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LI SATURDAYS AT THE JAZZ CAFE
NW1

THE AWARD WINNING LIVE MUSIC VENUE ‘ﬁ F
‘A fantastic, eclectic booking policy’ M0JO MAGAZINE H E% OL o

‘Quite simply, the best live venue in London’ TIME OUT

JAZZ CO TECH DANCERS - LIVE SET

ULUre Worio runk presents ;
+ DJs Snowboy & Gary Dennis MARK DE CLIVE- -LOWE ADHIAN GIBS%INS
e lColechPances + DJs Russ Jones & Cliffy SNOWBBY
25, 26 FEBRUARY PHIL LEVENE -
MOTHER EARTH PERRY & ANDY
gEELHEUAsHESIMI VISUALS BY HAIRY EYE
AFROBEAT 31 MARCH MESSIN AROUND NEW ALBUM ‘TIGHTEN UP’
ORCHESTRA Elmimtsméems OUT NOW ON UNIVERSAL
zcaAFEﬂ‘EAII‘WnN PIERRE + DJ Snowboy + DJ Phil Levene
BAND 5 PARKWAY, CAMDEN, NW1 7PG _
Is‘ﬁltﬂ'mwcHan 24 hour credit card hotline: 020 7344 0044 (subject to b%glr(-;g ?eT

or book online at www.jazzcafe.co.u

& THE lATIN SEcTIUN 12 AFH“_ restaurant reservations: 020 7916 606

+ DJs Adrian Gibson
& Lil Tony (Nuspirit Helsinki)
+ Jazz CoTech Dancers

SK RADICALS www.jazzcafe.co.uk
+ DJ CJ Macintosh
+ DJs Ben & Pete (BBE)

7 MARGH Jazz Cafe presents

JEAN TOUSSAINT

GROUP ™
B MARCH BRIAN AUGER EXCLUSIVE UK DATES FOR EUROPE’S

Uproc featuring OBLIVION EXPRESS FINEST AFRO-CUBAN CONGUERO

RANDOM GROOVE

MOVEMENT
+ DJ Serious, DJ Kola Kube
& D4C Dancers

13, 14,15, 16, 17, 18 MAY

9 MARCH
GRUPO X JIMMY SMITH

+ DJ Snowboy
+ Jazz CoTech Dancers

14, 13, 16 MARCH | AY &

& THE
LATIN

JEAN CARNE I
+ DJ Phil Levene & Tony M
(Vibezone, Copenhagen) !
19, 20 MARCH ,
FRED WESLEY & FLL—
GROOVE COLLECTIVE SEED( : DJs ADRIAN GIBSON (MESSIN AROUND)
2199 23 MARCH o Cotath Dance + BEN & PETE (BBE)
lﬁN‘NlE DJ Adrian Gibso +DJ LIL TONY (NUSPIRIT HELSINKI)
LISTON SMITH
+ DJs Paul ‘Trouble’ Anderson FRIDAY 1 & SATURDAY 2 MARCH
& Snowboy
DOORS OPEN 7PM EVERY NIGHT | 5PARKWAY, CAMDEN, NW17PG
/ ' Fl Il rA ' l I I ’ A II‘ A £10adv/£12d00rdoors 7pm
; } 24 hour credit card hotline: 020 7344 0044 (subject to booking fee)
] :‘ i’l‘\ i RV |I \ 20 7916 606U or book online at www.jazzcafe.co.uk
H restaurant reservations: 020 7916 6060
www.jazzcafe.co.uk | i

www.jazzcafe.co.uk
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TRANKS T0: Dave Tompkins mest of all - for countiess hours shsessing ever every miner Paul C-related detail, and ever
plenty of other details besides. A man who calls irom a bewling aliey in Connecticut to check on rap discegraphy infe is
OK in our books - losking ferward to that drink ever a game ol ping-pong_ In the meantime, ood luck with the beek B+
for the phetes - respect is definitely due. C-Mone & Nick Stez [Out Da Wille) and Joe Buhdha fer medeling in the fashion
shoat. & Kapeon for all the help. Big up ia Christie Z Pabon, good Iooking eut!! Chuck D for the interview. Snowboy for
pointing Bs in the direction of Mr. Armstrony. P Brothers - hecause Fact into Boubt Won't Go. Sceti Coxall - 2's up, Woesh!
Miss Shiny-i-Ling - keep it cominy, girl! Jake & Baz from Nesta - “all will he revealed.” Lastly, as ever, thanks te all the
contributers, readers, mail-order custemers & advertisers for keening our heat afleat.
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The content of Big Daddy dees net necessarily reflect the views of the magazine of its publishers. Everything contained
within is original material te the best of our knowicdge. If we used any photes, artwerk or fonts witheut permission then
we apologise. No bitinyg allowed.
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WHEN WE LIVED FOR
TODAY AND TOMORROW
CAME.

Hip hop is growing up.

For a sizeable part of the
community over the last 30
or so years, growing up has
meant growing away,
growing out of, growing "too
old for this kid's stuff".

But for many of us it means
finding a way to adapt the
energy. beliefs and skills of
our youth into a workable
format for an adult life.
Some keep their culture as
a hobby: 9 to 5 in the week.
crazy adventures at the
weekend. Some combine
the two and make a career
out of their artform.

Who will be the first Hiphop
head to reach 70 years old?
Will they be comfortable in
their retirement? Respected
by the younger generation?
What will be the price we
pay for our hunger to break
new ground - Crab Scratch
arthritis? Spraypaint kidney?
B-boy rheumatism?

So many of the problems
we have been facing in
more recent times are not
really about Hiphop at all:
they're about the Generation
Gap. | feel that we must all
follow the examples set by
those putting back into the
culture to bridge this gap -
mentoring. youthwork,
publishing books (such as
the milestone Dondi White
book reviewed in this issue)
or whatever other means of
communication and
education we can use.

If Hiphop is to continue to
flourish and truly consider
itself as a Subculture then it
seems to me that it must
present its exponents with a
realistic option of a
complete journey in life.

Now more than ever is a
time for us to look to our
elders for wisdom. guidance
and inspiration.




YOCuL

| The same juice motion
pictures use when they

%
N ews | need to show “urine.”
' 1

The lights are on but there’s nobody home

Sponsored by

| 100% Juice

’ SAVE up to 30¢

THE WORLD'S first chapel for
dogs has opened in the American
state of Vermont, with pews and
stained-glass windows depicting
black labradors with halos.

Up to 15 dogs at a time have
been attending chapel in a forest
near t.he small town of St Johns-
bqry, In accordance with the doc-
‘t‘rme on the noticeboard outside:

All creeds, all breeds, no
dogma.”

- Associated Press
Jodee Berry of Panama City, Fla., sits with her toy Yoda at her lawyer's office
Wednesday. Berry, a former Hooters waitress, has sued the restaurant where she

worked saying she was promised a new Toyota for winning a beer sales contest in
April. Berry, 26, believed that she had won a new car, but she was blindfolded, led
to'the parking lot and presented a toy Yoda, the little green guy from Star Wars,

MISSING KIDS ==y
Dead chickens
block main road

- MUNDFORD: Around 10 tonnes of
dead chickens covered the A134 after a
lorry overturned, spilling its load and
blacking the road for more than two
hours yesterday afternoon. ‘

Broadland District Council cleared up
the chickens after the accident, which

ut. The road was clear .

Amie Elissa Asheralt

Missing froms Ovem, Uliah,
528)

DOB: 1285892

Height: !

Weight: 155 lhs,

Eyes: hazel

Hair: red, straight

ID Info: Amic has a pierced
evebrow and now, the
wored “shut” is carved on
her left ankle, and an
asterisk is carved on the
inside of her right leg. -

show yol] a cavalcade of
the most famous tractors

Attention teachers: Teacher? New to Ku
wait? Then you need the Kuwait Union for
New Teachers. Become a KUNT, your friends
can be KUNTSs too-

| WELTON & DISTRICT P.D. A.

