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= Q. Would it be possible to release through

3 ROOT BEER RAGS or Columbia Records a

o special collector’s edition of COLD SPRING

‘E HARBOR? Even if it was mastered at the
wrong speed, I'm sure there are plenty of

i‘i fans like me who would fove to own it. |

& hope you will consider this.—Andrew

5 Walklin, Brunswick, ME

5 A. 1 don’t have control of the masters to

COLD SPRING HARBOR so | am unable to
do anything about it.

Q. Which of your albums do you like
best?—Molly Momill, Lakeville, CT

A. The last album | did is glways my
favorite.

Q. Is the house on the cover of GLASS
HOUSES your own?—Becky Crabtree,
Lynden, WA

A. Yes.

Q. Was it real exciting to be in the studio
for the very first time? Did it make you play
worse or did it inspire you?—Charlie Long,
Monroe, NY

A. It was very exciting but | don't
remember much else becouse | was
fourteen years old at the time.

Q. | would like to know why you didn’t
write o title song for GLASS HOUSES the
way you did for THE STRANGER, 52nd
STREET, and PIANO MAN?-—John C.
Kissell, Old Bridge, NJ

A. | would like to know too.

Q. What is your favorite animal, ond do
you have any pets?-—Wendy Daines,
Severna Park, MD

A. Cats are my favorite animals, and |
4 have one nomed Claws.
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“If there has to be a dictatorial decision, I suppose I'll make it. But it's pretty much
a collective experience in the studio. Everybody is as concerned as the other guy about the record.”

Have vou ever wondered how a
record is made? How it 1s wnitten,
recorded, manufactured, and sold?
To answer these gquestions and more,
ROOT BEER RAG asked music

journalist Martin Torgoff to trace the
step-by-step hastory of Billy’s recent
number one hit, It’s Still Rock And
Roll To Me. Drawing from exclusive
behind-the-scenes mterviews, what
appears here is the first installment of
'~ a senies detailing the odyssey of a
Billy Joel record.

PART I: THE STUDIO

Arrangements to record GLASS
HOUSES were worked out n the late

summer of ‘79 by Columbia Records;
Billy's management company; Phil
Ramone, Billy’s producer; Jim Boyer,
his engineer; and the members of
Billy's longtime band: Doug Steg-
meyer (bass), Liberty DeVitto
{(drums), Richie Cannata (saxophone
and keyboards), and Russell Javors
and David Brown (guitars). With
everything settled, studio time was
booked, everyone was alerted at
- Columbia, and the wheels of the
nmdmymsetmllmg.
“It’s mice to have a lot of the
-‘wwgeﬂmmdmmow
exactly how long things will take to
_complete,™ says Don DeVito of

_Billy Joel, ROOT BEER RAG Fall, 80

Columbia’s A&R staff, “"but you
dm’t d“}’i have that lumr} In the
ase of GLASS ‘f'f”'if“{ { think
:-‘ ily had about four tunes compicted,
he had a ¢ uple more mt_.hmu and
lync wideas and one or two of what are
Called "hooks —the meat of the
song—out had no complete lync or
composition. But knowing how fast
Billy can work and how professional
he and Phil Ramone are, | really felt
confident that he would have the
songs wnitten quickly.™

The A&R person (artist and
repertoire) in a record company helps
the artist produce the best possible
record. Don often helps decide on
material and personnel for albums
(Don knew Phil Ramone from his
work on Dylan’s BLOOD ON THE
TRACKS album and was helpful in
getung hum to work with Billy on
THE STRANGER). On GLASS
HOUSES, however, Don’s responsi-
bility was making certain that all
pieces of the recordlng process came
together by deadlines since Columbia
Records was geared to go into
production with the record imme-
diately, as soon as the recording and
mixing were over and the master tape
prepared. Thus, the drama began at
A and R Recording studios in New
York during the fall of '79.




pmduc::r of the album Phll
Ramone had to take complete charge
of the production; everything that
, from rehearsal of songs to
mmpletlon of the album, was his
m&bﬂlty Over a penod of four
s and three albums, Phil and
~ Billy have developed a deep trust in

5 other s talents and visions.

