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Recipe For Rock And Ro

The Hit Sound of
Jett Barry

by Dan Charles

First, a little gueirar

And then, some bass

Now, here come the drims
And a lide ovgan__.

That's the recipe for “Rock And Raoll
Music,” taken from a 1969 Archies album.
But there's more. Add a pinch of folk music,
i dash of the blues, and a smidgen of couniry
‘0’ western. Fold in some 1950s doo-wop
harmonies, and some handclapping and
tambourine-shaking for an old-fashioned
gospel fecling. Flavor the mix with a bit of
Latin Amernca and the Caribbean. Most
impartant of all, keep the arrangement sim-
ple, and make it easy 1o dance to. Serve this
dish steaming hot 1o the best record Promo-
tion people you can find. This is the recipe
for a Jeff Barry pop production. [t's a sound
that you'll find in hits by the Monkees, the
Archies and Meil Diamond, a sound that was
an essential ingrechent of American pop and
e 19ds

rock music during

Jelf Barry is known as a songwriter, along
with his former wile and collaborator, Ellie
Grreenwich. Who hasn't heard “Hanky
Panky” by Tommy James and the Shon-
dells? The Dixie Cups' “Chapel OF Love™?
‘Leader OF The Pack™?
And who can forget the string of hits written
by Barry and Greenwich and produced by
Phil Spector during the early '6ik? The Crys-
tals” “Ida Do Ron Roa”™ and “Then He
Kissed Me.” the Ronettes” “Be My Baby”
and “Baby, 1 Love You,” Darlene Love's
“Wait "Til My Bobby Gets Home™ Fast-
foward into the 19705 for more samples of
leff Barry's hitmaking magic: The Staple
Singers’ “Heavy Makes You Happy,” Bobby
Bloom's “Montego Bay,” and Olivia New-
ton-John's first #1 smash, “T Honestly Love
You.” And let's not overloak the biggest hit
of 1964, The Archies’ “Sugar, Sugar.”

But Jeff Barry is abso a producer, a fact
that isn't as well-known. Why this s 50 s

The Shangn-Las

puzaling. Record production isn't just some-
thing Barry did on the side in addition 1o
songs: 4 good number of the hits he

wrole were also produced by him. In fact,
Barry was one of the recording industry's top
producers during the "&k. He ranks along-
side men like Phil Spector, Bob Crewe and
Feltom Jarvis. Try these statistics on for size:
Jefl Barry produced four #1 pop records,
three of which he also wrote (“Chapel OF
Leader Of The Pack™ and “Sugar,

Liowe

Sugar™). Twelve of his productions were Top
10 best=sellers, amd 21 of them hit Billbogrs
Tl.lp 20 “:irr‘:. has SCEn _“ of his ]"Il1|,1.llL'!ill:|\
reach the national ['||]1 40, Between the
years 1963 and 1973, he |'l|l|l|||l.'L'I.1 over Gl
;.'h.JH \lh:;il.‘\ This is hilrl.“_\ Ihr |<'-|,I.|n| of a
songwriter who occasionally dabbles in pro-
duction. Here's the story of Jeff Barry, and
the hit sound he created

Jeff Barry was born Jeffrey Adelberg on
April 3, 1939, in Brooklyn, New York, The
Adelberg family relocated to a New Jersey
suburb a few years afier baby Jeffrey's birth,
“I'd get out of school, run home, hide under
the bed. and wait for the future to get here,”
Barry told interviewer Joe Smith a few Years
back, recalling his teens in typically wry
manner. “But | wrote songs. Did so since |
was a kid. My mother has a song 1 wrote
when | was seven. It's about my favorite
things — girls, and horses.” Little Jeffrey's
songwriting was inspired by the country “n’
western tuncs he grew up hearing on the
radio during the "40s and "${k. He also got a
hefty dose of rhythm s’ blues, which ema-
fited on a regular basis from the houses of
neighboring black families.

Al the same time country music and R &
B were combining to create rock 'n’ roll, they
were separately finng the imagination of a
boy who would become one of America's
greatest rock songsmiths. Upon gradusting
from Brooklvn's Erasmus Hall High School
(whose other alumni include Neil Diamond
and Barbra Streisand), Jeff Adelberg served
a hitch with the United States Army in 1955,
Following his discharge, he enrolled in New
York's City College.

By now, the young man was harboring
rock star ambitions, and while still a college
student, he made his initial forays into the
East Coast record business. Somewhere
along the way, he dropped his surname in
favor of something with a more cosmopoli-
tan sound. “Jeff Barry” was barn

In his book Girf Growps: The Story OF A
Sound, author Alan Betrock describes an
occasion when Barry auditioned for a record
company in the hope of landing & contract.
MAccording to Betrock, he was umed down,
but the label liked the song he was singing,
one of s own compositions called ~Tell
Laura | Love Her,” and bought it from him.

There may be some truth to this account,
but it omits more of the story than it tells,
Late in 1958, RCA Victor signed Jeff Barry
o a recording contract. One single was
issued in December of that vear, “1t's Called

Rock And Roll.” Tt sank without a trace. and
apparently, Barry was released from his con-
tract shortly thereafter. In 1959, he was back
il squarc one, auditioning for A&R men all
ever New York. Meanwhile, he was strug-
gling 1o maimain his college course load.
and he'd gotten marnied, which meant new
financial responsibilities. If Jeff Barry was
ever going to cam his living as a rock singer,
he needed to start doing so fairly soon.

He turned 10 Arnold Shaw, president of
the EB Marks publishing firm. Shaw was a
seasoned record industry veteran with
important contacts. Barry reasoned that if
he sang for Arnold Shaw, and Shaw liked
what he heard, one of these contacts might
lead to a new recording deal for him,

Someone in the Adelberg family hap-
pened to be friendly with Shaw, and Barry
used that relationship as a means by which
to finagle an audition. Decades later, he
recounted that fateful meeting 10 Joe Smith.
“I sat down for Arnold Shaw and played a
few songs. All in G and C. I anly knew two
chords. I couldn't play anybody else’s SONES,
sor [ wrote my own. He said, "You sing OK,
but what are these songs you're playing me?
Got any more in G and C?" | played him all
kinds of rongs, all in G and C. He said, “You
mean you don’t know any other chords™ 1
said, “No, | don't know what I'm doing!”

(Then) he said. “Do you want 1o be a song-
writer ™"

On the spot, Arold Shaw offered Barry a
staff writer's job at EB Marks with a §75-4-
week salary. Barry leapt at the chance for
steady income, and shelved his dreams of
becoming a rock star for the moment. He
quit CCNY just a few credits shy of his
undergraduate degree, and became a full-
lime music writer, teamed with veteran lyri.
cist Ben Raleigh. A few months later, Barry
and Ralzigh came up with “Tell Laura |
Love Her,” the classic death-and-hearthreak
ballad. By the summer of 1960, Ray Peter-
son had taken the song 1o #7 on the national
pop chart. Jeff Barry was on top of the
world; after a false start, the 21-year old had
landed smack in the middle of the record
business, and he'd hit the ground running

By 1962, Barry had two more smash hits to
his credit. Helen Shapiro’s 1961 recording of
his tune “Tell Me What He Said” flopped
the United States, but in Shapiro’s native
England. it shot to #2 on the charts. Barry's
second American Top 10 winner was “Chip,
Chip.” released as a single by Gene
MeDaniels in the spring of '62. Tha fall,
Barry provided Linda Scon with one of her
last chart records, a coumtry-styled wecper
titked “1 Left My Heart In The Balcony™
(#74).