The Nursery Rhyme Quiz was well supported. A total of 268 were sold, 87 were re-
turned and 11 were correct with the winners being sclected by a draw after the Christmas Junch.
First Mrs Brackenbury, Wclton, sccond Mrs Ogkes, Dunholme, and third Mrs Bryant, Con-
ingsby. Net proceeds amounted to £228

10. $ Tom Tom the piper’s son
11 Doctor Foster went to Gloucester
12. Here we go round the mulberry bush
13. Mary Mary quite contrary
This is the house that Jack built
Tafly' was a Welchman, Tafi~ was a thiel
There was a crooked man who walked a crooked mile
. “There was an old woman who lived in a shoe
This little piggy went to market
Thirty days hath September

... and finally

BY belonging to a nightclub disc jockey has been nickm.mwd Catboy Slim
:ft:rAthlping his ownger o nugh records by pawing them in time with the music.
Jamie Brass was chilling out at home i ﬂrad{mﬂommxht whenhpmppod into the
kitchen for a cup of t returned to find his cat, ’ ly named J
was born at Easter, ‘ sound sy
paw on the vinyl, moving it backwards and forwards,” said Mr

g records on his sound s

inﬁmmd)enmsic.’meight-nmﬂmldwnowgelqctsmw
he wants to hear and even sits on the turntable while it spins round.



WEBSHITE

www.cameltoe.org - Site of the issue and then some.
Inspired by the many “mullet-spotting” sites out there,
this hilarious corporation dedicates their cyberspace to
the pursuit of the deer-hoof shaped crevices caused by
girls (and guys) wearing their pants too tight. You can
even get “know the toe” merchandise. And you should.

www.handlebarclub.org.uk - “The qualification for
membership is: a hirsute appendage of the upper lip,
with graspable extremities and, in addition, we specify
that beards are not allowed.” Well, I'm sure this site
isn’t supposed to be funny - but look at the members’
galleries would you? Hail to the king of moustaches.

www.bol.ucla.edu/~rahjr79/ninja.htm - According
to this “official” ninja page from some dork, ninjas are
mammals, fight a// the time and their aim is to “flip out
and kill people.” Sightings rate from “OK” to “tubular”

to “totally sweet.”

www.whatshouldiputonthefence.com - London
cyclist has beef with estate over padlocking his
pushbike to the fence outside his house. A web-cult
ensues and soon ironing boards, teapots and fridge
doors etc begin to appear, chained to his railings. Eh?
Thanks this issue to Andy Pinney, Dave Wykes,
Robin Watson, Ash at Piccadilly Records, Kym
Fuller, Martin Lawrie, Dean & Nigel and Jay Brown
for their priceless / worthless contributions. Good to
see some of the clippings returning
to the turnip-headed spirit in which
this column started.
Send clippings to the office

. : address or email scans (full size,

— “ XN AN L 300dpi) to
Meet the new lIrish wrestling tag team, Fatty O'Bese and Shamus Inedible! bones@iuEbipdaddy.com

Protect the children (of the corn),

Daddy Bones

“I say Johnny, you’ve
waited so long for these
‘fresh’ joints to arrive

- they’ve gone stale!”

Not only do Dusty Groove stock only the
freshest of jams, choicest of classic cuts &
smartest of titles in print - but deliver so
darn quick that your goods arrive in your
homestead hot, fresh and ready to impress.
Only a buffoon would choose to buy their
Hip Hop, Funk, Soul and Latin elsewhere
online. Don’t delay, visit today!

Chicago store is at 1120 N. Ashland Ave
and is open seven days a week. Shop
online from all points global twenty four
hours a day!




BOOGIE KNIGHT/KID DELIGHT: R.I.P.

By That Funky Factivist-TRUE 222 -T.|.G.H.T.
Ragazine Warriors.

A Big up to a Hip Hop pioneer lost in the madness
of our ghettos. Last year Hip Hop lost another one
of it's soldiers to the madness of the streets. This
is a brief background on the rapper known as
Boogie Knight/Kid Delight of The Boogie Boys.
A group that made ample noise in the early
eighties just when Hip Hop was moving up in the
world.

The Original Boogie Boys were a group of two young men, Kid Delight/Boogie
Knight and Kool Ski/The Ladies Key who brought you such Hip Hop classics as
"You Ain't Fresh" and "A Fly Girl". My personal favourite was "I'm Coming" off of
their late 80's LP "Romeo Knight'. Incidentally a person by the name of Sherrie
Sheppard stole the original artwork that | laced the cover for them with. Rot in hell
my supportive sister... This LP was made with a change in the line up... but the
stand out was the Boogie Knight who's slick rhymes were the stuff that true MCs
were made of.

The Boogie Boys were proteges of The infamous promotion team Mike and Dave
from Harlem who discovered such acts as Doug E. Fresh, Rob Base and Positive
K... not to mention, The Crash Crew who brought you “High Powered Rap” and
latter day classics like “Rockin On The Radio": classic heads know the deal... The
Boogie Boys first recording was "Rappin Ain't No Thing", released in 1981 on the
Mike N' Dave label and sampling EU's “Knock Em Out Sugar Ray” to well rocking
effectiveness.

Recently Boogie Knight had just released the Original Mixed tape CD, of which
one cut was chosen for an up an coming Hip Hop movie. Lyrically ahead of his
time, his newest work may not have been equal to his past cutting edge efforts
but still The Boogie Knight Kid Delite, AKA William Stroman was a part of Hip
Hop's growth as well as a positive brother who as well did his stretch with Uncle
Sam while still keeping Hip Hop alive touring Europe in the 80's. He will be sorely
missed by those that knew him well. Hip Hop needs to start paying respect to it's
founding fathers like Keith Cowboy as well as pioneers like Boogie before we lose
more of them to the madness that is today.

TED DEMMER.I.P.
Film maker Ted Demme died on 13.1.02 of a heart attack at age 38, while playing

in a charity basketball game. Demme produced & directed the ground breaking
YO! MTV Raps, "Who's The Man," which starred Ed Lover & Dr. Dre, "Blow," & was
working on a new film with Nore called "Whut! Whut! The Movie." Demme is
survived by a wife & 2 kids.

DEF TEX UK TOUR
The UK's finest Hip-Hop Band are half way through a UK tour. For a rare

chance to see MCs Chrome and the Anthropologist, DJ Sure D and their full
band perform live, get down to one of the remaining dates:

SATURDAY 16" FEB: The Cavern, EXETER

TUESDAY 19" FEB: University of East Anglia Union, NORWICH
SATURDAY 23" FEB: The Dedbeat Weekender, NORWICH

FRIDAY 8" MARCH: El Segundo, The Bongo Club, EDINBURGH
THURSDAY 14" MARCH: Digital Planet, The Cluny, NEWCASTLE

FRIDAY 22™ MARCH: The Theckla, BRISTOL (w/ Aspects)

Also, look out for shows in Penzance and another London date T.B.C.
The LP “Serene Bug” is out now on Son Records.

NEPTUNES ON THE UP & UP

The Neptunes have had an amazing couple of years, producing hit tracks for
everyone from Jay Z to Britney Spears. 2002 sees them launch their own label,
Star Trek Entertainment, through Arista Records. Neptunes will also be releasing
their debut LP “In Search Of...” under the N.E.R.D. alias. Last year’s European
CD-only version has been completely overhauled for an official US release on
March 12" through Virgin. They're Hustlers, Baby!