h the studio, Phil Ramone must
r many hats all at the same time.
mst be a visionary who helps

il y work his ideas into memorable
_'j ng whlle being careful never to
> his own style or tastes on the
| he must be a critic who is
m speak his mind when he

ks mmcthmg is wrong or could

€ more effectively; and, when
something is wrong, he must serve as
‘a doctor with a sure-fire cure. The
must be sensitive to the

eds and individuality of the musi-
1s; he must inspire confidence in

| ,ﬂ; neople and direct the entire

| n: ction. An understanding of the
o0 and the importance of play and
at w cxpenmcnt are also essential
s of a good producer. Phil

mone is a superb producer, famil-
| ith all aspects of music and

e pm't of the recording studio in
m way a highly skilled

1 understands his instrument.
he and Billy have become

> friends, Billy’s recording
desplte pressures of dead-
m informal, highly produc-
M filled with laughter and the
Bf adm:nmrc that comes from a
" igness to experiment and take
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y song by song, the album
was w ritten and recorded over the fall
*'_' 4 ”" Hﬂy winter. Using Phil and
\he res ﬂ’ﬁahmdassoundmg
DOa _ﬁ,ﬁg - feedback, Billy writes
2ly wéll under pressure be-
hﬂ built enough confidence
*ha create top-notch material
0. That’s no small task
E &*vkmm of the record-
m mm cold, imper-
M’Oﬂd lﬂlﬂgﬂm
a the studm seems

of musicians and technicians have
become like a big family and tumn the
studio into a hothouse of energy and
creativity which is fueled by Billy’s
drive and guided by Phil’s knowing
touch. Each song is worked over
until it holds together and then
several “‘takes’’ are recorded on
twenty-four tracks before it is
“mixed’’ by Phil and Jim Boyer, with
Billy listening in. Because of varying
style and content, each song presents
different problems and challenges.

Day after day, everybody worked
long hours, taking breaks only when
an impasse had been reached, when
everybody was starving, or when the
players were simply too tired to
continue. Outside the studio, night
becomes day and the seasons change;
inside, everybody must focus clearly
on the song. Until the album is
finished and ““in the can,”” nothing
else matters. Finally, toward the end
of February, the album was one song
away from completion.

““It was a late night event,”’ recalls
Phil. I was in the booth mixing the
next-to-last song and Billy was out at
the piano. Somehow, I knew that he
had to put a P.S. on that album. You
know, we always get asked the
questions: What are we gonna do in

the eighties . . . new wave, new pave,
whatever. He might have had one line
and started with that, like ‘Sleeping
with the television on’—or— "It’s
still rock and roll to me.” The song
moved 1nto place so fast—it was
probably the fastest thing we ve ever
done. From concept to finish, Billy
had it rolling immediately; he was
just out there at the piano, whacking
away at it. I said, “You’ve gor to
pursue that!” He never has a melodic
problem with writing a song, but
nobody knew what the words would
§e.™

As the strains of the chords filled
the studio, nobody was able to sit
still. Soon, everybody’s gathered
around the piano, banging the tam-
bourines, egging Billy on as he
hammered out the song on the keys.
One by one, they picked up instru-
ments and fell into the groove.
Liberty, at his drums, followed
along, accenting certain lines. “From
the moment Billy had it at the piano,
the band had it,” Phil says. The band

then worked on the song tor awhile
as Billy, without the lyncs, sang
doubletalk— *‘lah-lah, blah-blah™—
where “‘hot funk, cool punk™ wall
fall in, stopping now and then to jot
down notes. Sitting in the control
booth, Phil saw the song matenialize
before his eyes with the passing of
minutes as the band explored the
refrains and jammed on several
instrumental breaks. Good rock and
roll song, he thought. “It’s up to me
to be open, logical, and not too
intellectual about the feeling,” Phil

recalls thinking. ““Just straight ahead,
simple.”

At this point, the services of Jim
Boyer, a talented engmeer became
essential. Recording is a partnership
among many people, all making
important contributions, all balancing
each other’s skills. Within the limuts
of the studio, the engineer must
somehow manage to fit the music to
the available technology. He sets up
the microphones, tests the sound,
mixes the sound for recording.

records the music, plays it back, and
helps execute the final mix. In order

listener that music, in the confines of
the recording studio, is ultimately a
matter of sounds on tape. The sounds
going into the microphones, whether
they be vocals or an entire orchestra,
are converted into electrical impulses
that are fed onto the tape. Tape is
plastic coated with metallic particles
that react to the sound. Modem
multi-track recording equipment al-
lows the recording of twenty-four or
more synchronized signals on a
single piece of tape to be mixed
down to a stereo master tape.
Engineers become like sorcerers of
sound. Any channel on the tape can
be recorded, played back, and re-
recorded at different times without
affecting the others. Sound can be
added and synchronized onto the tape
later, which is called overdubbing.
The possibilities are endless.