His songs were placed with other estab-
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lished singers of the day, including Janie
Girant (“Unhappy ﬁlnhrhy"]; Della Reese
{“Blow Oha The Sun”), Frank Gari (“You'd
Betrer unning”) and Ruth Brown,
whose recording of his ballad *Anyone But
You", was an early Phil Spector production.
By now Barry had lefi EB Marks for a be-
tier-paying staff job a1 Trinity Music (soon
0 be rechristened T™ Music), and Artie
Resmick had succeeded Ben Raleigh as his
regular writing partner,

During this period, Jeff Barry also
resumed his recording career, albeit with no
greater success than in 1958 Shortly afier
“Tell Laura [ Love Her” became a hit, RCA
Victor (which just happened 1o be Ray
Peterson’s label) marketed two new Jeff
Barry singles: “The Lonely Lips™ and ~All
You Need Is A Quarter.” Barry switched 10
the Decca label in the closing months of
1960, resulting in another pair of releases.
Two years later, there was a solitary release
on the United Artists label.

In 1961 and '62, Barry sang uncredited
lead vocals on a handfu! of records that
came out under bogus group names. He
recorded “Can You Waddle?" as the Spar-
tans for Web Records, and a trio of singles
as the Redwoods for the Epic label, (He
would revive this practice in the earty "k,
issuing a Ramwood single, “Mr, Music Man,”
under the name the Mission.) The Spartans
and Redwoods records were most likely Jeff
Barry productions; however, Barmy was oo
new Lo the music business to have rated pro-
duction credits at this point. He needed 1o
establish more of a track record, and get a
few hits under his belt as a producer as well
as a songwriter. The first ever Barry-pro-
duced recording sessions were done with a
now-forgotten artist under the auspices of
Herald Ember Records.

In November 1959, just a few weeks after
he signed with EB Marks Music, Barry met
Elizabeth “Ellie” Greenwich, the woman
who woild become his second wife and most
famous songwriting partner. Like him.
Greenwich was a would-be recording artist,
By coincidence, she had also cut a failed
RCA Vietor single in 1958 (“Cha-Cha-
Charming™). And like him, she wrote SO,

Barry was instanily attracted 1o the effer-
vescent, opinionated blonde, He found that
she shared many of his ideas about whai ele-
ments went into a good rock ‘n” roll record,
and he spemt hours on end discussing music
with her. Greenwich was & more proficicnt
piano player than Barry, and when he con-
fessed to her that he only knew two chords,
she began giving him lessons. Romance blos-
somed as they sat practicing the scales.
Before long, Barry was using her regularly o
sing demos of his songs, and urging her o
become a professional songwriter like him-
self

In 1961, Barry and Greenwich cut o
novelly single together, “Red Corvette,”
under the name Ellie Gee and the Jers
However, it would be some time vel before
they joined forces to write songs. For her
own satisfaction, Greenwich wanted 1o enter
the music business independently. Barry
continued to collaborate with Artie Resnick,
and also wrote tunes with Beverly Ross, Al
Kasha, Wayne Rooks and others. Ellic
Cireenwich was eventually recruited by Jerry
Leiber and Mike Stoller 1o write songs for
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their publishing firm, Trio Music. By 1962,
she was well on her way. teaming up with lyr-
st Tomy Powers to pen maienial For varions
acts, including Jay and the Americans, Mike
Clifford, the Shirelles and Gene Pitney.

Bul on October 28, 1962, leff Barry and
Ellic Greenwich became husband and wife.
Subsequently, they decided 1o make their
personal union a professional one as well,
Buarry and Greenwich were destined to be a
consistently successful writing and produg-
tion unit, on a par with teams like Bacharach
and David, Crewe and Gaudio, and Holland,
Daosier and Holland: The new combination
was properly launched the week of April 27,
1963, when “Da Doo Ron Ron” by the Crys-
tals debuted on Billhoand’s Hot 100 chart,

This Top Five smash was the first of nine
chart singles that Barry and Greenwich
would write over the next 16 months for the
artists on Phil Spector’s Philles label, These
songs, along with those they would pen the
following year for the Red Bird label, estab-
lished them as the premier songwriting team
working in the early "6s* female pop genre,
Of course, this perind is now widely referred
to as the “girl-group” era.

That same week in 1963, another single
written by Barry and Greenwich hit the
charts. Credited 1o the Raindrops, “What A
Guy” eventually peaked at #41. The Rain-
drops were, in fact, a revamped version of
Ellic Gee and the Jeis featuring Greenwich
as lead singer, and Barry sccompanying her
on overdubbed background vocals. But far
more important than this EFCIP’s compaos-
tion were the credits that were emblazoned
across the bottom of its debyy single. They
read: “An Ellic and Jeff Barry Production,”
Barry's first hit as both writer and produger
was followed by four more Ramdrops chart

recards. These included o Top 20 pick, The
Kind Of Boy You Can't Forget™ and *That
Baoy John,” which featured the original ver-

sion of “Hanky Panky™ on its fip side.

The sound of the Raindrops” recordings is
brash, noisy and primitive. A booming drum
heat is the dominant feature, Some of the
tracks are so hasic, they're little more than
wlorified demos. “What A Guy,” actually iv 2
demo These carly productions are 3 far cr
from the more polished Neil Diamond.
Muonkees and Archies hits Barry would be
responsible for later in the decade: yer
already, some elements are in place that will
become standard: for example, Ellic Green-
wich's doo-wop-influenced vocal arrange
ments; also, handelappings as an integral
part of the rhythm section.

Perhaps more than anything else, hand-
clappings are the definitive trademark of a
Jeff Barry production. It should be noted
that Barry's production work would never
completely lose the primitive quality of
these early efforts. There would abways be 3
rock 'n’ roll “edge” present. While there is
usually some overdubbing. it is done subtly;
most Jeff Barry records sound as if they were
cut live in the studio, in a single take. The
wind-tunnel orchestrations and dense sound
mixes of Phil Spector's recorimgs never
characterized Barry's style.

Turn over the Raindrops’ album, fssued in
late 1963 on the Jubilee label, and in the
back cover eredits, you'll find the names of
several men whose presence at a Jeff Barry-
produced recording session in the 605 was
almost a given, Artic Butler kevboard
player and arranger, worked with Barry and
Greemwich both together and separately
well into the 190, Guitarisi, arranger and
producer Al Gargoni and drummer Gary
Chester iwho also played bass) both wenl on
o play at sessions for Neil Dismond and the
Monkees. Sound engineer Brooks Arthur,
working out of Mirssound Studios in Man.
hattan, quickly became as important o 4
lefl Barry record date as Larry Levine was 1o

one of Phil Spector’s marsthon esions
Hollywood's Godd Star Stadios. (A few years
later, Barry and Arthur scquired joint own-
ership of another New York recording stu-
dio, Tweatieth-Century Sound )

While ot credited on the Raimdrops
albuwmi, it is known that & young man named
Bohby Bioom was assisting Brool Arthur in
the sound booth around this time. Bloom
will later step from behind the comsole 10
become a session musician and recording
artist. He took part in a number of Archics
recording dates, and was one of Jeff Barry's
fulure songwriting partners.

Publishing credit on the Raindrops’
singles was split between TM Music and
Trio Music. With Barry and Greemwich now
married and working exclusively with each
other, this srrangement obviously couldn 't
continue indefinitely. By the middie of | 964
Jeff Barry had joined his wife af Trio
Recently, he elaborated on his reasons for
switching publishers a second time.