THTC GRAF COMPETITION

THTC (The Hemp Trading Company) are offering up & coming street artists the
chance of providing artwork to be used as one of next seasons’ T-shirt designs.
Two runners up will also be offered their own page on www.thtc.co.uk, under the
street art section to display their work, along with a biog and contact details.
Royalties will be paid to the winning artist on sale of the T-shirts. THTC are always
looking to sponsor new talent, from Hip-Hop and Drum & Bass Producers to B-
boys to Graff artists. To take part please send your designs, as either jpeg. or gif.
format to gav@thtc.co.uk.

Below [clockwise from top right]: Showbiz, Godfather Don &
Diamond D from the “Beat Digging” video. Right: the limited-to-13-
copies “King of the Beats” video...

BEAT-DIGGING & PRODUCTION VIDEO

The Scandinavian team of Jesper Jensen (director) and
Casper Madsen (editor) are responsible for “Beat
Diggin”, a fascinating half-hour documentary covering,
as you may have guessed, the art of digging for records
and hip-hop production. Filmed in New York, it features
some of the greats talking shop like Showbiz, Diamond
D, Evil D and Mr Walt from the Beatminerz. Godfather
Don is also on there, along with cameo appearances by
MCs Mos Def, Royal Flush, and Common. For more
details, contact Jesper: smint@get2net.dk. You can also
contact Casper Madsen (Adrenaline Productions):
cassepot@hotmail.com.

“KING OF THE BEATS”

The second production & digging-related video we've
seen recently is this incredible film by
www.nuskratch.com. Pritt from Birmingham has put a lot
of time, money and love into the making of one of the
most interesting and original hip-hop videos ever. It's set
up as a battle, between five competing UK production
crews: The Creators, The P Brothers, The Next Men, The
Unsung Heroes, and Beyond There. Pritt gives each
team a £20 budget to buy breaks, and then a couple of
hours to make a track using the records they've found,
filming them at all stages. Unfortunately the 90-minute
tape we've seen will not be commercially released; it was
made in a limited edition of 13 (!} copies strictly for the
crews who took part. But an edited-down half-hour
version will appear on the first tape released by Pritt's
company Nu Skratch, alongside plenty of other footage
gathered from the UK and the US, due later this year. For
more info, check www.nuskratch.com, or email Pritt:
pkalsi@blueyonder.co.uk. Watch this space for more
info, and DJs, producers, MCs, writers, b-boys: please
contact Pritt if you would like to contribute.

THE BIZ PAYBACK

The P Brothers can exclusively reveal another huge
porky from the diabolical. After telling us that he bought
Breakbeat Lenny's 12" collection, we can actually inform
you that the entire 12" collection was actually only
recently bought from storage (since Lenny's sad death)
and has just touched down in the UK. Apart from being
responsible for the infamous "Octopus" break records,
Lenny was famous for buying records on foot (rumoured
to not have a car as all money went on records) and
always carried 2 shopping bags filled with drums. If
you're interested in buying some of these rare gems and
also a piece of history then you need to contact Nick "the
record" at DJ Friendly records. He can be e-mailed at
nick@djfriendly.co.uk and will be more than willing to
forward you a list of items for sale. You may even find the
infamous extended 12" mix of "Assembly Line" where
Lionel Ritchie himself plays drums when the break
comes back in at the end while singing about a small
monkey. Perhaps Biz might swap this for his 'Johnny The
Fox” 12" he told us about!!!! Oh yeah Biz, did we also
mention that we have a six foot doll of Bruce Forsyth that
dances and shouts "Good Game, Good Game" when you
punch it
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Are u a dj? Got mix tapes? Run a night?

E mail andre@sure-shots.com with details and you

could be included on our mail out for free!
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Fotography by Lonestar

For more info call Street Fon: 07939 036410
or ElektroMail: istar@ukoniine.co.uk
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A VISIT TO THE SOUND LIBRARY

Soulman takes flicks and listens in
with the sound librarians

By Phill Stroman

Treats from behind the counter Down in the basement

On my first trip back to New York City in two whole years (or since
my little girl was born.... lots of weekend baby-sitting have kept me
locked down in Philly), I just had to see the sights. No, not Ground
Zero... | guess | just don't share the morbid curiosity of the folks
who are now picking up tickets to get close to where the Twin
Towers crumbled. | even made sure | sat on the left side of the train
coming intfo NYC, so | wouldn't have to see that now forever altered
skyline of the city once we got near it.

No, the sights | came to see were also the sounds | came to hear:
the best rare funk, soul, and jazz records in New York, which | stood
a very good chance of finding at The Sound Library. Founded about
three years ago by Stephen Harrigan, Rob Corrigan & Jared Boxx
after their defection from the A-1 Records shop a few blocks down
the street, The Sound Library has become the place to be to find
not only the aforementioned funk, soul and jazz, but also a whole
heap of disco, R&B, reggae, hip hop, soundtracks, 45s, beats and
breaks and, yes, library records. It's all covered, cousin.

Back when the Library first came into existence, yours truly was still
lugging crates of records to the conventions in New York, selling
beats to producers at 6:00 AM on cold Sunday mornings. Well, if A-
1 Records put a big dent into the sales of us beat peddlers at the
record shows, the coming of TSL pretty much totaled the vehicle
completely and killed the passenger in the process. As one
producer told me, “why come out at six on a Sunday morning and
pay an early fee to get into this record show once a month when
The Sound Library is like having a record show everyday minus the
early fee?” True, true. Luckily by this time I'd grown very weary of
the record show grind and was ready to quit selling anyway, so it
was cool with me.

So now in 2002, The Sound Library is pretty much “King Of New
York” when it comes to record spots. Not only can you cop that ill
record of your dreams but you might bump into Pete Rock or The
Alchemist or somebody (maybe even The Soulman... wow!). Many
of your favorite rap samples got their origins right out of this shop....
the Tom Brock record used for Jay-Z's “Girls, Girls, Girls” is just one
of many records that comes to mind that producers have
purchased from the Sound Librarian guys and flipped into a big ass
hip hop hit.

The original copy of the infamous Sound
Library drum record that you
may have heard about

But Stephen will hate me if | don't mention that it's not all
about samples and beats and all that shite- collectors of
rare records who actually buy them to listen to and enjoy
the music, not just sample them then throw them in the
comner, will have a field day at TSL. Check the photos
accompanying this article for a small sample of what I'm
talking about... | didn't have nearly enough film to get
snapshots of all the ridiculously rare wax | saw, but it was a
crazy amount.

And for all you cats who like to whine about high prices, I'l
tell it to you like Shaftman told it to Tightwad: “I hate a
cheap bastard!” The good shit doesn't always come cheap,
and TSL definitely has the good shit. Plus you WILL find
some decent bargains if you take the time to scour those
bins properly, trust me. Lee Moses' “Time And Place” LP for
five bucks? | don't think so. But certainly some nice slices of
vinyl heaven that are a hell of a lot cheaper than trying to
cop them on Ebay, that's fa sho'.

So for those of you who've never had the Sound Library
experience, peep the flix and witness some of the most
wicked records in the history of wicked records. Peace to
Miss Shingaling for being my NYC tour guide and keeping
me from getting lost on the subway... what can | say,

I hadn't been in New York for 2 years, man!

No matter where you may live on this planet, if you consider
yourself a serious collector you need to at some point in
your life make the pilgrimage to the Sound Library in New
York City. The address is: The Sound Library, 214 Avenue A,
New York, NY 10009 (open 7 damn days a week from 12 to
8). Telephone: 212-598-9302. Fax: 212-598-9367. E-mail:
soundlibrary@earthlink.net. And the website is coming soon
(itll probably be up by the time you read this), so if you can't
make it to The Library in person you can still get your
internet dig on: www.soundlibraryrecords.com. And they do
mail order as well.... see, | told you they have everything
covered. Stephen would also like to thank everyone who's
supported them for the first three years. Thanks!