O

Coming in the next issue of ROOT
BEER RAG, Part 11 of the odyssey of
making a record.

Martin Torgoft is author of a recently
published book on Elvis Presley
called, Elvis, We Love You Tender.
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. PHIL RAMONE is one of the most

. . prominent and versatile figures on the

. popular music scene today. His list of

- hitmaking credits as producerlengineer -
Ve like a “Who's Who" of rock

- su tardom, and he recently received

reads

teenth Grammy nomination for
X OIC gucing GMSS HMSES.

i ,i;' .', s ";...__ o M
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as racks to the films Ml DNIGHT
COWBOY, A STAR IS BORN, and ONE
TRICK PONY. He was awarded the
Grammy, the music industry’s highest
onor, for the albums GETZ/GILBERTO,
PROMISES, PROMISES, THE STRANGER
awards), and 52nd STREET. Other

oducing credits include Barbra Strei-

4, Paul Simon, Kenny Loggins, Paul
Cartney, Chicago, and Phoebe Snow.
hil, a native New Yorker, has been
* yith music since childhood, when
s classically trained on the violin. As
leenager, he fooled around with various
ectric instruments. He studied at the
illiard School and later taught at the

nan School of Music. In the early

1 co-founded A & R Recording
JiC ,, H me one of the first to
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ly has o n described Phil as the
h member” of his band. In '77, they
amed up to record THE STRANGER,
:h became the largest selling album in
tory of Columbia Records. He and
“* king together ever
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keep on looking ahead.
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RBR: Your first collaboration with Billy was
on THE STRANGER album, which set new
precedents in record sales and helped
establish Billy as an international super-
star And Billy often credits you with
turning his career around. How do you

react to such praise?
PHIL: | appreciate being thanked and then

st g ,‘ﬁ ~e
s

PHIL: There was a definite immediate
trust that came about early in our
relationship. It caused no pain by being
critical. We laugh a lot—there’'s a tremen-
dous looseness and yet Billy is a very
disciplined guy: being on time, showing
up ahead, practicing the piano. Billy's so
up when he's making a record that it gives
me 2 feeling that he's not afraid to try
anything. In the beginning of the relation-
ship he was more like a chameleon in the
studio—he enjoyed testing where he
would stop and where | would stop. And
we found common ground. We disagree
about a lot of things, amazingly enough,
but not for the wrong reasons. You may
like something one day, and then not the
next. ..you have to admit you're Wrong. My
dedication is to the artist. The first thing |
said to Billy was “you're the guy who has
to live with this.” We're dealing with
musical taste and sensitivity-—it's a very
inside thing—there is no right and wrong.
| only serve people well if I'm fulfilling
their need. The minute 1'm not, | don't
want to be around.
RBR: Were you surprised by THE
STRANGER's gigantic success?
PHIL: Sure. Absolutely. Billyhada
tremendous following before that, but he
just didn’t have that big monster hit. We
didn't know we were going to make it.
Retween what the band did with Billy and
whatever contribution | made-—1 had
implicit faith in that unit to play together.
What | saw in concert was noton his
1er rds. | had simply said that if |
of that spirit that | feel
{'ve got to cut through all

rbage that can hold up a

 performance. THE STRANGER is 2 perfor-

going. A couple of weeks later we taiked
about working together and made a deal.
We felt if it didn’t work, we wouldnt push
it. There's no way you can work if the
contract's right and you're wrong. | aiways
feel that way.

RBR: How would you describe your style of

production?

of what we're trying to do. | don't believe
in filling every hole. | think the more space
you have on a record, the better it is. You
can always add, but subtracting and foung
| don't like to do.
RBR: You started out as a child prodigy on
violin. How did that tead you to the first
part of your career as an engineer?
PHIL: Yes, | was first a musician and gol
into engineering because of a lack of
contact between technical people and
artists. As a child | worked in a lot of
musical areas but it wasn't untii | got
friendly with the peopie in the control
room did | understand the reasons for
everything. The musician wasn't invited
into the control room back then. | fought a
lot of the rules of not stepping outside
your box. | was determined to rebel
against tired rules.
RBR: How did you make the transition
from engineer to producer?
PHiL: That happened because of the
relationship | had with the artists and
record people and the musicians in the
studio—the rock and rollers who were not
recognized at the time.
RBR: For instance...?
PHiL: Oh, people who became part of
bands—the Steve Gadd's and the Richard
Tee’s. | met Chuck Mangione when | was at
Eastman teaching a course on “How to
Make a Record.” We'd make records at
night. As an engineer, | was lett alone so
many times by producers who had to run
off to some other place and they'd say
“finish this.” | had to leave the country at
one point and go to England so | could get
a record deal. The feeling was, "he's an
engineer, what does he know about
music?” And as part owner of a studio
then, | had to be careful that | wasn't

competing against chients.