“Bobby Darin was in the process of buying
(T™ Music),” he explained. “Bobby brought
me oul 1o Los Angeles, wined me and dined
me. gave me the corner office, the whaole
thing. I met Tony Curtis and Hugh Hefnes
It was fabulows! (Trio Music owners) Leiber
and Stoller gave me one room with one
speaker, and half the money. The difference
is, at TM. | (was) the most knowledgeable
guy. | could play vou 2 napkin, and make it
sound like a hit. But | needed people around
me that | couldn't knock out that emly
Which is why._ | went with Leiber and
Stoller,”

Thus. Jeff Barry became a protege of
Jerrv Leiber and Mike Stoller, whose pros
duction successes included million-seliers by
the Coasters, the Drifiers and Elvis Presley
Many vears later, Leiber would recall their
work together. "God knows how many hours
of studio time and tape Jeff Barry and Ellic
Greenwich burned up before they learned
how to make records,™ he said during a BBC
radio interview, “But we were teaching
them, they were our students.”

In October 1963, Letber and Stoller chose
a Barry-Greenwich tune, “Doo Wah Dricidy™
(made famous a year Ister as “Doo Wah
Diddy Diddy™ as a cover version by Manfred
Mann) for one of their recording acts, the
Exciters. Indications are that Barry and
Greenwich produced as well as wrote this
Exciters single, which was arranged by Artie
Butler, and which peaked at #97 on the pop
chart. If Ellie Greenwich's lead vocals were
substituted for those of Brenda Reid, “Doo
Wah Didey™ could easily be a Raindrops
record. However, Leiber and Stoller were
serious about maintaining the teacher-sty-
dent relationship; they claimed label credit
just as they would when Barry and Green-
wich began producing the Dixie Cups later
[l 8

Arvund this same time, Letber and Stoller
were operating two fledgling labels, Tiger
and Dassy Records. Barry and Greeawich
contributed material to the tabels’ artists,
and produced st least one Tiger single, “1
Won't Be Me Any More.” for 3 wouhd-be
teen idol named Vic Donna, Then in earhy
1964, Leiber and Stoller joined forces with
rock 'n” roll record mogul George Goldner
to form Blue Cat Records and s vister labei
Red Bird It was only natural that they
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Eflie Greenwich

should bring in their proteges, Jefl and Ellic,
1o write and produce for this new venture.
Red Bird ultimately proved 1o be the more
succesaful of the two labels, due in large pan
to the talents of Harry and Greenwich, The
pace was set when Hed Bird Records” first
release, the Diie Cups’ “Chapel OF Love,”
ensconced itsell at the top of Billboand™s Hot
LILEN

Of course. 194 was the breakthrough
year of the British lnvasion, when the
Beatles and other English rock hands hegan
knocking aside established American acts
like s many tenpins in a bowling alley. The
Brits had nothing on Barry and Greensich,
though: their uncredited production of
“Chapel Of Love™ muscled the Beatles’
“Love Me Da” out of the #1 slot

In fact, 1964 was a bamner year for the
team. Between May and December, they
produced 10 Red Bird releases by the Dixie
Cups, the Jellybeans, the Butterfys and the
Shangri-Las, and every one landed on the
national charts. Six of these made the Top
4. Two were chart-toppers. Five months
after the Dixie Cups’ ade to nuptial bliss
made the vaunted climb, lightning struck
twace when rock’s firdt punk girl group. the
Shangri-Las, roared oul of the box with their
controversial classic, “Leader OF The Pack.”

In addition to their Red Bird hits, Barry
snd Greemwich charted two Ramndrops
singles in 64 (three, if you count “Let’s Go
Together,” which bubbled under the
national chart at & 109), and scored ot #42
pop with “Don't Ever Leave Me." 5 WHBOTTHES
dance rocker they wrote and produced for
Cannie Francis. By now, people in the music
business were beginning o take notice of
Barry. As a producer as well as & writer. he
was clearly & force to contend with

The Red BirdBlue Cat catalog is a trea-
sure trove when it comes to the production
work of Barry and Greemwich. There is
much more of interest to the "6s pop music
collector than just familiar hits like “People
say,” “Remember{Walkin® In The Sand)”
and “1 Wanma Love Him So Bad ™ Under
Lesher and Stoller's able supervision, Barry
sharpened his production skills consider-
ably; the records he created at Red Bird con-
vey a wide vanety of musical influences.
There's the fusion of New Ovieans rhythm
n° blues with New York pop on the Dixie

Cups’ “(You Should've $éen) The Way He
Looked At Me™; the seady-rocking Wesat
Inchan riythms of the Jellybeans” ~Haby, He
Mine™; the Motown-inspired groowes of Sid-
ney Barnes' “1 Hurt On The Other Side™
and the Bouquets’ “Welcome To My
Heant™; and the stunning choral majesty of
the Butterflys” “1 Wonder™ (an ofien-
recorded but seldom heard tune from the
Barry-Gireenwich-Spector songhook )

The mini-cpic “Train From Kamsas City,”
hidden on the flip side of the Shangri-Las
seventh Red Bird single, is arguably Barry's
fincst production from this period. Mary
Weiss's impassioned lead singing s embel.
lished by a gyrating rhythm track, and dra-
muatic steam-engine sound effects, The song
itself, concerning a young bride’s rendez-
vous with a former lover, is possibly the best
Barry ever wrote with Greenwich,

Many of Barry and Greenwich's Red Bird
productions were done in collaboration with
a third producer, wsually Steve Venct, Joo
Jones or George “Shadow™ Morton. Leiber
and Stoller often teamed their star proteges
with newcomers who didn't have as much
cxpenence in the studio. Unfortunatcly, thes
could result in the new guy getting sole pro-
ducer credit on the record labels; it hap-
pened with Shadow Morton on “Give Him
A Great Big Kiss™ and several other
Shangri-Las singles.

Some of the best Barry-Greenwich
records on Blue Cat were cut with Sam
Hawkins, a Clyde McPhatter-styled rhythm
‘n’ blues singer. Hawkina's first release on
Blue Cat was “Hold On Baby,™ a gospel-fla-
vored remake of “Come On Baby,” a 1962
Bruce Channel single. It cracked the R&B
Top 10in the summer of 1965, The flip side,
4 tough Barry-Greenwich tune called “Had
As They Come,” anticipated the heavy blues
influences that surfaced later on in Barmy's
work with the Archics (*Truck Driver”™) and
Neil Diamond (“Someday, Baby™).

The followup sidgle was a more pop-ori-
ented number, “1 Know Ii's All Right.” This
record s literally buil! around the sterling
harmonies of Hawkins and Greenwich: in
truth, it's a ducts. 100 percent street-Comer
soul, guaranteed 1o please "S0s vocal group
enthusiasts. A playful re-working of Leiber
and Stoller’s “Drip Deap® titked “Hurts So
Bad™ made for another interesting Sam
Hawkins flip

Both Barry and Greenwich cut solo
ungles for Red Bird in 1965, Greenwich's
entry was "You Don't Know,” a dramatic,
adult-contemporary ballad of unrequited
lowe, Today, it's regarded as a girl-group cult
classac. Barry came across like Marvin Ciarye
on his waxing, “1I'll Still Love You." @ soulful
handclapper that could casily have been a
TamlaMotown release Unfortunately,
neither single made much of an impact com-
mercially. That year, the couple also pro-
duced 3 Red Bird platter for Andrew
Joachim, a young smget wmngwriter from
Canada. They recorded him as Andy Kim on
a tune he co-wrote with them, “I Hear You
Say (1 Love You, Baby)™, While there was
oo followup Andy Kim release, Barry liked
the sound of Kim's singing voice, and was
determined to work with him again in the
studio. He couldn't have known at the time
(or could he?) that Kim would eventually
succeed Ellie Greenwich as his songwriting
partner.

The Barry-Greenwich express had showed
10 & crawl by the middle of 1965, The tram
scored hull 8% muny charted pop produs s
s they'd had the previous year, and only two
of these, “Iko [ko” by ihe Dixie Cups, and
the Shangri-Las" “Give Us Your Blessings™
made the Top 40 The girl group trend,
which had been the main vehicle for ther
work, was passing. The ongoing British Inva-
sbon had fnally begun to take its wil. To
complicate maticrs, the couple’s marniage
was on the rocks. Professional tensions had
spilled over into their personal lives, not an
uncommon problem for marnied business
partners.

