
featunng the likes of Les Paul. Doc Watson, Jerry Reed, and
Mark Xnopfler. He also performed with sitar player Ravi
Shankar. the Atlanta Symphony. and Arthur Fiedler and the
Boston Pops. As designer of a senes of Chet Atkans Signature
Guitars, he consistently maintained an interest in the techm-
cal side of guitar-playing.

In 1973 Atians became, at 49. the younges: Inductee into
the Country Music Hall of Fame: a year later he released an
autobiography. Country Gentleman, its itle Atkins’ longtme
nickname (on his albums he bills himself “C.G.P"—"Cerufied
Guutar Player.” a utle he coined). In the '80s, backng off from

roducing, the guitanst enjoyed a perforrming renaissance
He toured with folksy pundit Garrison Xeillor and conunued
10 put out critically acclaimed albums with other guitansts.
In 1991, South Street, In the heart of Nashville's Music Row,
was renamed Chet Atkans Place And in 1997, he received the
Century Award. Billboard’s mghest honor. Atlans died of can-
ceratage 77

Atlanta Rhythm Section/ARS

Formed 1971, Doraville, GA

Barry Bailey (b. June 12, 1948, Decatur, GA), gtr.; Rodney Justo,
voc.; Paul Goddard {b. June 23, 1945, Rome, GA), bass; Robert
Nix, drums; J.R. Cobb (b. Feb. 5, 1944, Brmingham, AL), gtr.;
Dean Daughtry (b. Sep. 8, 1946, Kinston, AL), kybds.
1972—Atlanta Rhythm Section (MCA) { - Justo; ~ Ronnie
Hammond [b. Macon, GA], voc.) 1973—Back Up Against the
Wall 1974—Third Annual Pipe Dream (Polydor) 1975—Dog
Days 1976—Red Tape 1977—A Rock and Roll Alternative
1978—Champagne Jam (MCA) ( - Nix; + Roy Yeager [b. Feb. 4,
1946, Greenwood, MS], drums)  1979—Are You Ready’,
Underdog  1980—The Boys From Doraville  1981—Quinella
(Columbia) (group disbands) 1989—group re-forms as ARS)
Truth in a Structured Form (imagine/CBS)  1991—The Best of
ARS (Polydor)  1997—Partly Plugged {Platinum Entertainment)
1999—Eufaula.

lanta Rhythm Sec-

edges with studio

Comprised of former sessionimen. the At
tion smoothed Southern rock's 1ot
sophistuication, JR. Cobb. Dean Dat and producer

manager Buddy Buie had been members of the Classics [V
Daughtry, Rodney Justo, ancd Don Nix had also been mn the
Candymen, a group that at one nme included Bobby Golds-
boro; had backed Roy Orbisor. and reccrded two LPs (The
Candymen. 1967, and Bring You Candypower, 1968) They
met the ether Section members while working together on
a Roy Orbison session 1n 1970 and socn after {ormed the
group. adding lead vocalist Justo for their debut LP He was
soon replaced by Ronnmie Hammond, a former 1ecording en-
gineer Though hampered by the lack of a disuncuve front-
man or a group identity and only moderate sales, the Atlanta
Rhythm Sect:on became established through frequen: tour-
ing in the late '70s Beginning in 1977 the group had a stning

of hit singles that included “Sg in 30 You" {#7, 1977}, “Imagi-
nary Lover” [#7, 1978), "I'm Not Gonna Let & Bosher Mg

Tonlght™1214,1978), “Do ¥t or Die™ [£19, 19
of the Classics IV tat “Spooky ' 1517, 1979
Alemative and Underdog ha
Champagne Jam, plainum, b
with only one charting single ["Alien” [#
members drifted apart

A loose aggregation comprised of Buile Hammond, Bai-
ley. Daughiry. and a revolving door of other musicians
re-formed as ARS in 1989 and performed sporadically over
the next decade Truth in a Structured Form {1989). an at-
tempt to update the band's trademark sound. flopped. Partly
Plugged {1997) found a revamped Atlanta Rhythm Section
using 1ts original name again and celebrating its 25th an-
mverary by running through 11 of its hits and three nevs
songs Eufaula(1999)1s an all-new studio recording.

Brian Auger

Born July 18, 1939, London, Eng.
1967—0pen (Marmalade) 1968—Definitely What 196%—
Streetnoise  1970—Befour (RCA)  1971—Brian Auger's
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Oblivion Express; A Better Land  1972—Second Wind
1974—Closer to It 1975—Straight Ahead; Live Oblivion, vols.
1 and 2; Genesis (early Steampacket recordings) (Polydor); This
Is (Metronome); Reinforcements (RCA)  1977—Happiness
Heartaches (Warner Bros.); Best of Brian Auger (RCA)  1978—
Encore Here and Now (Grudge) 1989—~Planet Earth Calling
(Dunhill/Garland)  2000—Voices of Other Times (Miramar).