RBR: What advice would you offer musi-
cians and songwriters trying to break into
the business today?

PHIL: You have to be dedicated to
work and not say, “if | only had a bigger
amp-—and if | only had this” —you will
eventually But in the meantime, play a
wedding for two dates so you can atford to
play your own music at four o'clock in the
morning in a dumpy club. 1t's hard to be a
waiter and a performer, but sometimes you
may have to. My expernence started in a
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M in a tiny studio, mlf
you have to volunteer your time. Play for
.
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nothing, if necessary, so you can have an
hour of studio time to learn the profession
of what the recording instrument does. You
need the experience and knowledge of
what it’s like standing in front of a glass
booth with a microphone. You don't need
seventy-seven tracks. it doesn’t matter.
The concentration should be on the
content of the song. If you spill out one-
hundred songs, maybe only four of them
might be reasonable. But keep spilting
them out or you'll never know. Your testing
ground is to perform. You can't start at the
Bottom Line or the Garden as a beginning,
so go to a small town and play. Drive a
hundred miles, walk fifty. if you love your
profession, it'll show. And remember that
nobody owes you anything—the bustness
doesn’t owe you anything. It's not going to
be the Wizard of Oz. It's many, many hours
of devoted work and the rewards are so
satisfying internaily.
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RBR
- DOUG:

Doug Stegmeyer, Billy Joel's long-

time bass player, joined Billy on tour
in 74, and recorded TURNSTILES
shortly thereafter. Between recording
and touring with Billy, Doug does
session work with other artists like
Bob James, Karen Carpenter, and
Phoebe Snow. Recently, Doug offered
ROOT BEER RAG an insider's view of

the history and workings of Billy's
band.

RBR: Lets start at the beginning
with your early family life. You come
from a very musical background.
DOUG: That's true. My dad played in a
lot of the dixieland bands, with
people like Benny Goodman and
Gilenn Miller. Then he moved from
Detroit to New York, and started
arranging music fora lotof TV
shows, like the Hit Parade and the
Jackie Gleason Show.

RBR: What was his instrument?
DOUG: He played the clarinet mainly
and arranged on the piano.

RBR: Was your father responsible for
your career in music?

DOUG: Well, he probably got me
started. And then there were the
Beatles. They were the ones who

v motivated me to be a musi-

cian. Their melodies were so great—I
knew the bass part to every Beatles

RBR: When did you make the deci-
sion to become a professionatl
player?
DOUG: I started playing guitar
around fourteen. At sixteen, Faudi-
tioned for a high school band and got
right in with all these ecighteen-year-
old seniors. After graduation, I went

to the School of Visual Arts in New
York City for a while. I proved 1 was

But at that time, there wasn’'t a great
demand for electric bass players
either.

RBR: Did you ever play an (nstru-
mernt other than the bass?
DOUG: The first thing I played was
regular six string guitar. Then I
started getting into the bass guitar

‘because | think bass a lot easier. It's a

different way to think about music.
RBR: What about the piano?
DOUG: 1 doodle on piano. 1 got all
these piano players around me--so |
steal like crazy!
| fmwmpmmm?
JG: 1 almost went to the Berklee
School of Music, but decided that it
would be better to concentrate on
vate lessons. S0 I found one of the
bass teachers in New York City,

good at that, but knew I didn't want to
do graphic art for advertising forever.

Ed Lord. He had a long waiting list,
and I went through auditions. It was
Lord who taught me how to read
music. I worked really hard with him,
probably never studied harder in ail
my other years in school combined. I
remember, in the beginning, if I
hadn't studied the lesson I would try
to fake it, and he would say, “Just get
out of here. You didn’t do your
lesson; I'm not taking your money,
don’t embarrass yourself or me.” Boy,
was that awful! So I never did that
again, and I really learned a lot—
about chord structures...l got a solid
musical background. .
RBR: Did Lord influence you sty-
listically one way or another?
DOUG: Not really. He didn't work that
way. He asked what kind of music I
liked. Lots of times the chart he gave
me to read with a tape was classical,
which I'm fond of I'd end up reading
Brandenburg concertos on the bass,
and I would go crazy for that stuff.