But an even bigger crisis was looming, A
casual flirtation between Barry and Nancy
Cal Cagno, the night manager of Mirasound
Studios, had escalated into something more
serious; in Brooks Arthur's words, Cal
Cagno “came between” Barry and Gireen-
wich, hastening their estrangement. Before
1965 was out. Barry would ssk his second
wife for a divorce.

After their marital separation, Barry and
Greenwich’s professional relations under-
standably cooled as well. “We tried 10 write
together after we split up, but it was awiful,”
Cireenwich recalled several years ago. “We
couldn’t.with divorce papers sitting right
next 10 us” Reportedly, Phil Spector sal-
vaged the team. Al his request, they reunited
in early 1966 [or the writing sessions thai
yielded lke and Tina Turner's “River-Deep,
Mountain-High™ and the Roncties’ 1 Can
Hear Music™ (the final Philles chan single,
which Barry produced).

Realizing that they were still viable as a
musical partnership, Barry and Greemwich
subsequently made the difficult decision 10

continue working together. However, their
prowpocis werT me a POy s hefore. With
more and more recording armis sarting o
write their own material, and new sounds
being introduced onto the music scene, the
changes i rock 'n’ rofl were coming fast and
fursous. Would the team be abile 10 keep the
pace? Was there still a place for them on the
charis?

The answer o these guestons came on
May 21, 1966 when a single called “Sofitary
Man”™ appeared on Billboand"s Hov 100 lest
The artist was Neil Damond, and hn name
wan d 1o be a familiar one o record
buyers for years 0 come. When Barry and
Greenwich first encountercd Dhamond, he
was just another down-on-his-luck song-
wriler. But Greerwach thought there was
something distinctly commercial about the
brooding, introspective songs he wrote, and
Barry felt the same way about his gruff sing
ing voice:

They set him up with his own pubhshing
company (of which they took two-thirds
oamership). and then got him & record deal
First stop was Red Bard Records, but much
1o their surprise, Lether and Stoller showed
little interest in [Dhamond. In fact. the o
men were on the verge of selling their shares
in the now-floundenng label. Undeterred
Barry and Greenwich took their discovery
over to Bang Records, a new independent
label run by songwriter/producer Bert
Berms. At Bang. the team began working
with him in earnest, polishing their rough
Diamaond into a star, “Solitary Man” was the
first of nime comsecutive chart singles they
would produce for him in 1966 and 1967

With “Cherry, Cherry,” Neil Diamond's

The Raindrops




One thing is known for sure: Barry's work
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second Bang single, the classic Jeff Barry  faltered.

sound was born. This record set the standard

fior Barry's late-"60s productions. Al the ele-

ments were there: the agpressive acoustic
guitars, the crisp handclappings, the key-
board hooks, the south-of-the-border twist
in Artic Butler's musical arrangement, and
the gospel-tinged, call-and-response backing
vocals. This stybe of production stayed with
with Jell Barry ended; you can hear echocs
of “Cherry, Cherry” in his later hits for the
Uni label like “"Two-Bit Manchild,” “Walk
On Water™ and “Chunchy Granola Suite.”

By now, Bamy-Greenwich session regu-
lars Artie Butler, Al Gargoni and Gary
Chester had been augmented by guitarisis
Hugh McCracken and Don Thomas, bass
plavers Louie Mauro and Jim Tyrell, pianist
Stan Free, drummer Herbic Lovelle and
percussionist “roomy Cerone. With Dia-
mond contribuling his own scoustic guitar
licks, these men formed one wicked rinthm
section,

Diamond was a folk and country-based
songwriter, so the uncluttered backing
tracks Basry and Greenwich created for him
fin his tunes like a ghove. Horns were used as
coloring, and were never brassy. On
“Kentucky Woman,” the born section is
barely discernible. Strings (always s rarity
for Jeff Barry productions) were used spar-
ingly, usually (o enhance a ballad like “Red,
Red Wine” or “Girl, Youll Be A Woman
Soon_" Rather than falling back on a routine
approach to production, Barry and Green-
wich crafied each record 1o best showcase
the singer and the song. Less was more.
Barry has called “Solitary Man™ his (svorite
Neil Diamond production, and his reason
llustrates his basic musical philosophy. “It's
a good example of not overproducing,™ he
said. “{of) letting the song come through =

There's reason 1o believe that Bamy's
work with Diamond had a personal aspect to
it. Prior to their association, Barry had been
producing records mainly for groups of
tecnaged girls with whom he had litte in
common, With Diamond, he had an artisi
who was roughly the same age, and from a
bacikground similar 1o his own (both men
were Brooklyn natrves, as well as graduates
of the same high school)

Barry obviously identified more directly
with Diamond, and some people believe this
was reflecied in the records they made
logether, Songwriter and musician Artie
Kaplan is one such person. Kaplan con-
tracted the musicians for several carly Neil
Diamond sessions, and he observed
firsthand the interaction between Barry and
Diamond in the studio. “The inflections, the
mannerisms, the phrasing in (Diamond's)
records was really Jeff,” Kaplan claims in the
Neil Diamond biography Solitary Star. =17
the name {on the singhes) wasn't Neil Dia-
mond, it might have been Jelf Barry.”

Comments Barry himsell made for a 1977
Record World interview lend credence 1o
Kaplan's theory: “If someone comes 1o me
and says ‘Here | am, do with me what you
will,” | say, ‘Girear” “Then they become my
vehicle. . and that's me recording vicari-
ously.™ It's interesting (o listen to records
like “Shilo” and “Kentucky Woman™ in this
contexl, and speculate on what might've
been had Barry's own recording career not

with Diamond led directly 1o the nent phase
of his career, which was his association with
“bubblegum” rock groups during the late
il The conduit to these groups was muss
publisher Don Kirshner, and Diamond was
respansible for geiting Barry and Kirshner
together, As president of Screen Gems Tele-
viston's music division, Kirshner was, in
1966, supervising music for a new NBC
comedy series. The Monkees began as a
small-screen spoof of rock 'n” roll bands, but
the concept quickly escalated imo a serious
recording enterprise. “Last Traon To Clarks-
ville,” the first single by the fictional band,
had zoomed up the cHarts, and a nuticnil
hyiteria was building afound the four actor!
musicians who porirayed the group

Kirshner's “ear” for commercial songs
was legendary in record business cireles;
during the late 'Sk and carly ‘&lk, he'd over-
seen the recordings of Neil Sedaka, Tony
Orlando, Little Eva and the Cookies. He
liked the sound of “Cherry, Cherry” and
Neil Diamond's other hits, s0 he contacted
the singer and solicited material for the
Monkees. In the deal that ensued, Barry was
tagged to produce any Diamond songs that
the Monkees would record.

When Barry and hs session men entered
RCA Victor's New York studios in October
1966 1o cut the tracks for “I'm A Believer,”
he'd mever had a surer bet in his life. The
Maonkees may have been make-belicve rock-
ers, but nevertheless, they were the hotest
up-and-coming act on the American music
scene. Their second single already had
advance orders in excess of one million, s it
wiis guarantecd 1o be a Top 10 hit a1 the very
least.

Yet, nothing could've prepared Barry for
the monster “I'm A Believer™ became upon
its release the following month. The United
States was only one of 16 countries where it
topped the charts. Time has not seemed
diminssh this record’s appeal, cither —=I'm
A Believer” is one of the top 50 best-scllers
of all time. s runaway success enhanced
Barry's reputation as a producer tenfold, 1o
say nothing of what it did for Diamond's rep-
ulation 3% & @ngerifef (and for his bank
account .