Melvin Sparks' legendary "Texas Twister” Ip Albert Jones Ip on Candy Apple

Hank Ballard- you can't keep a good record down "Eskimo Heat”

SOUND'LIBRARY TOP 25

No way could we do a top 10, there would be fist fights-
so here goes...

Milton Nascimento - Tudo Que Voce Podiz Ser Impressions-

Love Me- Pharoah Sanders

Pharoah SandersLove - Will Find A Way / Harvest Time
Gloria Scott - That's What You Say

Prophecy - Rain In My Life (7")

Jon Lucien - Search For The Inner Self (7")
Everyday People - Booker's Theme (7")

Mike Westbrook - Love Songs (the whole LP)

Van Morrison - Sweet Thing

Fela - Water Got No Enemy

Chihuahua And His All-Stars - Agua De Coco
Richie Havens - Freedom

Jorge Ben - Taj Mahal

Sathima Bea Benjamin - Africa

Yusef Lateef - Love Theme From Spartacus-
Quadraphonics - Betcha If You Check It Out (7")
Tennyson Stephens - Get Your Point Over (7")
Herman With Augustus Pablo - East Of The River Nile (7")
Bobby Valentin - The Gate

Terry Callier - Can't Catch The Trane

Eddie Kendricks - My People... Hold On

Family of Eve - Please Be Truthful (7")

Groove On Down- Dunn Pearson Jr. - Glow Of Love
Sivuca - Ain't No Sunshine

Ultrafunk- one of the Soulman's favorite covers!
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SOUL NOTES

| am proud to announce the birth of my second seed, Khalil
Malik Stroman (a.k.a. Soul Jr.) on January 17th, 2002... an 8
Ib. 4 oz. little bundle of soul. Big shout out to my wife Tracie
for giving me something else to love more than my records!
And | am also proud to announce the release of the latest
Soulman CD, “Soulman Plays The Hits”.... over 70 minutes
of original joints that were sampled on some of your favorite
recent rap tunes.

You can order it from the Big Daddy mail order page or
straight from me... hit me at soulman@worldofbeats.com or
check the website, www.worldofbeats.com for info on that
and other Soulman CDs like “Drugs”, “Neva Stop Diggin"’
and the like. It's a beautiful thing!

This article is dedicated to the memory of Brian Sweeney
and the firefighters of the FDNY who gave their lives
trying to save the lives of others on September 11, 2001. In
a past issue of Big Daddy I made a slightly controversial
statement about heroes.... well, Brian was the true
definition of what a hero is. I never met you, Brian, but |
will not forget you.



/11~
IRl L J. L
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In 1987, D.J Masterscratch from the Nottingham's infamous Rock City Crew came back from one of his many
trips to New York with a box-fresh pair of his trademark red “Filas”, some breakbeats to sell (thanks Franklyn!)
and two copies of the “Yo Bumrush The Show” LP by the new group Public Enemy. Now anyone that knows
us will tell you that when it comes to records we've always had vinyl to trade until you submit, but
Masterscratch was not giving up that LP for anything!

PE. smashed up Hip-Hop in England with a force that had never been seen since Bambaataa's “Planet Rock
Tour” and that is yet to be seen again. They brought the strongest message since Melle Mel and the sound of
the Bomb Squad redefined what “hardcore beats” were.

Although they seemed to come out of nowhere, they had in fact been building for many years within Long
Island's Spectrum City Sound System. '

If you're looking to read an in-depth political debate with Chuck D this is not the interview for you.

The man is a genius who always brings a welcome level of intellect to Hip-Hop music and also has a history
of raising his game even further when dealing with many so-called journalists who have been foolish enough
to go toe-to-toe with him in the past. We, on the other hand, had a mis-spent youth skipping school to go and
cut-up Johnny The Fox” and have only the highest qualifications in chaos, breakbeats, the 1200's and the
MPC2000 - and we kept to what we know.

So bear witness as the Rap Professional talks to the Akai Professionals.



P Brothers: Hank Shoklee founded “Spectrum City” which
started in '75. Before you joined in '79 what was their music
selection: Disco or some varied Bambatta type of stuff?
Chuck D: Well it definitely was a lot of Disco because Disco was
the music at the time. The thing a lot of young cats fail to realise is
that disco was an important element in the fabric of everybody, it
might not have been the main theme but everything evolved out
of disco because those were the majority of records that you got
your hands on: whether it was Sesame Street “Cookie” or
Cerrone “Street Drums”, you know those were straight up disco
records. More importantly a group that never gets talked
about...T-Connection.

PB: No need to worry, we play them heavily. “Saturday Night”,
“Groove To Get Down” is a classic.

CD: Yeah a big B-Boy record, even “Do What you Gotta Do”. T-
Connection NEVER gets talked about and for me they were the
bridge between B-Boying and hustling... with the freak
somewhere in the middle. And of course you had to dip into the
James Brown and Sly & the Family Stone and all that stuff was
music from 5 to 7 years earlier. Shoot, you playing Magic Disco
Machine “Scratching” and you playing stuff that was straight out
obscure funk like “Apache” and you end up pretty much like you
said with the Bambaataa “Master of records” selection.

PB: So had that influence come through tapes of Bambaataa,
spreading to Long Island and other parts of the city?

CD: Yeah, if it happened in the Bronx, it happened in Long Island
and Queens and Jersey within @ month. That's something that's
under-rated because a lot of people will say it started in the Bronx,
yeah - OK, but New York is a tri-state area which gets everything
almost the same day through radio especially WBLS at that time.

PB: So were Spectrum City already a powerful force in Long
Island when you were growing up?

CD: Yeah they were THE powerful force in our area: which is
Nassau County. | was just afan.

PB: What was your actual role on Bill Stephney's early WBAU
hip-hop show before you were given your own show on that
station?

CD: To assist in the show and also because Spectrum City were
large we supplied mixes for the show. And | doubled up by
navigating the phones and giving them to Bill to try and get
people mentioned on the radio to build up an audience because
they liked to hear their name reiterated over the radio.

PB: Were you actually bringing a lot of the records that were
played and Broke on the show - because | know that you used
to travel around the city to find the early hip-hop records that
were coming out at that time?

CD: Of course, because myself and Hank were pretty much the
first DJ members of the Metro record pool, and we encouraged
the pool to try and pick up as much Hip Hop records as possible.
Hip Hop records became possible in 1979 and by late 1982 we
became associated with Bill's show and we already had an
immense catalogue of rap records. The fact that we were able to
play these records on the radio show was a real advantage as
people could stay home and tape them or they wouldn't have
heard a lot of these records anywhere else. Making sure that the
record pool contacted the record companies who put out white
labels made it possible for us to get more records than were
actually released. The record companies didn't find the need for
that until the record pool and the Hip-Hop DJ's around that time
made it necessary to do something. So there became the
invention of... or should | say the follow-up of the promo copy that
the disco companies were doing with disco. And of course it
wasn't about just getting one record now, it was about getting two
copies which was a cost factor to a lot of these companies. Hip
Hop at that time followed the pattern of disco, because disco
made it possible forthe 12” single to exist anyway.

PB: Do you mean in the way that a lot of the early rap records

had extended mixes with percussion breakdowns in the
same format as disco records?
CD: Ofcourse, it's offthe tail-end of disco.

PB: And many of those rap records actually went on to
become classic breaks in themselves like Spoonie G's “Love
Rap”.

CD: Yeah because on those records the beats were made by
bands that were told to play the beat in that style of a break. And
let me also mention the primitive recording set-ups by labels like
Enjoy and Sugarhill. The studios were so fucking old that they
couldn't make contemporary records anyway, so the only thing
that they could do was kind of retro back and try to create an old
sound but that didn't hurt rap records anyway.

