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Remember the “emo” movement that started 
about thirteen years ago? You are forgiven 
if you choose not to answer that, or give a 
false response. I choose not to trash any 

genre of music I do not understand or appreciate, 
for one can most always find something good in a 
scene that’s mostly dreck. When the “emo” movement 
started, one of the first bands to impress me was 
Texas Is The Reason. I watched them wow a small 
crowd one hot night in a small town in East Texas, 
and a few weeks later I bought their debut album, Do 
You Know Who You Are? The record impressed me; 
it was a combination of the familiar sounds of punk, 
with something new, something initially intangible. 
That something was a heartfelt sincerity and honesty, 
both within the lyrics and within the way they carried 
themselves. 

But good things don’t always last, and Texas Is The 
Reason didn’t. On the heels of taking a great leap 
forward, the band inexplicably and suddenly split. That 
didn’t stop their reputation from growing; they would 
soon be name-checked by the nascent “emo” scene 

as founding fathers; their style would influence bands 
who would go on to taste the level of success denied 
to them thanks to their early demise.

Yet the band’s ending didn’t feel complete. To 
Norman Brannon (known then as Norm Arenas), he 
and his friends held onto something more special. A 
memory, perhaps. A feeling unexplainable to anybody 
who wasn’t in the tour van for their ceaseless touring. 
They reconvened last year in the studio, to record 
the two songs they had written shortly before their 
break, and they reissued their sole album, compiling 
not only the two new songs, but also their complete 
discography--an EP, a few split singles. Listening to 
their music seventeen years later, the one striking 
feeling is that Texas Is The Reason have created 
a masterpiece, a record that will never sound old, 
outdated, or passe. Talking with Brannon was a 
pleasure; he was quite happy to recall his memories--
both good and bad--with a peacefulness that comes 
with a chapter closed. 

The book may be closed on Texas Is The Reason, 
but it will never be closed.

Texas is the Reason: 
reasonable conclusion

Photo by Jammi York
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something there

T hirty years ago, the British synth-pop 
duo of Rob Fisher and Pete Byrne 
released their debut single, a cover 
of Burt Bacharach and Hal David’s 

“Always Something There To Remind Me.” The 
song would prove to be the band’s biggest hit, 
while follow-up single, “Promises, Promises” 
would also take to the upper end of the US charts 
as well. Debut album Burning Bridges (released 
in the United States as Naked Eyes) proved there 
was much more to the band than fun New Wave 
Bacharach covers, showing them to be in the 
company of such electronic luminaries as Thomas 
Dolby, Ultravox, and Gary Numan, but their style 
was clearly their own. The duo would record a 
second album, Fuel For The Fire, which found 
them maturing and moving into a more Adult 

Contemporary/AOR pop style. The album, while 
good, didn’t prove as successful, and the duo 
drifted apart, thanks mainly to Byrne’s relocation 
to Los Angeles. The duo would remain friends, but 
would only sporadically record together and work 
together creatively. Sadly, in 1999, Rob Fisher 
passed away from cancer. 

Pete Byrne continues to tour as Naked Eyes, 
and the band’s two hits from thirty years ago are 
still today on many radio station’s daily rotations. 
Future plans include touring, a new Naked Eyes 
album this summer, and possibly more archival 
releases. Hardly a day goes by when there songs 
aren’t heard on the radio, and they still sound as 
fresh and as exciting as they did when they were 
released way back in 1983. 

Publicity photo
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The
oral history

of
lon and
Derrek

Van eaton

Tell me a little bit about your family background. 
Were your parents involved in music? Were they 
supportive of your musical endeavors?

LON: Our mother came from Italy. She was a singer; 
she could have been a great Opera singer.

DERREK: She had the opportunity to study at 
the Philadelphia Conservatory, but only attended 
for a year. Our grandmother did not like the idea 
of her being an entertainer. Entertainment was not 
considered a noble or virtuous profession for a young 
woman, so my grandmother nixed that idea.

LON: Mom would hear American songs, and would 
start singing them in Italian, and that was always great; 
something that was a pop hit, or even a little funky 
country song, she’d sing it in her native tongue.