From the moment you hear its lively key-
board intro, it's clear that “I'm A Believer™
could never have been anything but a major
hit. Although Micky Dolenz's lead vocal was
recorded separately from the instrumental
irack, the vocals and musical backing fit
together as smoothly as cogs in 2 well-piled
machine. Barry's trademark handclappings
and tambourine clashes make an ideal com-
plement to the church revival mestng mag-
ery in Diamond's lyrics. Dolenz is so caught
up in the arrangement that he bursts out
with a spontaneous cry of *I love it™ halfway
through the song Barry wiscly kept this
adlib on the final master - it enhances the
record’s good-time spirit, Monkees Davy
Jones and Peter Tork are equally exuberunt
on hackground vocals, chanting the refrain
with great fervor,

Dravy Jones took the lead on the followup
single, “A Little Bit Me, A Little Bii You."”
Barry encrgized this noticeably inferior Neil
Diamond composition with foreeful, proTi-
nent handclappings; this record’s infectious

rhythm simply cannot be escaped. (The ste-
reo album mix omits the handclappings, and
has considerably less impact as & result. )

While mot as successful as “I'm A
Believer™ (alas, it peaked at a disappointing
#2). “A Litle Bit Me, A Little Bit You™ was
still tremendously popular upon its release
in March 1967, and it remains a favorite of
Monkees fans. Davy Jones came into his
own as a lead singer on this single. Other
producers had pigeonholed him as a light
pop balladeer, but under Barmy's direction,
he proved that he could equal Micky Dolenz
at belting out rock "a" roll numbers.

Jones sang lead on most of the other
Barry-produced Monkees tracks of this
period, some of which appeared on the
group's second album (“Look Out Here
Comes Tomorrow,” “Hold On Girl™), and
some of which have only recently become
available commercially (“Love To Love,” “|
Don't Think You Know Me"). As it tumed
out, Barry cut more than just Neil Diamond
tunes for Don Kirshoer. Alter “I'm A
Believer” exploded, Kirshner had Barry in
the studio recording songs by Goffin and
King, Linzer and Randell, the Tokens and
Jack Keller. Even one of Barry's own com-
positions, “She Hangs Out,” made it into the
Monkees' repertoire,

Harry's solo productions were everything
a Barry-Greemwich production were, save
one distinct difference: They were gutsicr,
had more of a blues feel. Guitars were edg.
ier, and the beat rocked harder—it was &
totally masculine swound. Why Greenwich
wasn't imvolved in the Monkees” recording
sessions isn’t clear, bul this was hardly the
only instance of Barry working without her
in 1966 and '67. He was aleo writing and pro-
ducing for Gayle Haness, snother Bang
artist, In May 1967, he and Bert Berns colla-
borated on the single *Am | Groovin' You?™
for Freddie Scott, who was signed to Bang's
sistet label, Shout Records.

In addition, Barry was producing scssions

for Jay and the Americans and others, and
he’d begun writing regularly with Andy Kim
“Sugar. Sugar” was written during this
period. The sight of the tall, cowboy-hatted
Barry sinding into a record date sans his
blonde partner was becoming more and
more common. He séemed determined 10
carve out a solo identity for himself, and for
his work. His window of opponunity with
the Monkees abruptly slammed shut in
March 1967 when the group had Don Kirsh
ner dismissed as its music supervisor, and
subsequently chose Chip Douglas as its reg
ular producer; had these evenrs aot
transpired, Barry would surcly have claimed
the latier job. Regardiess, an important con-
tact had been made,

Nineteen-sixty-seven was a pivotal year
Barry's career, and in his life. On Jangary 23,
he wed Nancy Cal Cagno. Although she was
hardly the songwriter Greenwich was, Cal
Cagno would occasionally collaborate with
her hushand on songs. By mad-vear, Barry
had ended his tenure at Trio Music, and had
established a tie with the West Coast movie
industry by signing with Unart (United
Artists) Music. This move presaged the
direction his career would take in the next
decade. In the closing months of 1967, Barry
decided 1o go 1o work for himself, He started
his own label, Steed Records, and cut a dis-
tribution deal with Hollywood-based Dot
Records. The Steed logo was a black stallion
rearing up on its haunches, a reflection of
Barry's equesinan interesis Andy Kim
would be Steed's star recording act

Finally, Neil Diamond's defection from
Bang Records in December 1967 precape-
tated the ond of the Barry-Greenwich cra
By now, Bqummin;imqu\_ o
Los Angeles on business, and Lirectwnch

bucoastal lifestyle. The Atco single “Fraday

Kind Of Monday™ by the Meantime (4 new
incarnation of the Raindrops), which was
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isswed that October, is generally thought to
be the team’s final owting, Yet, between pur-
sumng a recording carver and running her
own production company with new pariner
Mike Rashkow, Greenwich found time to
contribute vocal arrangements { and backing
vocals) to a number of Andy Kim and
Archies sessions, For some people, the story
ends here, bul guite the contrary; some of
Barry's biggest hits were yet to come. 1968
marked the beginning of an extremely busy
four-year period for him. His work with
another “bubblegum” band, the Archies,
would account for much of that time

Agile as a cal, Kirshner had landed on his
leet following his cjection from the Screen
Gems organization. For his revenge, he
decided to get mad and get even at the same
ume. While his lrwyers were shinging baw-
suits in Screen Gems” direction, Kirshner
was formulating plans for a new TV rock
band that would outsell the Monkees—a
cartoon rock band, no besa It was umply 3
matter of cutting the right deaks, and Kirsh-
ner had few peers when it came 1o dealmak-
ing. Bul when the contracts had been
signed —with Archse Comics, Incorporated,
and Filmation Studios — he still needed two
magic ingredients to bring the Archies 1o life
on wax: hit songs and solid production.
Kirshner's clout within the music industry
was such that he could've called on any num-
ber of talented writer/producers, but he only
had one man in mind. He put through a call
1o Seff Barry

When Harry got the assignment 1o pro-
duce the Archies, he already had more than
enough work 10 keep himsell occupled. He
was just getting Stced Records off the
ground. Now, in addition to running s
record company and producing all the scts
on his roster, he had o write and produce
enough original music (o fill up an entire TV
season. His workload tripled. Bui the

Archies project offered Barry an opporm-
nity he couldn't resmst.

The caroon series exposed his production
talents to millions of people, and on a con-
tinwous basis rather than intemittently, as
hadd been the case with the Monkees {other
producers had been imoived). Even more
important, most of the songs were his own
compositions, not Neil Diamond's or Carole
King's. The prospects for increased rovalty
income alone had made the job offer tempr-
ing. 50, with his new sound engineer, Mike
Moran, Barry settled in st RCA Studios and
proceeded 1o revolutionize the sound of Sat-
unday morming TV.

The Archies was the most vilified record-
ing act of its day. The simple lyrics and
catchy melodies of Archies records were not
m sync with theyigacs. During the civil turbu-
lence of the late ‘6, rock 'n’ roll was
required to have relevance o contemporary
ey, Archies records merely entertained.
It didn’t help that cartoon characters were
used to market the records—rock critics
were savage in their attacks, One even cited
Archics music as an argument against capi-
talmsm’

Thankfully, demands for political correct-
ness in pop music have diminished since
1968 nowadays, Archies records are not so
much hated as they are overlooked. Brows-
ing collectors who encounter ragged Archies
albums in oldies bins tend (o pass over them,
thinking that they're nothing but insignifi-
cant “kiddic music,” not worth spending
moncy on. They coudn’t be more mistaken,

The four Archies soundirack albums that
Barry produced between 1968 and 1970 rep-
reseat some of his finest work. The songs in
their grooves run the gamul of his musical
influences: blues, country 'n’ western, rock-
abilly, doo-wop, Latin American, gospel. It's
the Red Bird cra all over agsin. To his
credit, Barry did not sweeten his music in

order to to the preteen audience. His

“ " =“You Make Me
Wanna Dance,” “I'm In Love,” “Love
Light™ and others —rock just as hard as his
productions for Neil Dismond or Freddie
Scott, if not harder. He set @ high standard
for children's music that, sadly, has not been
maintxined.