PB: Yeah Sylvia Robinson [from Sugarhill] used to send out
her people to clubs to note the hot breakbeat record that was
played at the time and then get the band to play it over for the
rap record.

CD: Exactly, the only thing that stopped people putting records
on records as sampling at that time was the fear of getting sued.
But thinking back on it, well what the fuck were you going to get
sued for? In ‘81 everyone was kind of like throwing it back
because everyone had heard of a lawsuit with Soulsonic Force
with Kraftwork. When [Grandmaster] Flash did “Adventures on
the Wheels of Steel”, that really boggled peoples minds because
it was like damn, he didn't play it over but used actual records and
itwas like “can you dothat”?

PB: Was sampling law really an issue in New York even as
early as that?

CD: People talked about if it was legally possible because there
was a fear of being sued and a person that didn't have shit was
definitely not trying to get sued. So what it did was prohibit
production of that thought.

PB: Do you think that is why the sound of Hip-Hop production
then became very drum machine based for a while after those
early years?

CD: Exactly, Bambaataa really opened it up with the Roland
[drum machine] for Planet Rock, then next was the DMX.

PB: Goingbackto WBAU when Flavor Flav was given his own
radio show - what level was that on? What type of madness
was goingon?

CD: [Laughing] Flavor on the air, what do you think? It was a joke
at first because everyone used to spend time up on Bill's show
joking around, and Flavor would be up there joking as well. One
time he was sitting behind the microphone pretending to be Bill
and | just looked over and called him “Soul Poppa”. And we
started laughing and Bill was like “well hey, why don't we give
Flavor a show™. Next thing | knew there was a slot open for the
Spectrum City mix show which was on Saturday night between
11.30 and 1.00am, and between 10.30 and 11.30 there was an
hour slot that was open and there was a void there and he filled it
with Flavor. He would have the type of show where he would go
down to Grand Central Station in Manhattan and take his big, BIG
box and record what was going on there and have him running
into to people shouting “hey what's your name this is Flavor” and
he would then bring this all back to the radio station and play it.

PB: | only ever heard him play once before and his actual
taste in music was surprisingly good, he had hip hop classics
running back to back with Mandrill and the Blackbyrds.

CD: Of course, Flavor is totally underrated in his taste in music,
his ability to play, and also his knowledge of Jazz.

PB: On your first ever record as Spectrum City, who was the
other MC rhyming with you on the track “Lies”?

CD: That was my radio partner Butch Cassidy. He's still in Long
Island in Roosevelt, matter of fact he's done a couple of things
recording with Terminator X and also as a member of the group
Five-O. He's a good friend of mine and always had a great voice
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and was very influential when it came down to a
Parliament/Funkadelic feel. He also made another cut under the
name of Aaron Allen on Profile, and one under the name of Butch
Cassidy's Funk Bunch called “DJ's Birthday” which is a very small
independent run and very, very rare 12”. Trivia huh?

PB: Yeah no doubt. What about the “Townhouse 3” who later
became “Son of Bezerk”, were they one of the earliest groups
on Long Island?

CD: Yeah, TA. who later became Bezerk was one of Bill's
legendary DJ’s from Freeport, Long Island who also started out
about the same time as Spectrum City and happened to be
cohorts with Flavor. TA. was a guy that dealt with all aspects of
hardcore James Brown funk!

PB: Do you think that you did a lot for Strong Island, because
in all honesty it wasn't known as having much gusto before
you and Rakim Allah came out?

CD: Well you can understand that because New York is the media
centre of the world and everything evolves from Manhattan. Even
the Bronx is a suburb of Manhattan. Manhattan is the shit and
when black people moved to New York, they moved to
Manhattan. Harlem is the centre-point, the Mecca of creativity in
the black universe of the United States. Don't get it twisted, it's
one thing to pay homage to Hip-Hop, but before Hip-Hop there
was Harlem doing everything else. The difference between Long
Island and any other borough is that it is in fact an accumulation
of children of parents who came from all the other boroughs.
People moved to Long Island just to get the fuck out of the city. My
parents were born and raised on 151 street in Harlem, | spend
the first half of my young life in Queens until my parents moved
outto LongIsland.

PB: One last early group from L.I. - “Kings of Pressure”, what
was the connection that you had with them? | remember when
you came to Rock City in 1987/'88 and | waited for the coach
to arrive; Flavor came off and tried to sell me a cold! [Chuck
laughs uncontrollably but in a “Why doesn't that surprise me”
way] Then Griff got off with a box stuck to his ear playing
nothing but “Give me the Mic” by K.O.P. repeatedly, just
zoning outon it.

CD: Well there was early N.W.A. in California and we pretty much
tried to do the same thing as far as having an accumulation of a
bunch of different MC's. We actually had a talent search to say
that we wanted to put together a Hip-Hop super-group from Long
Island and we ran a contest and those were the six finalists. On of
the drawbacks of me becoming... | guess Chuck D of Public
Enemy was that | couldn't be the counterpart that Hank needed to
actually develop more Public Enemy's. Matter of fact, the secret
was that | didn't want to [be] Public Enemy myself, | tried to
submit another guy who's name was ESBOB and Rick didn't go
for that so | pretty much said “well fuck it I'll do this shit for 2 years
and then go back to Long Island and churn the rest of them out”.
But Public Enemy got bigger and bigger and it became like a
locomotive to maintain, so Hank never found that person to
develop artists and get them to the point so he could do his thing
and | could do mine.

PB: So what happened to Kings of Pressure inthe end?

CD: Juice went in the Navy, a couple of them went to
School/College, another couple had some problems and a
couple went there own separate ways so without that mentorship
on top of them they just ravelled. They worked out that situation

M

/

N ’l!, “\\,‘\4 -

with Next Plateau [Records] solely on their own. It was
unfortunate but it was like “do | leave this Public Enemy thing to
side with them so that maybe people will believe in it?”

PB: They were a heavy crew, their early stuff was heavy, the
things they did for Red Alert!

CD: They were some vicious rhymers and when they came out, |
believe | was past my prime.

PB: Eventhenin 19872

CD: | was 27, it wasn't like when | was 19. When | was 19 or 20
forget about it! If | had a record out then - which I'm glad | didn't it
would have been curtains! No | was past my prime and they were
the high school guys then in '86/'87.

PB: But the advantage of putting out your first records at such
an old age is probably the same that we're finding - in that
you've gone through the long learning curve of absorbing
hip-hop, and your first records are full of years of culture and
there's a point to it, rather than just some shit you put out just
to have something out. When you look back at the “Public
Enemy Number 1”/“Timebomb” 12” you can stand behind
that 100% and no-one could ever say that was wack.

CD: It was more like | knew exactly what to do instead of feeling
my way through it, so it was a total thing. | was already an
experienced vet in rhyming, it was this experience, and I'm not
going to actually pretend to be a kid, I'm talking about some
grown-up shit.

PB: Without that level of Hip-Hop, and even just general
worldly experience, PE probably wouldn't have had the same
effect that they did.

CD: Yeah, | would go around to different countries even after our
first year and absorb, and that was kind of different. But | never
went to places and never knew where | was at; and that's not a
“given” with a lot of recording artists to this day. They might go to
a place and not know the difference between Nottingham and
Brixton and notreally give a fuck about it either.

PB: And if you think that the average age of people buying
your records was about 16/17 then - you also had 10 years
seniority on them. And when dealing with the type of political
agenda that you were, it was necessary. If it was a 16 year old
talking to a 16 year old, it would never have had the same
effect.

CD: Yeah, it was almost like “I'm older and I'm looking out for you
and this is what the deal is”. | mean today you get older guys
talking about older themes to a buying audience that are maybe
13 or 14 but it's like “Yeah when you get in the club...” But a 13
year old is like at least 5 years from even going to a club
[chuckles]. So some youngsters think that they have an idea but
they're not really prepared for adult life, they're just exposed to
adultthemes.