DERREK: Dad played guitar with some country 
bands in Idaho. He wasn’t a professional; he never 
recorded, but he played clubs and bars. Music had a 
place in our household, and our parents encouraged 
us when we wanted music lessons. 

LON: Before I even started school, I wanted to 
play sax, but I started on the clarinet, because the 
teachers said I was too little to play saxophone, and 
so I would become a classically trained clarinetist. 
Derrek started on the accordion, and as he grew older, 
he would learn instruments as he picked them up. 
When we were older kids, we moved to a little rural 
town in Kentucky, which exposed me to the region’s 
music. You’re aware of the stereotype of people in 
Kentucky sitting on their porch, drinking a bottle of 
moonshine and picking on guitars and banjos? It’s 
real, man. Living there was a wild experience. The 
sound that these hillbillies made, sitting up on their 
porches, playing electric guitar--it was unbelievable. 
Suddenly, the clarinet was out. (Laughs) I fell in love 
with guitars and their magical sound. We soon moved 
back to New Jersey, which took me away from that 
amazing rural roots sound, but it was good to be back 
to a more familiar area. I was a teenager by then, and 
even at my young age I was really starting to become 
a respected musician. I’d teach kids how to play 
their instruments. If the kid was bad, I’d get an alarm 
clock and set it for twenty minutes, and would end it 
when the alarm went off! (Laughs) That was bad of 
me, I know. The parents, they’d say, “Hey, that lesson 
was only 20 minutes long!” I’d tell them, “Well, you 
heard how they sounded, do you really want to hear 
more than twenty minutes?” (Laughing) In 1964,  Vox 
Guitars sponsored me to play and demonstrate their 
guitars at the World’s Fair in Flushing Meadow. I was 
a crazy teenage kid, I’d run on stage when bands were 
playing, plug in my guitar, and start playing.

In the mid-’60s, you two started up a band called 
The Trees, and released one lone single. What was 
that experience like for you? How did it help mold 
your impression of being in a rock band?

DERREK: Well, before we started The Trees, we had 
a little band called The Vanguards. It was me and Lon 
playing with some of our friends. We never did much, 
aside from playing some shows and practicing in our 
garage.

early thirty years ago, I bought an album by an 
obscure duo of brothers, Lon and Derrek Van 
Eaton. The album cover was a stunning--if not a 
little disturbing--image of the two, shirtless, sharing 
a loving embrace, and looking very serious. I knew 
nothing else about them, other than the information 
found on the sleeve. I had bought this album because 
I was enthralled by its label, the brilliantly conceived 
but terribly managed Apple Records, owned by four 
men known as the Beatles. My obsession with their 
band led me to seeking out their label’s releases, and 
so I bought this album blindly. Buying it was a wise 
decision, as I instantly fell in love with the record, even 
though I knew absolutely nothing about the duo, and 
it was impossible to find information about them. The 
music that they made was gorgeously arranged rock, 
with a slight gospel edge, a soulful passion, and the 
type of harmonies that can only come from siblings. 

Flash forward to 2011, when Apple Records 
launched a massive reissue campaign of all of its 
non-Beatles related artists. In theory, it was exciting, 
but that excitement soon turned to disappointment 
upon learning that Brother would not be included in 
the reissue campaign. It puzzled me; one of the label’s 
true gems, damned to obscurity? The logic made no 
sense. Perhaps the duo had pissed off the label, and 
thus the record would not appear. Perhaps nobody 
cared? Who knew--and Apple wasn’t talking.

It was exciting, then, to learn early last year that 
RPM would be producing a major reissue of this 
long-lost classic. Upsetting as the omission might 
have seemed in 2011, it was a good choice; instead of 
inferior packaging, scant notes, and overpriced retail 
prices of what felt like a half-baked reissue campaign, 
this reissue got it right; the album was supplemented 
with superior sound, eight bonus tracks, excellent 
packaging--and, most importantly, a biography of the 
duo. With a record of this calibre, one wants to give it 
the treatment it deserved. 

Prompted by this, I felt compelled to seek out the 
brothers Van Eaton, and am grateful that I had the 
chance to finally hear their most interesting story, and 
to let them tell their tale.