Tis Barry fell the task of choosing the lead
singer for Archics recordings. After succes-
fully resisting Don Kirshner's desire to cast
failed recording artist Kenny Karen in that
role, he gave the job to Carmine “Hon
Danie™ Granilo, a session vocalist he'd
worked with previously on background vocal
dates for Neil Diamond. Dante is one of the
great, anonymous singing voices of the 6k
he lent his youthfol tenor to many of the
era’s most popular TV and radio jingles.

Whether Barry was able 1o record vican-
ously through Dante is debatable. In addi-
tion to being a singer, Dante was a
songwriter and producer himsell (he would
later supervise Barry Manilow's hit record-
ings), and his opinions about pop music
diverged sharply from Barry's. Several years
ago. Dante was quoted as saying. “Jeff
Barry's music.. his songs, his arrangements
(were) nothing at all like what | wanted o
do in any way, shape, or form.”

These two strong-willed men may have
locked horns in the studio. Yet, they worked
closely together for aver three years, report-
edly cutting over 100 Archies tracks By
1964, Barry was co-writing songs with Dante
and his partner, Gene Allan. The following
year, he produced Dante's first solo album,
Rowi Danie Brings You Up.

There are 11 Archics singles. Eight of
them bear Jefl Barry production credits, and
six of these charted. The fire was “Bang-
Shang-A-Lang.” released in September 1968
1o coincide with the debut of the cartoon
serics. 'With its slashing Hugh McCracken
guitar riffs, it packed a wallop strong enough
1o propel it to #22 on the Hot 100. Today, a
track this raw might be called “har-
deore” —in any event, it wasa't what you'd
expect to hear on a Saturday morning TV
show. Neither was the flip side, the blues-
drenched rock ballad “Truck Driver.”

Fast foreard to July 1970, and the releasc
of “Sunshine”; peaking at #57, it was the
final Archies chart entry (mot counting
“Together We Two,” which stalled outside
the Hot 100 at #122). A full-throte, Afro-
Caribbean-flavored jam, “Sunshine” was
Jefl Barry's natural progression from the
Jamaican rhythms of the Dixie Cups’ “lko
Tko™ Bobby Bloom's powerful bongo-play-
ing made this track truly primal dance music.

Of course, between “Bang-Shang-A-
Lang” and “Sunshine™ came “Sugar, Sugar,”
in the summer of 1969. Eventually selling
over six million copies, it was named Record
of the Year by the Recording Industry Asso-
ciation of America (RLAA). “Sugar, Sugar™
was the #1 single on charts streiching from
here to Japan. One reason for its enormous
appeal is the instrumental track's throbhing
bass line, played by Gary Chester: it's one of
the best dance grooves 1o be found on a "6s
pop single.

The followup, “Jingle Jangle,” also ven-
ing nomsense anthem, sung by & mult.
tracked Ron Dante and Toni Wine (and fea-

turing a Jeff Barry cameo wocal near the
end) buasts ancther killer hass groove, and
was s deserving of bt statun an s predeces-
sor, Three months later, “Wha's Your
Baby?,” & snarling rocker which paired
Dante with ex-Columbia recording artst
Donna Marie. managed 0 scape o the
Top 40

In mid-1971, after Barry had stopped pro-
ducing the Archies, Kirshner pulled a wng
from the year-old Sunvhne slbum. and mar-
keted it in a picture skeeve adorned with the
peace symbol. As its title sggeses, A Sum-
mer Prayer For Peace™ was an atypecal
Archies release, obwiously ammed st brmgng
the music in line with relevant msucs like the
Vietnam war. Kirshner's marketing strategy
only worked in South Africa, there the ungle

Andy Kim co-wrote most of the Archies
hits with Jcff Barry. Nincty percent of his
own recorded output for the Sieed label wan
also Barry-Kim compositions. If the Archics
represented Barry's blatantly commercial
aspect, then Andy Kim was the vehicle for a
darker, more introspective side of him. The
lyrics he wrote for Kim dealt with such heavy
topics s mantal infidelity, suidal depres-
sion, oy and the dechining workd conds-
tion. It's unfortunate that, during his time 2
a Steed recording artist, Andy Kim became
known as a cowver act specialiving in old
Roncties huts. Hin ongmal matenial, mmsia-
belled “bubblegum,” deserved closer exami-
nation than it ever got.

On Andy Kim's records, Barry let each
song dictate what the stvle of production
waisld be, just as he had done with Diamond
“Rainbow Ride™ recreated the guitar sound
of the Monkees™ “Last Train To Clarkswile,”
while “It's Your Life” was equal parts gospel
and funky rhythm ‘n’ blues (& combination
also used 10 good effect on “Make Me
Happy,” a 1971 Bobby Bloom single). For
“A Friend In The City,” dramatic Charfic
Calello orchestrations were in order. The
recipe for “How'd We Ever Get This Way ™™
was good old handclappings and tam-
bourines, liberally seasomed with Caribean

The Barry-Kim fusion of pop, aduli-con-
temporary and progressive rock stylings
resulted in 10 chart placiags for Kim
between May of 1968 and July 1971 The
most successful of his five Top 40 hits was his
1969 remake of Barry and Greenwich's
“Baby, 1 LMYN.‘Furthnlﬂﬂe.Bur_l
created his own percussion-heavy approi-
mation of Phil Spector's Wall of Sound. His

used for two later Andy Kim singles, “So
Good Together” and s second Roncttes
remake, “Be My Baby.~

With the llusion and Robin McNamara,
mmm:ummmmm‘
pel music. The Ilusion was » Long Island-
based bar band with psychedelic lcanings,
mwlmlqhmnedsﬁtuw
mmmhw-w
amount o pop ghoss o the hand's
MMEH*M—L
he never compromised its hard rock stance.



- Barry vacated the sound booth during the
 session in order 10 jam with the musicians in
the studio, Among other exceptional blues-
~rockers the NMusion cut under his supervi-
sion are “Lila,” “How Does It Feel?,” “Why,
Tell Me ¥hy,” and “Naked Blues.”

Robin McNamara was a
simger and actor who augmented his income
by playing drums at record dates around
New York. Al the same time he began work-
ing with Barry on Archies and Andy Kim
sessions, he snared one of the leading roles
in the Broadway musical Hair. Several of his
fellow cast members lagged along for his
Steed album dates - among them, & young
woman calling herself Sakinah who, as La La
Brooks, had sung lead on all of the Crystals'
Barry-Greenwich-penned hits.

With Sakinah and the rest contributing
spirited background vocals, McNamara
came across sounding like a slightly off-key
featured singer in & Baptist church choir!
Gospel-tinged his album may be, but McNa-
mara will be remembered for his light-
hearted pop hit. “Lay A Little Lovin™ On
Me.” Issued as a Steed single in the summer
of 1970, it just misscd Billhoand™s Top 10 in
ite [5-week run on the charis. If any one
record were chosen to represent what the
Jeff Barry sound is all shout, “Lay A Little
Lovin" On Me™ would be a perfect example.
So simple and melodic, yet it's so full of
hooks, it's addictive. '

When Bobby Bloom was sccidentally shot
to death on February 28, 1974, the music
world lost & major talent. Except for Ron
Dante, Bloom was the best male vocalist
Barry ever produced. Toward the middle of
1970, the onc-time sound cngineer's assis-
tant began 1o wsurp Kim's role as Barry's
main wriling pariner. Barry and Bloom
wrote only two big hits together, but what
hits they were: “Montego Bay,” Bloom's
irresistible slice of Jamaican camp, which
wats a Top Ten smash in the fall of 1970; and
“Heavy Makes You Happy (Sha La Boom
Boom),” the 1971 breakthrough pop hit for
Mavis Staples and the Staple Singers. Both
tunes have been covered frequently over the
years.

