




E , ana woo said this wasn't work? 
Parents, that's who, parents who told their 

sons and daughters to get a real job. Then the 
sons went out with their instruments and made 
lots of money playing rock 'n' roll. 

It doesn't always pan out like this, but Alex 
Lifeson, Geddy Lee and Neil. Peart - partners 
in the Toronto trio Rush - wrote the ending to a 
lot of dreams. Tonight and Monday they will 
play to 34,000 believers at the Summit. 

Musicianship? Critics are not so sure. But the 
fans count - and so does a lot of work. Why, 
they even made their best album in years (Sig
nals) in their spare time. 

"This tour started in August and we took a 
break in December - I think the 18th was our 
last date - and we went back in February," 
begins Lifeson, lead guitarist. "And this run 
takes us through the beginning of May. And then 
we go to Europe for a few weeks, then home for 
a week, and then we're going to go to Japan for 
about 10 days. Then we'll start writing ma~erial 
for the next album. 

"The way we've been doing it for the last 
couple of years, we work through the fall, then 
take a Christmas break. There were so many 
years of really missing out on Christmas. We'd 
finish the tour on the 23rd - it gives you a day 
and a half to do your shopping - and then we'd 
go right back out." 

The band won't tour during summer, but then 
again, that's another job. "Writing in the sum
mer is a nice time. We u90ally go up to a farm 
or someplace like that for a month and lock 
ourselves away and work like that - then go out 
for a few weeks and then go into the studio. 
Those few weeks out gives us a chance to run 
over the material every day, and sound checks, 
and put a couple of new things in the set - plus 
it gets everybody back into shape after being 
'off' for the summer." . 

The genesis of Rush goes back to the 19605 
when Lifeson met bass guitarist Geddy Lee in 
school. Drummer Neil Peart was to join in 1974, 
completing the successful. chemistry . "John, the 
original drummer - we used to live across the 
street from each other, and we played together 
with a . number of different people," recounts 
Lifeson. "At one point we were just jamming 
between the two of us, and we got a bass player 
- a friend of mine - and we did one gig. On the 
second gig - it was at the same place, a drop-in 
center below a church - theJ>ass player called 
at three o'clock in the afternoon and said, 'I 
can't make it.' We were sort of shocked, be
cause we had finally gotten some kind of work 
- every Friday night we could make 20 bucks. 

Jeff said, 'No, I can't make it - never.' 
"So I called Geddy up, who I'd also been 

playing with - we were in the same class in 
school - and asked him if he was doing any
lhing .tonight', ~nd would he mind 'P.1aS'ing? He · 
laid sure. He came over, arid we kn&w aboutsi.~ 

songs between us. We ran them do~n a coup~~ 
of times, and really, that's the way It ~t.arted:. 

It would be surprising to those- fanuhar wI.h 
the basic heavy metal sound of Rush that the 
group was experimental in those early days. 
"We did cover stuff but we did kind of off-the
wall obscure thing~, for the time," says Life
son, '''I mean, at the time, You really h~d to play 
more like dance music, or commercial mate
rial, and we were playing Cream, ~?hn Mayall, 
things like that. And we started Wrltlllg our own 
material in, like , three or four months. Out. ~f 
our re-pertoire of 15 songs we had t~ree Orlgl
nals and it kept building like that until we got to 
the Point a couple of years later w~e~e we were 
doing three-quarters of the set orlgillal - and 
the rest was cover stuff that we liked and re-ar
ranged. We even did a Junior Walker song -
Shotgun- but we changed it all around. And we 
did the Buffalo Springfield song, For What It's 

. Worth for about 15 minutes. 
"We played continuously in clubs, six days a 

week. It was great tr~ining . You ~gure you'play 
from 8: 30 until one III the morrung. Sat~rdays 
you playa matinee. And you do thatfor SIX iays 
months on end." 

In 1974 with Peart aboard, Rush released 
their self-'titled debut album on their own Moon 
label. Import copies surfaced ~,Americ~. "It 
was very difficult to get a deal, says Lifeson 
about a struggling Canadian band. "So the only 
way we could release a record. is if we. went into . 
the studio and paid for the tlI~e, paid for the 
vinyl and paid for the (album) Jackets. So what 
we did do was, with our management we put up 
the money and we started our own recor:cI com
pany and production company. We went III after 
gigs - we finished playing in the ~ar at one 
o'clock tore down (equipment) , got III the stu
dio by two, then worked 'til eight or nine in the 
morning. After-hours was a lot cheaper. It was 
an eight-track studio. That first album was done 
on an eight-track studio." . 

The album, however local, attracted Stateside 
interest, principally in the hot rock m~rket of 
Cleveland. and later that year they. Signed a 
major de~ with Mercury, which re-released the 
debut, and then the first of many hotshots, Fly 
By Night. 

Top-sellers followed , including A Farewell T~ 
lungs 2112 All The World's A Stage, HeInl
spheres P~rmanent Waves and Moving Pic
tures . ~ all of ' them hea'd;r: concepts 'for a., 
teen·scream popular rock ba~ - but noru: bf ., 

them matches the risk taken on their most re 
~ent , Signals. 

"Writing on the road is virtually impossible 
because of the way we work in long hauls, ' 
explains Lifeson. "You're just not in the righ 
space for it. We've never been a band like tha 
except for the first couple of albums. We like 
go away and work on an album. For Signals WE 
kept a lot of the jams from our sound checks, 
where you just sort of goof off for half an hoUi 
before sound check, warming up. And we mall' 
aged to pull out a lot of material - bits anq 
pieces - from those tapes, plus Geddy and I 
were both doing some homework. We were writ· 
ing things for supposed solo albums. 

"So, when we went away to do Signals we 
pulled all of this solo material out and pieced it 
all together. " 

"Are those solo albums on the back burner? 
Are they going to be realized?" . 

"I'm sure they'll be realized. It's just a mat
ter of when. I mean, when you tour for four 0 
five months, and you g~ six weeks off, the last 
thing you want to do is lock yourself up in the 
studio working. I think we need to take a good 
chunk of time off to get really serious about 
something like that. However, if we work at it 
piecemeal, I can see a project like that taking a 
year, two years." 

"So it's ironic that you were preparing some 
of this material for another album and it came 
together as Rush. Were you not taking a risk 
releasing such a project?" 

"No, I don't feel like we were ever taking a 
risk. We've always been kind of stubborn in that 
sense. We've always done what we 'wanted and 
what we thought was right, and what we thought 
was right for us. And our audience has followed 
us along. We have a kind of - well, I won't sar 
unique, but - special relationship with our audi
ence, in that they do grow with us and they 
realize that the . band is going to take chances 
and try new things arid change. And we're ac
cepted for that. If you don't like it, that's too 
bad. If I like it and I'm happy with it, that's 
really basically what counts. 

"It's great to have the popularity and fans, 
but if you're in the studio and-you do something 
thllt's not really you, and you're doing it just 
because you want to keep all those fans, it 
doesn't seem quite right. I think audiences pick 
up on that very, very quickly, an<~ you c~n lose. a 
lot · of cre.qibjIity, . It's , happened 'tQ.-·SO" many 
bands. You look at a btin<ttrRe-~tla-dia'ns J ' 
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