N
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Leo Sayer, Carly Simon. Perry was the biggest LA 
producer at the time, so how could we say no? He 
felt we should come and work with Ringo, so, really, 
Richard brought us to LA, not George.

LON: I remember pulling off the freeway when we 
got to LA and calling the studio where Ringo was 
recording, When we got there, they were just finishing 
the mix on “Photograph,” and they said, “Hey, you 
know, we could really use some extra percussion on 
it,” so we put some drums on it. Bill Schnee produced 
that session, and he took a liking to us, and he offered 
to work with us. Then Richard Perry got involved, and 
Bill was more like his engineer. So we went to A&M, 
and then suddenly those two started fighting over 
who was go ing to do what for us—from one mess, to 
another. (Laughs) 

What was the making of Who Do You Out Do 
like? Was it different?

DERREK: We went into the studio and recorded a 
number of demos. A&M took us out, dressed us up, 
bought our clothes, remade our image, arranged our 
music.

LON: Derrek and I, we were kind of stupid. We just 
did what we did, and we let our producers mold our 
sound. I don’t think there’s much continuity in our 
work, except for the songs. Richard possessed a 
very specific sound; he knew what he was good at 
and he did it, even if it doesn’t make sense at the 
time. I’ll give you an example. He got into a really big 
argument with Carly Simon over “You’re So Vain,” and 
he told her that he didn’t like the line about “clouds 
in my coffee,” and told her to go rewrite it. He knew 
that this would cause a delay, but what he was really 
doing was waiting for Mick Jagger to come into 
town, and he wanted some other people to play. So 
he’d find a way to make the artist delay work on it, 
so that when people came through, he could make a 
phone call, get to hang out with his famous friends, 
and get some work done, because he knew people 
would come up. He would seemingly work slowly, 
but he was merely waiting to get the right people for 
the song. That’s what happened with us, he’d want 
specific people to come in and add specific things to 
our record. So it was like what we did before; we went 
in, recorded demos, and waited and worked with 
people who came in and out of the sessions. Then 
they let us go while Perry brought in people to work 
on the demos, and we did a few songs on our own. It 
was, to be honest, not a great time for us, in that we 
weren’t doing very focused work. Once again, like you 
mentioned earlier, it was like “Warm Woman,” in that 
we found the demos to be more satisfying than the 
finished work.

DERREK: Look at Carly Simon or Harry—both great 
talents, and Richard brought out that talent. Yeah, he 
put his imprint on it, but it was a good imprint and it 
was massively successful. You might not have the 
“control” when you do that, but what you do have 
is a quality piece of art. That’s the way I look at it. I 
can understand why someone would  be bothered 
by losing that control, but it didn’t bother me. I didn’t 
think it was bad at all. It has a great LA sound to it.

LON: When you record in LA, ya can’t help it! Man, 

look at that cover! A&M must have thought, “Hey, let’s 
dress those Van Eaton brothers in bright colors and 
make them look trendy and hip!” (Laughs) Here we 
were, two pure, innocent souls, writing pure, innocent 
songs, and we got swooped up by the rock machine. 
We saw great heights, then came slamming down 
to Earth. It’s the same story hundreds of bands and 
artists can tell you, except we went as high as you 
could go. It was a great view! (Laughs)

After Who Do You Out Do came out, the duo 
quietly parted ways. Did you fall out, were you 
disillusioned by your business experiences, or 
were you simply no longer interested in making 
music?

DERREK: I hung out with Harry a lot. He was 
published by Screen Gems, and one night he called 
us in do a demo, of the Queen song “We Are the 
Champions.” Someone at the agency rightly felt the 
song had potential use for sports arenas, so they 
were trying to promote it to the New York Yankees, 
thus Screen Gems had to have it redone. They asked 
Harry to make the demo. We worked our asses off 
on it. It was three in the morning and Harry, since 
he never performed live, would always get off on 
singing in the studio. There we were in the wee hours, 
recording take after take after take. Harry was a bit 
of a perfectionist, so by that time his voice started to 
go out, and he couldn’t do it anymore, so I ended up 
singing it. Not a bad version, if I say so! (Laughs)  

LON: Derrek and I kind of drifted apart, and that was 
pretty much the end of that era for us. I stayed in LA 
and did a ton of session work, playing, touring and 
singing for people, and I really enjoyed that. Derrek 
went to Colorado, and he started a family. 