Starting in the mid-"60s, Bloom recorded
singles for various labels under a variety of
names. He drifted imo session work for
Jerry Kasenetz and Jeff Katz's stable of
“bubblegum™ acts, and wound up singing
lead on a Super K novelty single, “Captain
Giroovy And His Bubblegum Army,” Even-
tually, he hooked up with Ohio Express mas-
terminds Jocy Levine and (former Jeff Barry
co-writer) Artic Resnick, The result was an
album deal on Levine and Resnick's short-
lived L&R label, which was distributed by
MGM Records. Later, Bloom switched over
to MGM proper.

His L&R debut album from 1970 is essen-
tial listening, not only for Jeff Basry schol-
ars. but also for rock sand pop music
enthusiasts in general. Barry and Bloom
arranged, composed and performed all 11 of
the album’s selections, with & little help from
Kasenets and Katz's bowse arranger Jimmy
Calvert on lead guitar, and Levine and

s o S e
Bloom's raspy, biues grow! is the main
“-Im

bevy of succulent dishes from the Jelf Barry
eookhook, From the surreal, mini-rock odys-
sey “Careful Not To Break The Spell™ to the
comga-driven instrumental “Fanta,” 10 the
sensual, heavy-breathing “Heidi® and the
original, hard-rocking version of “Heavy
Makes You Happy,” The Bobby Bloom
Albm has nary a false note in its grooves.
From beginning to end, it's a fascinating lis-
tening experience. Like much of Barry's
other work from the late "60s and early 708,

of a forgotien star.

o knorem that in adition 1o the
Archies, Barry produced another carioon
siudio band for Don Kirshner. Hanna- Bar-
bera’s Gilohetrotiers was an smmated takeofl
on the famous Harlem-based exhibitiion bas-
ketball team. The series ran on the CHS net-
work during its 1970-71 scason. However,
the singing voices heard on the Globetrot-
tery’ soundtrack album were not those of the
actual team members. Instead, the voices
helonged to 1950k vocal group stars like the
Platters’ Sonny Turner, the Coasters” Earl
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In the Ciohetroticrs, Barry had his own
wersion of the Coasters; as had been the case
with Leiber and Stofler's famonus group, they
played everything strictly for laughs. Most of
the sfbum’s songs were written by Neil
MMWMHH‘;}*
production mags is impossthle 10 Miss. Cats
like “House Party.” “River Quecn™ and
“Rainy Day Befls” might caily have boen
Hlue Cat recordings from five years eartier.
A second Globetrotiers album was com-
pleted but, unfortunately. due 1o poor wales
of the first one, Kirshmer Records never
released it.

In & side deal with RCA Victor and,
belicve it or not. the Ringling Brothers- Bar-
num and Bailey Corporation, Barry pro-
duced a studio group called the Klowns
around the same time. A number of tunes on
the Klowns' album were peaned by Stewe
Soles and Ned Albnight, reo young songwri-
er Barry had taken under his wing. Others
were credited to Neil Goldberg, a singer/
songwriter discovery of Barry's who
authored many of the songs hesrd on The
Archie Show during its third season.

In all likelihood, Soles. Albright and
Goldberg were the Klowns' lcad singers. At
the request of Screen Gems excoufives,
Barry returned to the Monkees fold in
February 1970 to produce their final album,
Changes; his three proteges were on hand
for those sessions as well, and they abso con-
tributed material to Robin McNamara's
albam,

In the midst of his constant recording
activity with Kirshner, Steed, MGM. Col-
gems and RCA Victor acts, Barry somehow
managed to find time for another project
producing an off-Broadway musical. The
Durtiest Show In Town, and composing songs
for it. Presumably on his coffec breaks, he
laid down tracks for 8 new Jeff Barry single,
“Where It's AL" which was released by
United Artists Records. His corps of miusi-

assigned were hnﬂdnrhdyhhq
Albright, Donna Marie, Ron Dante and
others.

The incvitable result of Barry's marathon
studio work was an incressed mumber of
chart records. In 1970, the peak vear of his
Mﬁﬁﬂhmﬂlﬁﬂﬂu&:m
hphud-n-th' o Beibowrd™s Hiot
100 as he had in 1964. While there were no
#1 hits for him that year, Bobby Bloom took
“Montego Bay™ 10 #8, and the Archies
Andy Kim and Robin McNamara all regs.-
tered in the nationsl Top 40 Thanks o an
wmww
hrﬂuukmﬁ.udidhudnuqm
Greenwich's Neil Diamond productsons
hlﬂ'ﬂn"mﬁd#ki&k—q
of "0, a reissue of “Solitary Man™ made #21
Mm.m*nnn-{mmd
'Snlhnll-"hhur"'-umhlu
#36 in the closing months of the year. Figr-
ther down the line, the husion, the Klowns
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and the Monkees also scored chart singles.

But as hot as Jeff Barry wax was in 1969
and 1970, it turned e cold m 1971, Barely o
handful of Barry productions made the
charts in 71, and these hovered at or near
the bottom. The eweption was the four-

Neil Diamond version of “T'm A
Believer,” but it only got as far as #51_ Steed
Records definitely didn't turn a profit that
year. A decline in the quality of material
Barry was recording may have been a factor.
His heavy workload had forced him 1o dele-
gate songwriting duties to Steve Sales, Ned
Albright and Neil Goldberg. and much of
their outputl was not up 1o tandard.

Both the Monkees” Changes LP and the
Klowns' album suffer for their lackluster
contributions. Barry himself was not blame-
less in this regard, however; an ill-advised
scssion with Dusty Springficld in March
1971 yielded four mediocre sides, “Haun-
ted.” “Nothng Is Forever,” “Somcone Who
Cares™ and “1 Believe In You,” three of
which were his own compositions and all of
which are best forgotten.

Another possible factor in his chart slump
may have heen the shifting of his priorities.
Barry had initiated a majpor career mowve
near the end of 1970, By now, he was con-
vinged that Los Angeles was where the really
big money could be made, and that he
wanied to be there on & permanent basis. He
wais also getting tired of the pace, pressures
and hassles of the East Coast music scene
afier 10 years. He feht the need for a more
land-back emvironment.

As it happened, Barry's distribution deal
for Steed Records paved a path for him out
of New York. Dot Records” parent company
wat Paramount Pictures Corporation. On
one of his business trips o the West Coast,
Barry let it be known (o Paramount execu-
tives that he was willing 1o relocate. They
offered him a lucrative position with Heiress
Music, Paramount’s song publishing divi.
sion. Along with the handsome salary came
the opportunity 10 write movie wores, per-
haps even screenplays.

Barry readily sccepted this offer, and
within & year he had dissobved the Steed
label, whose catalog was then absorbed by
ABC-Paramount Records. After cuting
loose from most of his Fast Coast projects,
and saying goodbye w0 friends and asso-
crates, he moved his family and his base of
operations to Hollywood. Barry left behind a
rich musical legacy in New York, one that

acts. Of these, “He Ain't You® (cut by Lynn
Anderson), “If It Ain't Love By Now™
{recorded as a duet by Jim Ed Brown and
Helen Cornelius). and “Out Of Hand™ (sung
by Gary Stewart) were Top 20 country hits.
Meanwhile, songs from his carly catalog

were being successfully revived. Throughout
the "M0s, Bette Midler featured “Leader Of
The Pack™ and other Barry-Gireenwich
tunes in her concert act, and in 1977, Shaun
Cassidy rode a cover of “Da Doo Ron Ron™
all the way to #1 on the pop charts.