PB: One last question on Long Island - Were you aware of the
existence of Rakim, and did he have a rep around your part of
town?

CD: No, Rakim is 10 years younger and lived further out in Long
Island. He was a young cat and you didn't hear of Rakim until he
came out on “Eric B For President” on Zakia Records, and “Eric B
for President”/“My Melody” changed the whole pattern of rhyme
along with “South Bronx” [by BDP] of course. It influenced me,
and around the time of “Rebel (without a pause)” both those and




“I Know you got Soul” [by Eric B & Rakim] allowed us to look at
different ways to phrase rap music which then allowed us to engage
ourselves with speed. Forget the politics and everything else that
goes along with Public Enemy, the things that set us apart were power
and speed, because no-one was really dealing with that. | mean later
on you had some phenomenal rappers who used that style like Big
Daddy Kane who could deliver that.

PB: | agree, but | see that as a different overall package. | think
that you had power and speed not only in the lyrics but the Bomb
Squad had at least the same impact of change by using that
power and eventually speed inthe beats.

CD: Yeah, yeah the beats, | mean people weren't trying to fuck around
with 108, 109 bpm. It's like today if you came out at 110, 115 bpm then
you're talking Jungle or drum'n'bass or 140 bpm cut in half, you know
that type of shit, but back then it was like “OK well | can get the speed
easily, butcan | getthe power”.

PB: That raise in power and tempo was a big influence on Hip-
Hop over here and the UK created some classics of that type of
music at that time, in reality most Hip-Hop made here between '87
and '89 was of that type: we were masters at it. Were you aware of
the effect that you and Ultramagnetic had upon the direction in
which rap music changed here?

CD: Of course, | knew it before | even stepped over there. | had
already heard Hijack and all those guys, [Overlord] X. And what was
funny was that if you came out like that you had to be athletically
inclined to do a performance.

PB: Yeah, they were some powerful beats then that could take
hold of you, and in a way it allowed you to be able to grab people
through the beat even if they didn't take in your lyrics until later, |
think that's definitely the case with “Rebel (without a pause)”.

CD: Hey I'm still picking up on Marvin Gaye's songs on Motown!
Music is not just made exclusively for the moment, | don't know where
that comes from, maybe that's from a commerce point of view.
Whenever you mix commerce and music, you need to make sure that
it doesn't dictate the art.

PB: | agree. But it's a sad thing to admit that in Hip-Hop whether
you like it or not, you tend to make up your mind on whether you
like a record instantly within a few seconds based on the beat,
regardless of the lyrics - even if you end up liking that record in
time. Speaking as being a DJ first and foremost, thatis something
that you can't help doing and it has been part of Hip Hop since the
first days of “winning” a crowd's attention through playing breaks
that were unknown but had instant appeal.

CD: Matter of fact people often don't listen to the verses, they're just
going for %he hook. | mean it does have diminishing returns
eventually. Berry Gordy said it best when he said that he made sure at
Motown that the first 10 seconds [of songs] were an event, so we said
with the early PE records that we were going to make the first 10-15
seconds a fucking event. If you listen to the intro to “Rebel (without a
pause)”, that actually came from South Bronx [note: it's the same JB
stab as used on the intro to “South Bronx” by Boogie Down
Productions]. And our whole thing was “can we steal somebody's
shine with people thinking it's one record when we actually put in our
record” - you know what I'm saying? Today music comes out so late
from when it's recorded because of marketing and positioning, but
back then it was a singles market so if someone had come out with
something hot 3 weeks before you, could actually steal their shit.

PB: Yeah, there's been some classic examples of that like the Rob
Base “It Takes Two” record and Roxanne Shante and Skinny Boys
flipping the same beat at the same time.

CD: Right, it's no different from the 60's when you had all the cover
records out atthe same time.

PB: And the same with Reggae with different tracks all of one
rhythm version.
CD: These techniques are coming back as rap music has revisited
its... singles soul.
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I do believe that there are too many albums out there that thrust
upon having more than 6 or 7 cuts which the market-place can't
digest. A lot of people are making songs for nothing. But some of
these things will work themselves out.

PB: | want to talk about the famous Public Enemy drums that
Madonna went on to use [on ‘Justify My Love”). Were they
created by PE or were they lifted from DJ Hot Day Mastermix
which came out of Queens atthattime?

CD: No, they took them of “Security of the First World” [PE LP
track].

PB: But when | went to your first concerts over here before
that LP was out, Terminator used to play the Hot Day track as
you were leaving the stage at the end.

CD: What the... [Beat Boxes the drum pattern]. That was just a
break 12" that was out we just played it. We didn't actually use
that record to make anything.

PB: It was strange that it had exactly the same drums as the
PE ones, that's my point.

CD: You know what... | don't know, looking back on it - | know that
we used that record somewhere we sampled those drums
because they actually put the beat behind the “Public Enemy
Number 1” drums. [Those] drums were actually played in
manually.

PB: Yeah we read about that, was the whole track done
manually with no sequences whatsoever?

CD: On Public Enemy number one [yeah], because the beats
weren't in time so you couldn't put no computerised shit behind
that - the loop ain't timed perfect. You have to understand that |
put that song as a tape for WBAU back in 1984, making it [as a
pause button tape] with “Blow Your Head” [by the JB's] slowed
down. So it was definitely off when | did it but the rhymes just
hung it together. So when we actually did it we had a program but
it was too sterile and | wanted to try and get as close to the tape as
possible because the tape had the feel. That's another technique
that's not used today; like “Do you have to make everything
perfect”? We said that the imperfection actual makes it have the
funk.

PB: | see a lot of thatin RZA in his early production.
CD: Exactly.

PB: On the version of “Public Enemy Number 1”, “Son of
Public Enemy”, at the end of it you went off even further by
playing the “Blow Your Head” note in lots of different patterns
of other music. Was that inspired by the way Grandmixer DST
used to do similar things on his keyboard over the top of
breaks at some of the early Bronx Jams?

CD: No not at all actually, we came up with it because it was on the
keys in different octaves. After we'd finished it we thought it
sounded coo! but were like “Damn, it sounds amazingly close to
bagpipes!” And also “Son of Public Enemy” was an important
record just to bring Flavor [Flav} out, because we couldn't really
explain what Flavor did or what he was he was just Flavor. So
what we did was call that the “Flavor Whop Version” as what we
did in the beginning of our career was try and make records that
illuminated members in the group, like “Rebel” was to introduce
Terminator X. That method was from Jam Master Jay” as the
record by Run DMC because no-one knew who he was before
that record. And with Terminator X, he only became known after
“Rebel (without a pause)” because he's in the hook. It was catchy
enough to make people think “Who or what the fuck is a
Terminator X”. Same thing with the Security of the 1* World, we
were able to identify our members through records.

PB: Was the rest of the “Yo Bumrush the Show” LP made in
such an unconventional way because the way you used the
Meters and other stuff sounds more straightforward?

CD: Well you could say that the rest of the tracks weren't as “feel”
orientated as “Public Enemy Number 1. Although “Basic”

approaches for us were still twisted! [laughs].

PB: As producers, how did you come up with the idea of
getting lots of very different pieces...

CD: And just throwing it all in one pot and see what we come up
with?

PB: Yeah!

CD: Well it basically started as a “record playing brigade” and
then we would take areas from records and just say “Wow check
this little part right in here”. And if it was funky enough we would
sample it with just the little bit of “bit” time that we had and then
build upon it, and if it was too straight and sterile then we would
just take it apart and make it sloppy. It was never one technique
that made a record so it's not like we stuck with one way of doing
it. It was a combination of influences, like what Eric B was doing. |
think that Scott L_a Rock was also very basic with his sound, | think
that Run DMC and Larry Smith were very thorough with the
strength of their sound, and when it came down to Marley Marl -
he was very dirty and gritty with his sound. So we took those
combinations and just went across the board.