DERREK: You know, we were really blessed. We 
experienced many things that people wish they 
could go through. It was a tremendous thing for us 
to experiment with, we met famous people, we had 
some good times, and we made some great friends. 
Did everything work out the way we might have liked 
it to? No, but we got to work with people like Harry 
Nilsson, Ringo Starr, George Harrison—and we got to 
watch great records being made, like Carly Simon’s, 
and we got to watch John work in the studio. I had a 
wonderful experience, and I look back now--wow, I 
was blessed!  

LON: Exactly! That’s the whole thing. In England 
there are people who perform in things like small 
carnivals or pubs, and they do it because they 
love to do it, not because they have to do it. They 
know they’re not going to get rich, and that’s okay, 
because they’re doing it because they love doing it. 
That’s not true for other people; I mean, look at Paul 
McCartney. From my experiences, he’s not the kind 
of guy who could NOT make music. It’s in his blood, 
and I guarantee it would probably drive him crazy to 
take an extended amount of time off, and that’s okay, 
too. He’s an entertainer; it was in his DNA, and it’s his 
nature.  When it becomes “I have to do this record, to 
pay the bills, to make money, to pay the lawyers,” it’s 
not the same. When George and John realized that, 
they walked away from the industry, and were happier 
people for it. It didn’t stop them from creating; they 
just knew they didn’t need to bother with the hassle. 

I kept up with George after all that; not as much as 
I’d have liked, but that’s more to do with adulthood 
than anything else. I like John’s song “In My Life.” For 
a guy in his mid twenties, he had an amazing grasp 
about life. I think that song’s true of all of us; I miss 
George, and wish I’d spent more time with him, but 
life happens. I still love him, and am a better person 
for have known him.

DERREK: Watching George play our song earnestly 
as we pulled up—someone we had looked up to as 
kids, and it was something you can’t describe. Even 
the little things make me smile, and I still recall, so 
when I’m having a stressful day or need something to 
think about, my mind will wander to things like staying 
at Ringo’s place, and he had penguins all over the 
place. He loved that animal. It’s funny to think about, 
it’s a very human thing, and it gives me a smile. 

LON: As for me and Derrek, we don’t do much 
together musically any more, and I kind of wish we 
could. We released a collection of things we’ve done 
over the years, outtakes and such. It’s nice to listen 
to. He’s my brother. I loved collaborating with him, in 
spite of everything else. It was a really wonderful thing 
to happen, getting to meet the greats, learning about 
the business firsthand, from the sideline of the gods. I 
mean, it’s the Beatles, man—once you have the best, 
everything else just sort of pales! (Laughs) When you 
had such great treatment, because everything was 
above first class, and when you’re young like that and 
you have such experiences like that, it’s amazing, but 
it spoils you for what the reality may be.

DERREK: Even though things might have been 
better, or could have gone better, I’m quite content 
with my life and how things turned out. How could I 
not be? n

dIscography
THE TREES
“Don’t Miss The Turn” c/w “Your
Life” (Bali-Hi) (1968)

JACOB’S CREEK
Jacob’s Creek (CBS) (1969)

LON AND DERREK VAN EATON
Brother (Apple Records) (1972)
Who Do You Out Do (A&M
Records) (1975)
Black & White (self-release) (1998)
Lon & Derrek Anthology
1968-2012 (self-release) (2012)
Single
“Sweet Music” c/w “Song of
Songs” (Apple) (1972)



28 The Recoup

reVIews

tony Bennett 
AnD DAVe 
BruBeck
The White House 
Sessions, Live 1962 
(Recorded Aug. 28, 1962)
Sony/Legacy Recordings

los BrIncos
Contrabando (1988)
El Records/Cherry 
Red

The flamboyant women of punk band We’ve Got 
a Fuzzbox And We’re Going to Use It!! were 
always quite fun, but were overshadowed by 

that name and the flashy persona, and the allure of 
chart success would find the band turning from this 
rough, proto-Riot Grrrl punk to a more mainstream 
sound with several high-charting hit singles. It’s 
easy to forget that they had roots in the scene that 
produced bands like The Raincoats, Essential Logic, 
and Rip Rig & Panic--bands that are clear influences. 
The band’s greatest asset was their sense of fun. 
How can one not smile when hearing their cover of 
Norman Greenbaum’s “Spirit In The Sky,” which they 

we’Ve got a fuZZBoX 
and we’re gonna use It!
Bostin’ Steve Austin (1986), Big Bang! (1989)
Cherry Pop