Of course, Barry's biggest hit of the "Ts
was “1 Honestly Love You,™ the million-
selling ballad co-written with Peter Allen
that propelied Olivia Newton-John o inter-
national pop superstardom. Yet, his biggest
song copyrights of that decade never
appeared on any music sales chart. In 1975,
Barry penned theme songs for two new CBS
sitcoms thai were destined 1o become net-
work staples: The Jeffersons (co-written by
Good Times star Ja'Net DuBois) and Owne
Day At A Time {co-written with Mancy Cal
Cagno). These songs provided him with sub-
stantial rovalty income for the next 10 vears.
In the ‘808, Barry added the theme from the
popular TV series Family Ties o his list of
television credits. He also wrote theme
songs for a few short-lived TV shows, inclod-
ing Tabitha, Baby, I'm Back and All's Fair.

He did not abandon his producer's role.
In fact, shortly after settling in Lis Angeles,
Barry joined the artist and repertoire staff of
A & M Records. However, the few years he
spent at A & M were not fruitful ones. “1
didn’t make a whole lot of records,” he
admitted 10 Record World in 1977, <1 was
going through a lot of personal things. . but
Floved A & M. In fact, I had such a good
time there. | forgot to make his.

Among his handful of productions was a
remake of “Chapel Of Love”™ by Robin and
Jo (“Robin” being Robin McMamara), an
album of jarz and rock instrumentals for
Nino Tempao, snd for the first time, a Jeff
Barry solo album. Titled Walkin® fn The Sun,
it appears to have not been widely distribut-
ed — copies of it are nearly impossible to find
tuday. Later in the decade, Barry cut albums
for Lisa Hartman. John Travolta, Cheryl
Dilcher, Tommy James and others, bul aside
from Travolta's Top 40 redux of Nino
Tempo and April Stevens™ 1966 hii “All
Strung Out,” these projects yielded little in
the way of commercial success. A certain
excitement was absent from these records.
Perhaps Barry missed the super-competitive
East Coast environment, or had trouble
adapting to the current music trends; but for

would grow in stature with the passage of
time.

In the T, Jeff Barry concentrated his
many of his tunes with country 'n’ western

h reason, many of his productions
from the “70s sound lethargic acxt 1o his cas-
Ther studio work.

But in 1980, the producer in Jefl Barry
rebounded. That vear, he wrote and super-
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vised » recording that just may prove 10 be
his ultimate artstic statement. the wund-
trick of the MGM/United Artists film The
ldolmaker. While this album wasn't 1 big
seller, it showcased Barry's talents like no
record that came before it. The movee itsclf
focused on the career of a "6l rock 'n’ roll

and Fabian Forte.

Film backers Gene Kirkwood and
Howard Koch had originally sought Phil
Spector to write and produce the music, pre-
dictably, that deal fell through, so Barry
stepped in to take the assignment. The col-
lection of period pop songs that appear on
the A & M soundtrack LP are more than just
mivie muosic, though; they are literally a
journial of Barry's travels through rock and
pop music.

Delving back into the 1960s for inspira-
tion seems (0 bave prompied him to subwsti-
tute his own musical history for that of the
film's fictional producer. The bouncy, toe-
tapping “Sweet Little Lover™ and “Here Is
My Love,” both sung by Jesse Frederick,
recall the heyday of the Archies. Echoes of
“1 Honestly Love You™ reverberate through
the ballad =1 Can't Tell,” vocalized by
actress Colleen Fitrpatrick in a style haunt-
ingly close to that of Olivia Newton-John.
The Sweet Inspirations and the London
Fogg evoke Blue Cat-cra soul on the funky
“A Boy And A Girl™ Barry's gospel influ-
ences hold forth on the Peter Gallagher
tracks “Baby” and “However Dark The
Nmmm-m claborate drum
fills lend “Ooo-Wee Baby™ enough of a
Wagnerian sound to recreate the spirit of

i Ba ich-S ;
Darlene Love, the queen of Philles Records,
turns in the album’s virtuoso performance
on this cut. The finale, “1 Believe It Can Be
Done,” is sung with seasitivity by actor Ray
Sharkey. It's the kind of soul-searching
piano ballad you might expect from Neil
Diamond; Barry's voice comes through
strongest here. Although he docsa't sing a

dream — the chance to do movie music = and
made of it an almost autobiographical docu-

menl.

The latest appearance of a Jeff Barry song
on Billboard's Hot 100 was a 1984 duet by
Joyce Kennedy and Jeffrey Osbome. Co-
writien with ‘60s contemporaries Barry
Mann and Cynthia Weil, “The Last Time |
Made Love” was a Top 40 pop best seller,
and a Top Five rhythm 'n’ blues single. A
year later. the Bellamy Brothers ok
Barry's composition *1 Would Lie For You
For Your Love™ 10 a #2 placing on the coun-
try charts.

In 1987, much of Barry and Greenwich's
classic production work became available
again on two British compilations titked The
Red Bird Story, Volurmes | and 1. On the
evening of May 29, 1991, both Jeff Barry and
Elliec Greenwich were inducted into the
Songwriters’ Hall Of Fame along With Otis
Blackwell, Antonio Carlos Jobim and (pos-
thumaously ) Howard Greenfickd.

Today, Barry lives comfortably in Bel Alr,
California, where he maintains offices for
his production company, Jeff Barry Interna-

munic business, he will probably contimee 10
write and produce records for the rest of hs

“Mmuhpﬁdqu
Barry is not recogaized a3 producer One
probable answer & that many of the associa-
tions which have proven sdvastageous o
Barry over the years have also worked
against him. His relationships 1o Phil Spec-
tor, Don Kinhner, Jerry Ledber and Mike
Stoller were profitable ones, but the more
celebrated sccomplishments of these men
erahadoeed his oum. Likewne, bin associ-
ation with acts like the Archies and the
Monkees has been detrimental. “Sugar,
Sugar” and “I'm A Belicver™ were ihe big-

ence books, and if there is a chapter devote
1o notable record producers, Jeff Barry »
not be listed among them.

Barry's achicvements as a somgwriter will
be remembered and celebrated. but his pro-
duction triumphs may be forgotien unless
something happens o focus new attentaon
on them. That would be a tragic thing, espe-
cially when you realize that a Jeff Barry pro-
duction may have provided many persons of
first taste of rock "n" roll music. Tt may have
been “Chapel Of Love,” or “Cherry,
Cherry,” or one of the later hits: “Sugas,
Sugar,” “Montego Bay,” “"Lay A Little
Lovin’ On Me ~
Songwriter Mark Barkan, who comtrib-
uted material to the first scason of The
Archie Show, recently stated: “When Jeff
Barry was producing the group, you knew
something big was gonna happen. ~ Neil Dia-
mond has called Barry a genius in the studio
=he should know. Tommy James has cited
him as an influence on his own production
work,

For more examples of his influence, listen
for variations. of the Barry style on hit
records like the Fifth Dimension's “Save
The Country™ (1970), Derek's “Cinnamon™
(1968) and “Here Comes My Baby™ (1967)
by the Tremeloes. Any history of great
record producers that fails 0 inchede Jeff
Barry, or that attempis 1o play down his con-
tributions is & flawed history, While other
maﬂmmmhnm’.
brass and comples arrangements. Barry kept
mmm“mmw.
Spread the word about Quincy Jones, Burt
Bacharach, Jerry Wexler and Bob Crewe.
Send yourself inlo costasics over Holland,
Dozier and Holland. But when vou talk
about craftsmen of superb pop singles, don't
forget 10 menbon Jeff Barry.
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