Bntish keyboardist Brian Auger helped lay the groundwork
for fusion with his jazz-rock hybrids in the '60s and early
"70s. In 1964 he abandoned pure jazz and upnght plano for
R&B and a Hammond organ. He soon formed the Brian
Auger Trinity with bassist Rick Brown and drummer Mickey
Waller. Within a few months he was asked to join a new
group, Steampacket, which included vocalists Long John
Baldry, Rod Stewart, and ex-model Julie Driscoll. Each had a
spotlight segment during the group’s live shows, which also
featured jazzy R&B instrumentals highlighting Auger's key-
boards. In mid-1966 Auger left, and the group dissolved

Auger then reorganized Trinity with bassist Dave Am-
brose (b. Dec. 11, 1946, London), drummer Clive Thacker (b.
Feb. 13, 1940, Enfield. Eng), guitanst Gary Boyle (b. Bihar,
India), and Driscoll. In 1969 they had hits in Europe ("Save
Me") and England (a cover of Dylan's “This Wheel's on Fire”).
Subsequent singles floundered, however, and during a 1969
US. tour Driscoll quit the group. She later married pianist
Keith Tippetts and continues to record occasionally under
the name Julie Tippetts. Further hampered by contractual
and management problems, Trinity broke up in mid-1970
after releasing Befour, and Auger reemerged late in the year
with the four-piece Oblivion Express (at one time including
drummer Robbie Mclntosh, who later joined the Average
White Band), a jazz-rock band that released several influen-
tial albums but failed to crack the US. market in a big way
The group's latter-day vocalist was Alex Ligertwood, later of
Santana. By 1977 Auger was playing synthesizers as well,
and the following year he did a reunion album with Julie
Driscoll Tippets, Encore As the '70s closed Auger was with-
out a recording contract and living in California. He wrote
"Happiness Is Just Around the Bend.” a minor 1974 hit for the
Main Ingredient.

Since then Auger has remained active, releasing albums
1n Europe and, to alesser extent, Amenca. In 1990 he teamed
up with singer Eric Burdon and continues to tour the globe. A
live CDrecorded in California, Access All Areas, wasissued in
Europe in 1993 In 1995 a new Oblivion Express was con-
ceived. The lineup on Voices of Other Times includesAuger’s
daughter, Savannah, on vocals, and his son, Karma, on drums.

Frankie Avalon

Born Francis Avallone, Sep. 18, 1939, Philadelphia, PA
1959—Swingin’ on a Rainbow (Chancellor)  1995—The Best of
Frankie Avalon (Varese Sarabande).

Teen idol Frankie Avalon was onginally a trumpet-playing
prodigy when, at age 18, he joined a group called Rocco and

the Saints (which then included neighbor Bobby Rydell). He
began making appearances on local television, and in 1958
his debut single, “"DeDe Dinah,” was #7. Through the late
'50s and up until 1960, Avalon had six Top 10 hits: "Ginger
Bread” (#9, 1958), "Bobby Sox to Stockings” (#8, 1959), “A
Boy Without a Girl” (#10, 1959), “Just Ask Your Heart” (#7,
1959), "Venus” (#1, 1959), and "Why" (#1, 1960). He was a
regular on Dick Clark's American Bandstand. appeared in
several beach-party movies with Annette Funicello (includ-
ing Beach Blanket Bingo), and also appeared in Disc Jockey
Jamboree (1957), Guns of the Timberland (1960), and The
Carpetbaggers (1962).

By the '70s he was appearing regularly on the resort club
circuit and occasionally had TV roles on such shows as Love,
American Style His 1976 disco remake of “Venus” peaked at
#46. In 1987 he and Funicello coproduced and costarred in
Back to the Beach; the pair's Back to the Beach concert tour
(1989/90) was well received. They also released a Christmas
single, "Together We Can Make a Merry Christmas,” and
made a number of guest appearances. Avalon continues to
tour solo and with Bobby Rydell and Fabian as one of the
"Boys of Bandstand.”

Average White Band

Formed 1972, Scotland

Alan Gorrie (b. July 19, 1946, Perth, Scot.), bass, voc.; Onnie
Mclntyre (b. Sep. 25, 1945, Lennox Town, Scot.), gir., voc.;
Roger Ball (b. June 4, 1944, Dundee, Scot.), kybds., saxes;
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