This recording, recently discovered in a record 
label’s vault, documents a historic night and 
captures two jazz legends in their prime: pianist 

Dave Brubeck, already a powerhouse and a genre-
defining composer and jazz singer Tony Bennett, 
young into his career, and on the eve of mainstream 
success with his hit, “I Left My Heart in San 
Francisco.” The occasion for the show was a special 
Kennedy-sponsored end-of-summer gift for DC-area 

Wow, the liner notes were right---Spanish 60s 
rock band Los Brincos (The Jumpers/The 
Leapers) really do sound like The Beatles! 

This collection by El Records compiles the band’s 1968 
album Contrabando with a handful of singles released 
after the album’s release. Confession time: I don’t 
speak Spanish, so I have no idea what they’re singing 
on most of their songs, but one thing I do know is that 
these songs are fantastic. Sure, there are moments 
when they sing in English, but, oddly, those songs feel 
forced and suffer in comparison. One English song, 
“The Train,” garnered the band a lawsuit from The 
Who, who felt – and rightly so – that it was a rip-off 
of “Substitute.” Contrabando itself was recorded at 
Abbey Road, though one might not necessarily find 
these sounds to be contemporaneous with the rest 
of the music world. The songs on the album owe an 
obvious debt to the British invasion, most especially the 
years between 1964 and 1966. The real reward of this 
reissue of Contrabando is found in the songs released 
after the album’s release. These songs find the band 
growing more contemporary; “Las Alegres Chicas De 
San Diego” is baroque pop at its finest, though the 
baroque is clearly traditional Spanish, with lovely horns 
and strings. The final songs of this set, however, find 
the band becoming even heavier, with “Pareces Gitana” 
and “Mas Alegre” sounding not unlike Crosby, Stills, 
Nash, and Young. Sadly, neither the band’s label 
nor the band’s fans understood the band’s radical 
stylistic change, and the band split shortly after the 
release of Contrabando’s final tracks.  In spite of the 
language barrier some listeners may have, this is a fine 
collection of psychedelic pop and rock from a country 
oft overlooked in the annals of rock history.

college interns, held on August 28, 1962, in front of the 
Washington memorial. 

For Brubeck fans, it’s an interesting set. Brubeck 
mostly eschews his commercially successful album, 
Time Out, in favor of that breakthrough’s predecessor, 
Jazz Conversations of Eurasia. A fast-paced (almost 
distractingly so) version of “Take Five” kicks off the 
set. Brubeck has something more in mind, giving his 
audience not the hits, but a taste of contemporary 
jazz. One gets the feeling that Brubeck felt obliged to 
give the audience the hit up front before diving into a 
set that is much more experimental, especially on the 
epic “Nomad” and “Thank You.” 

Bennett’s set finds the young man with a firm yet 
sweet voice, and though the recording itself feels 
oddly stiff (due in part to his voice being mixed high 
above the band), it’s not hard to tell that he was a 
young man with a future. Stripped of its big-band 
backing, “Rags to Riches” is a nice piano shuffle, and 
one can hear the Bennett’s trademark smile beaming 
across the audience. While there’s nothing particularly 
revelatory about his set, it’s still an enjoyable listen. 
When Brubeck joins him at the end of his set, the 
pairing feels like a natural one; it’s easy to say that the 
quartet’s accompaniment outshines Bennett’s own 
band, especially on the superb takes on “Lullaby of 
Broadway” and “That Old Black Magic.”