PB: Not Ultramagnetic?! [We had to mention them again
you know how we do!]

CD: Well Ced Gee and them to us basically had the same type of
technigues to Scott La Rock so we borrowed from those
techniques. Like when | first heard “Ego Tripping” | was like
"Damn they just took the break and rocked it - can it be that
simple?”

PB: It was simple but a real advancement to get the feel of
sound that they did using computerised equipment and not
musicians.

CD: Well although you had musicians at the time, you could not
repeat the musicianship of the 70's and also the studios at that
time because you hear the soul in those records. You can't
describe that type of live funk feel because a live feel is not totally
perfect.

PB: | wanted to ask you about the time that Melle Mel dissed
you on stage at your first time you played at the Latin Quarter.
He is one of your all-time favourite MC's, how did that feel?
CD: Well remember, he's Melle Mel and we're just a bunch of kids
who are signed to Def Jam and we could be looked upon as a
threat because he don't know us from Adam so the whole thing
was that we knew that we had to get through it. One thing that we
knew was that we came from Long Island with no high profile and
about 18 of us came in a smokey van, and it wasn't about being
pretty. All the other cats had money and we were just a bunch of
country cats from Long Island and we didn't pretend to be
anything else but there was just so many of us, it was the firsttime
that they had seen a posse. We rolled about 26 deep we were
dead serious, we really weren't playing.

PB: It was different though when you first played in the UK. |
was at that infamous first jam at the Hammersmith Odean in
1987...

CD: Oh you mean when LL got hit with the coins. Were you one of
them?

PB: Yeah, yeah that was me throwing them as soon as | heard
“I Need Love”, | blinded him and | take full responsibility for
my actions!

CD: [cracks up laughing] ...l tell him when | see him! | was
backstage trying to console LL and he wasn't trying to hear it.
Right after that, the whole London invasion - | have 6 hours of that
show on video and I'm gonna release a bootleg DVD.

PB: | have to admit, you were so big over here by the time you
came that we couldn't work out why you were the first group
on stage when we just assumed that you were the headliners.
CD: It was weird because we played the Def Jam tour that year
and we were rookies so we had Eric B & Rakim after us and then



Dougie Fresh and then Whodini and then LL. Because they were our
seniors. So to open up it was pretty much just us or Stetsasonic, and
because it was a Def Jam tour we had just a little bit of priority over
Stetsasonic who was Rush management but a Tommy Boy artist. But
we were friends with Stetsasonic because me and Hank had
promoted some shows for Stetsasonic up in Connecticut. So we were
never rivals; it was like on our first tour we even shared the bus
because we couldn't even afford a bus by ourselves so there was 6 of
us and 7 of Stet. Because the United States is big, you could have a
record that was hot in one area but back then before video and
national network you could go to places and people wouldn't have a
fucking clue who you were. During that time we were doing a lot of
interviews and nobody gave a damn. There was always an English
press but never a United States press because they didn't feel that a
iot of the rap artists were important enough for interviews. And that's
all | did, whether it was the Melody Maker or NME or Hip-Hop
magazines.

PB: There seemed to be like 10 PE interviews a week over here at
thattime.

CD: Yeah and my whole thing was that you had to say something
about something so | was like “fuck it, we're the Black Panthers of
rap”. And they were like: What the fuck? Are we being invaded? Who's
this Farrakhan?” We were just like: we're grown men, yes | love the
Nation of Islam, Malcolm X is a hero of mine, you know, yes we had
uzi's on stage - whether they're real or not? Well you know don't even
ask that question again, yes we do rap music, yes it's hard butit's not
counterproductive.

PB:...“We're not Schooly D!”
CD: Yeah, Schooly D may be a Parkside Killer, but we're taking that
attitude and we're talking about YOU! | knew what | was heading into.

PB: How did you keep track of the statements that you were
making with the press? Because you turned very quickly into a
politician and it was almost at one point like the English press
actively tried to catch you out on things.

CD: Two things led to that; one thing the Beastie Boys had just gone
through a whole fucking barrage of English press and we came and it
was like OK, if you think that these are silly white-boys doing frivolous
things then this is the antisepsis of that shit. That's a nightmare on one
end and this is a nightmare on the other end, we're about the total
opposite of the Beastie Boys as you can imagine and we're coming to
YOU! I mean | know my history enough to know that the black people
in the UK basically come from the Caribbean, | knew that everyone
was drowned with the monarchy and the Queen. | also knew that
there was a barrier between young black British kids and their parents
who had said “I'm off to a better place” and “God save the queen”,
and the kids Was like “well why the Queen” and all that shit. | used that
shit to say “well this is what's going down in the United States, but
you'd better look at your own situation.” Also a lot of the white kids
were saying “Well damn, I'm not exposed to none of this shit, I'm into
the music | think, but wow, whatis this...”

PB: “Who's this Farrakhan guy”?

CD: Yeah “Whao's this Farrakhan guy? Is this the black Hitler, | mean oh
my god, | love rap music but this is not Run DMC what the fuck?” |
would telt my guys that after this, we're going to go over to Europe and
the whole void was there because artists didn't want to do any
interviews and | would do the interviews that they wouldn't do. Eric B
and Rakim are “Paid in Full”, we ain't paid in anything, so we're going
to hone our skills being on the Def Jam tour in the United States. We
played 55 cities across the country for 3 months and | used to just sit
there and watch LL's show every night and Whodini's show who to me
are still one of the most under-rated rap groups of all time, some of the
best showmen ever. Dougie Fresh also gave us insight into how to do
a performance and not make mistakes. We used to analyse and think
that when we went to the UK we're gonna just show them some shit
that they really ain't seen before. We knew when we were coming in
what to expect. Eric B & LL didn't know what the fuck the whistles and
all the screaming were for because they thought that it was only
Public Enemy who are rookies and they haven't been here, so how
the fuck can they have a following when they ain't been out here yet?
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We ambushed the following but we had a burden that without the
crutch of a video, we had to be better than what your imagination
was of us.

PB: Like most Hip-Hop at the time, all we had to go on apart
from the music was the record covers. People don't realise
that at that time we built up a whole picture of an MC or Group
by the picture on the cover, the label told us what area of the
US or even NY that you come from and then the shout-out's
told us who you were down with. That whole process is really
understated.

CD: Turning it around you must have been like “Who's this guy?
What are the cars there for...”

PB: Yeah, “Which one is Flavor Flav? Is he the one with the big
leather goose on?”

CD: Exactly, so we had that out and our show down for 6 months
by that time and in America we have this thing called a "Football
formation” where everything is in motion on it's own. The S1W's
are on their own accord, Terminator and me have our own
accord, but Flavor... he's going from psycho to psycho... and
then Giriff is coordinating between me and him. The average
person is just expecting a rapper and a DJ and we just said that
you're going to be confused for 25 minutes where you don't know
where anything is coming from.

PB: | don't say this lightly having seen Don Blackman to
Ultramagnetic to BDP, but the first Hammersmith show was
without doubt the best show I've ever been to.

CD: Thank you, it felt good to be part of it. When | think back to the
most devastating shows that I've seen in my life, | think that I've
seen Grandmaster Flash and the Furious 5 at their supreme best
in a place in Manhattan, not Danceteria it was... damn, | forgot the
name of the place. Anyway it was in ‘82, '83 and | was like “What
the Fuck”. Matter of fact | was there and Daddy-O [from Stet] was
there but we didn't know, and Daddy-O has since told me that it
was the show that made him re-think what rap could do. He's a
scientist. People used to say that rap couldn't do what live bands
could do, but when | saw that show | thought that nothing could
go head to head with it at all. Then in '84 | saw the Fresh Fest with
the Fat Boys and Whodini and those two groups blew me the fuck
away! | already knew what to expect from Run [DMC], but they
had costume changes and dancers. When it was time for us to
step up, we had done our homework. We were literally for survival
and also fighting to obliterate anything in our path.