RBR: Billy has often said that he
Jormed the band around you. How
did that come about?

DOUG: Well, 1 first joined him in '74,
and at that time | was in a band with
Russell Javors and Liberty DeVitto

playing Long Island clubs. | heard
that Billy had fired his bass player,
but he was out in California and I
really had no way to get in touch with
him. So I forgot about it, and then

Brian Ruggles, who was starting to

do sound for Billy then, came to a
club where | was playing and told me
I sounded good, and that Billy would
get in touch the next day. And Billy
did call the next day, and said “You're
comin' out next week," and then he
flew me out to California. I thought 1
would have to audition, but it turned
out I didn’t have to. I wanted the gig

80 bad, I knew everything cold—

better than the guys already in his
band! He was in the middle of

recording the STREETLIFE album
and [ did a few tours with him after it
was finished. Then Billy moved back
to New York and fired all the old band
members 'cause they just werent
getting into the material and | guess
he needed some new blood. 1 was
really into it, I liked what Billy was
doing. Then I told him about Liberty,
and said “check him out, and if you
don't hire this guy in ten minutes
you can fire me.” Billy warned me not
to put myself on the line...when it
came time to audition drummers, he
heard a few guys and then Liberty.
Instead of ten minutes, it only took
five! Billy said to Lib, “you're perfect
for the job,"” and bought him a new
set of drums the next day! At that
time Billy was geting ready to make
the TURNSTILES album and it was
just the three of us for a while, 'cause
there was no touring at that point.
Since Billy's music covers so many
different areas, it was hard to get
good players who were diverse
enough to handle it. I used to
audition players who could rock out
fine, but when it came to doing You're

My Home, they'd fail apart. Then I
told Billy about Richie and Russell,
and without hearing them, he told me
to bring them around since my
credibility had proved so good. Now
we have Russell and David who are
very well-rounded, which is ex-
tremely hard to find. ﬂ
RBR: Do you have a favorite Billy
Joel album?
DOUG: ] think it changes. Every time
we do one, it's my favorite album. 1
think they're all great They re all our
best efforts. But after you play it and
live it in the studio, it becomes your
favorite. I remember when we got our
first copies of THE STRANGER before
it was released, and Bill called me up
and asked me what I thought. I told
him that it was the best I could do,
and 1 knew it was the best he could
do—and as long as you always know
that, you can never feel bad about a
recording, no matter what happens
with it. Even if it doesn 't work.
RBR: It was shocking to learn that
after you guys cut Just The Way You
Are, you left the studio depressed,
having no idea how great it really
uwas
DOUG: Yeah, that's true. That's where
Phil comes in. He just yelled us out
of the studio that night and told us
we didn't know what we were talking
about and to come back tOmoOIrow
He knew better at that point. We've all
learned a lot of lessons from him.
The next day we listened 10 it and
said “Yeah, it's not too bad!™ Even the
people at CBS thought it might be a
good cover tune. But it was radio
stations that kept playing Just The
Way You Are and then it was released
as a single.
RBR: You've worked with Billy before
Phil Ramone was producer, and
certainly ever since. How would you
explain Phil and Billy and the band
being such a good match?
DOUG: Phil knows everything about
making records and has a different
way of doing things. He believes in
getting the feel right even if it's not
letter perfect. Some producers re-
hearse the band so well that it's
perfect—with no groove left. You can
always repair a note that's off, but you
can never repair the feel. His attitude
is you should have fun in the studio
or you shouldn't be there. You
should enjoy your work. He respects
everybody and we can say anything
we feel at any time. Nobody gets
uptight or threatened.
RBR: You've been around the world
several times with Billy on tour. How
do you feel about life on the road?
DOUG: We're all friends and we
have a lot of fun. The best part is
playing. There's nothing like it.
RBR:Is there any one tour that
particularly stands out for you?
DOUG: I think the first time we
played Australia was a lot of fun—and
the big American tours are usually
the best.
RBR: Which do you prefer, the
recording or the touring side?
DOUG: 1 can't say. There's nothing
like being on the stage and putting
on a show...when you feel the stage
shake at Madison Square Garden and
the lights come up, there's nothing
like it. And then when we're in the
studio and listen to something back
and you know it’s real good, you get
the chills. They're both real exciting.