This release comes shortly after Bruebeck’s passing, 
and it highlights the man’s greatest strength – live 
performance. Even though it’s a relatively brief set, 
and the pairing with Tony Bennett seems a bit odd in 
retrospect, it’s when the two collaborate – albeit briefly 
– that makes The White House Sessions, Live 1962 an 
exciting, worthwhile document.
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While there’s hardly a bad note to be found in 
the Everything But the Girl discography, 
the story of the band really begins to 

blossom with the release of their third record, 1986’s 
Baby, The Stars Shine Bright. Debut Eden was 
charming in its naivete and lo-fi production, and 
follow-up Love Not Money found them developing 
into a more produced indie-pop band. It is with 
Stars, though, that the duo of Ben Watt and Tracey 
Thorn leapt forward, beyond their contemporaries, 
into something different. Their growth is obvious; 
Watt, for his intelligent, tasteful orchestral-pop 

eVerythIng
But the gIrl
Baby, The Stars Shine 
Bright (1986)
Idlewild (1988)
Edsel/Rhino

arrangements, and Thorn finally finding her voice as 
a singer of jazzy-pop, who can handle heartbreaking 
big-band numbers, (“Come On Home,”) upbeat 
swingers (“Don’t Leave Me Behind,” “Sugar Finney”), 
and powerful torch-songs (“Cross My Heart,” “Little 
Hitler”). With their taste towards 60s pop, it should 
come as no real surprise that their b-sides offer 
covers of Patsy Cline (“I Fall to Pieces”), Elvis 
Costello (“Almost Blue), Jimmy Webb (“Where’s the 
Playground, Susie?”) and, yes, Bacharach/David 
(“Alfie”)--all of which are handled deftly, with Watt and 
Thorn treating the songs reverently.

True to form, the band’s next offering, 1988’s Idlewild, 
was an even further creative leap forward--this time 
from the jazz/indie-pop of Stars into straightforward, 
no-frills adult-contemporary pop music. Gone for the 
most part is the whimsy of the past, replaced instead 
by a maturity that, even though a shocking departure, 
didn’t necessarily feel that different for those who 
had been paying attention. Some of the production 
sounds uncomfortably contemporary; it’s the quality 
of the singing and song writing on “Goodbye Sunday” 
and “Blue Moon Rose” that save them from sounding 
dated. There are fine songs on here, though; ones that 
escape the production and shine on their own merits: 
“I Always Was Your Girl” is a beautiful love song, 
plaintive and simple in nature, while “Apron Strings” 
(which helped to establish the band in America thanks 
to an appearance on the film She’s Having a Baby) is 
a beautiful ballad about being in love and wanting to 
have a child. 

For its flaws, Idlewild is a record enhanced by its 
bonus material. Collecting single sides, B-sides, and 
demos, it shows the band in the process of maturing. 
“Dyed in the Grain” has the same computerized 
backing, but is used in a much more sedate manner, 
and enhances rather than overwhelm. Even more 
surprising is “No Place Like Home,” a cover of a 
Randy Travis number that the band claims felt like an 
Everything But The Girl song--which, of course, they 
were right. Most moving, though, is a cover of the 
doomed Danny Whitten’s “I Don’t Want to Talk About 
It,” a non-album single that surprisingly went into the 
top ten, and would later reappear on subsequent 
versions of the album. Also worth noting are the 
bedroom demos of a number of Idlewild songs; when 
rescued from the stifling production, one sees the 
magic of the Thorn/Watt duo; simple songs, sung 
simply, with no little production, save for the sound 
of the most basic instrumentation, and the greatest 
instrument of all: Tracey Thorn’s voice.

The band would further explore this more adult 
contemporary side for its next three albums, 
Driving, Worldwide, and Amplified Heart. Though 
all fine records, they do not necessarily stand in 
the same league as the band’s previous output, 
and the unexpected surprise of a remixed version 
of Amplified Heart’s “Missing” will give the band 
international success and will recast the band as 
purveyors of fine, European electronica-based pop. 
These two records have always been jewels in the 
band’s stellar discography, and these two reissues 
serve them well. 

transform in a quite interesting way; they’ve taken Mari 
Wilson’s “Telephone Man,” blended it with the melody 
of Blondie’s “Call Me,” (you see what they did there), 
and made it a punky, funky something that is NEW 
and exciting! Yet that humorous side masquerades 
a much more serious side; songs like “XX Sex” and 
“Console Me” are empowering feminist numbers that 
predicted bands like Bikini Kill, Bratmobile, and 
Sleater-Kinney. The album itself is a quick, fast blast 
of youthful energy, and as this is the “Splendiferous 
Edition,” there is a second disc of singles, b-sides, 
demos, and alternate mixes. Not everything on the 
second disc is of the quality of the main album, but 
it shows that Fuzzbox was a band that didn’t mind 
exploring sounds; check out covers of “Fever” and 
“Bohemian Rhapsody” for some interesting takes on 
classic songs. 

It’s not surprising, then, that when listeners heard 
Big Bang!, they were shocked. Having signed to a 
major label, they’d traded in their indie-pop digs for 
straight up slick dance-pop. Sure, they retained the 
humor and the joi-de-vivre that made their previous 
work so enjoyable, but the gloss sheen of the whole 
affair seemed to simmer and tame their wild heart. 
Yet one can’t deny that the hits from this album, “Pink 
Sunshine” and “International Rescue,” weren’t bad; 
they sounded great, and were great fun to dance to. 
The biggest surprise, though, was their superior cover 
of Yoko Ono’s “Walking on Thin Ice,” a near-faithful 
take on it that gave it a potency that the original 
seemingly lacked. The band would disband shortly 
after, and would sporadically reform; for one of their 
reunions, a remix by Bis of “Fast Forward Futurama” 
featured Manda Rin, and linked past and present. Still, 
the shocking change doesn’t negate the greatness 
of their earliest recordings, even if it does puzzle the 
listener why they would make such a drastic—and 
fatal—change. 

Sadly, these reissues arrived shortly after the death 
of bass player Jo Dunne, and serve as a reminder of 
what a fun band Fuzzbox was.
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My friend Lisa Carver wrote a 
book about Yoko Ono, and 
it’s a really good book. It’s 

not a biography of Yoko Ono, it’s more 
about Lisa’s thoughts, recollections, and 
reactions to her work. It is literary and 
artistic criticism, and is written in Lisa’s 
inimitable style: funny, thought provoking, 
relatable, and thoroughly enjoyable. 
It’s not a puff piece--she does call out 
Yoko on several questionable things that 
she’s done throughout her public life--but 
it’s not a critical book, either. It is, like 
everything else Lisa has written, merely a 
well-written collection of thoughts, facts, 
and revelations, and it’s left to you, dear 
reader, to draw your own conclusions about 
one of the Twentieth Century art world’s 
most polarizing women.

I once mentioned to Lisa that i had 
suffered great persecution for my love of 
Yoko Ono. While my peers were listening 
to crappy country, hair metal, and Top 
40 pop, my affections went to this weird 
Japanese woman, and I suffered for my 
love. Lisa loved this revelation!  We talked 
and talked about sitting down and chatting 
about Yoko.
Lisa, however, is a busy woman, with two 

kids, artistic adventures aplenty, writing 
jaunts, and painful toothaches, so I decided 

that I wasn’t going to let Lisa’s inability to 
have the time to interview me stop her from 
interviewing me, so she interviewed me 
without her knowledge!* 

Reaching Out With No Hands is the name 
of her book; it came out last fall, and I 
highly recommend it. Be sure to check out 
the website for my review!

LISa: So, Joseph, you were a teenage 
martyr for yoko Ono.
Yep, that was me.

LISa: When did you discover her?
I was thirteen or fourteen. I knew who 

she was before I heard any of her music. 
I was obsessed with the Beatles, which 
naturally led me to checking out their solo 
careers. What I found interesting is that in 
the early days of their relationship, John 
always shared her. The first thing I heard 
of hers was “Listen, the Snow is Falling,” a 
peaceful, gentle song, the b-side to “Happy 
X-Mas (War is Over).” It wasn’t a bad song, 
it was quite beautiful, nothing too scary, 
and proof that she had talent. In a way, it 
was a deceptive introduction. Shortly after I 
bought that, I bought Live Peace in Toronto 
1969, and I remember very distinctly 
listening to side two, which was Yoko’s side. 
It...changed me! (Laughs)

I LIsTened TO meTaL 
and Punk, 

BuT ThIs – ThIs Was 
dIfferenT.

Clay Perry
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