PB: It happened a lot in the UK where we had a perception of
how big someone is in the US based upon merely how good
their record is or how big they are over here. Nas's “llimatic”
LP is a classic example, where we were genuinely shocked at
how little that record sold in the US.

CD: | think when it comes down to Nas, and I've always said
this... DMX was privy to getting down in front of 10,000 people at
a time because of the Hard Knock Life tour, but nobody ever
remembers Nas ever taking it to the stage. How can you be a
performer if you never perform.

PB: Nah, I'm sure he did perform but he's one of the guys at
the time that when “llimatic” came out he only performed in
Queensbridge.

CD: | doubt that... really, | mean how long has Nas been out?
Have you seen him perform?

PB: Yeah I've seen him perform.
CD: Well?

PB: No not amazing.

CD: There, you don't get good just coming out at first, you gotta
keep trying. Look at De La Soul, they didn't really have it together
live to the point where they matched the level of their records but
now... man De La Soul is one of the all time great performers.
With some people it doesn't automatically come to you that you
are a natural performer, but your performance gives life to your

records. The fact that Nas hasn't gotten in front of the public,
people just say that your record is not enough, | want to see you,
I'myourfan, | want to see you bust that mutherfucker in the ass.

PB: | wanted to ask you about the way in which PE were very
organised and had an agenda and if you like a masterplan
with what you were doing. But Hip-Hop by it's very nature is
inconsistent [P Brothers note: like zombies for Alan
Partridge]; | mean KRS1 was a master at manoeuvring
himself through situations where he had contradicted
himself largely because he is an intelligent guy and he would
always put out ill records, so he could just say fuck it and get
away with it. With PE, you also had the intelligence and the
popularity/power at the time that the whole Professor Griff
controversy went down. Were you not surprised that you
didn't get more support from those around you during that
time, as we always thought that it was a situation that you
could quite easily dismiss and have the masses on your side
whoever was right or wrong.

CD: It wasn't necessarily an outside situation that could be fixed
because it was an inside problem. When there is a discrepancy
within individuals on the inside, you can't rely on anything on the
outside to fix it. That was a very difficult situation where you had
Hank on one side and Griff on the other and me in between. So
OK, how do we go about this and at the same time still adhere to
other members of the group who were also disagreeing with
favouritism any which way. And there's a discrepancy between
people to this day. Everybody gets on well with myself as a
handler of people because | don't have a philosophy that people
work for me, but that people work with me. But not everybody
shares that and that's life. You just make sure that you take care of
your family and then all that you can do is the best you can with
your working family. I'm facing the same thing now with another
business venture I'm doing where | have two diametrically
opposed people who do not get along and will never get along,
but that's life, you have to go forward. I've had a lot of successes
and I'm thankful, the failures are not really failures because they're
allartisticand artis art.

PB: Just speaking on that, can you think of a specific time in
your career to date when you could see that the sound of
Public Enemy was not having the same impact as the sound
of Hip-Hop changed - just from a musical point of view.

CD: It depends, for example Hip-Hop is such a widespread area,
our thing is that once we became world travelers thoroughly, it
became picking and choosing points. Everyone still says that the
Pete Rock version of “Shut Em Down” happens to be a UK classic
- but it's not a classic in the US. The original version of “Shut Em
Down” is a Texas classic, cause they can't relate to the smooth
sound and want thunder knowwhatimsayin?

PB: But just as one man who loves music to another man who
loves music, honestly did you really never think “Damn our
music is no longer in sync with where we want to be or as
‘classic’ as it has been”?

CD: | never looked at music that way, | look at music as an artistic
expression of doing what you believe in and have the chips fall
where they may. You do it strong and you keep doing it. | study
music cats and Ray Charles when he came out in the 50's was Mr.
Superstar and then in the 60's not so much. In something like
sportit's different because it's pure competition. It's not quantified
by taste but by someone bustin' your ass. You can say Mike Tyson
is my man or this other guy is my man but at the end of the day
someone gets knocked out and loses. It's not like that in music,
this is art but people are not trained on art and won't look at it the
same way and I've always had that understanding. So do | feel
like changing? Am | going to do records to sell them or so that
certain people will like them, or make them easier to perform?
One thing that has always remained consistent is that I've never
tried to flip upon my philosophies, cause that's not me.



PB: At the end of the day, if you're making music that you're
personally happy with and that the people you want to reach
are being reached then you have a good situation.

CD: Hey man, that's the story of my life. Believe me - straight up
dog, I've had a greatrun and | ain't mad at all, I've had a great life. If
I can go around the world and people say to me “thank you, you
helped me through some good times” ...| mean | don't really
deserve that type of compliment but you can't put a price on that
sort of thing. Being the most popular can't last forever but those
times are frozen in time, you can't take those times away.

PB: If you relate it to someone's career like Stevie Wonder
then you could say that “Songs in the Key of Life” is like
“Nation of Millions”, and there's stuff before that and then
also stuff after that. And the albums after that, fans like myself
won't feel are as good as “Songs in the Key of Life”, but
people continue to buy his LP's so maybe they're just more
relevant for a different generation but just aesthetically not
the same for me.

CD: Of course, and look at this. You're ten years younger than me
and | can't get passed “Signed, Sealed, Delivered” and
“Fingertips” so to me that's his best and | grew up with that and
later on “Songs in the Key of Life” wasn't the same for me. lt wasn't
the same as running round the living room to his earlier stuff with
my mom shouting “Stop running, stop running!” [laughing]. |
don'tthink alot of people in Hip-Hop have that perspective.

PB: So what do you think is the future for PE. Not for you
personally, but as far as a force that could come out now and
hold a powerful and meaningful agenda in Hip-Hop music
today.

CD: Well we're part-timers now and we admit that now. We're not
in the mainstream as far as competition because we already did
that. We have lives, we're in different parts of the country and are
now involved in different businesses. But when we come together

now that makes it a special thing and it's a wonderful experience.
We're actually going to release a record in the next couple of
months through Koch Entertainment. We own our materials and
we want to introduce an idea that people can use. When you've
been out over seven years, you're jumping into different
generations and therefore [you] have to bridge gaps. We're
probably going to do 40% new cuts, 40% remixes - not done by
remixers, but done through slamjams.com where we put up
accapellas on the internet. They were downloaded 10,000 times
and 462 remixes were submitted. So it's truly interactive with the
world market-place. We'll also put some live stuff on there.

PB: But when the grumpy old men go to jams and stand in the
corner complaining - one thing that's always asked is will
there be a group that will ever come out in Hip-Hop music that
will ever have the same type of impact as PE. Because we
need that innovation now.

CD: London and New York has seen it all as far as Hip-Hop's
concerned. You might see it in Sydney or somewhere. You'll see
the frenzy in places that are rarely visited. But the biggest music
superstar lately was not a group, it was Napster, it wasn't so much
the music it was the apparatus, so change will not come
expectedly, it's gonna hit you from leftfield and you'll think “What
the fuck...?”

PB: Do you honestly believe that it will happen?
CD: I truly hope that it happens.

PB: That's not answering the question, come on Chuck give
us some faith.
CD: It will happen, but it won't happen in New York or London.

Paul S and Ivory: The P Brothers.
Until nexttime: Put Ya Boots On.

HE P BROTHERS
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Jorge “Fabel” Pabon's address delivered at the United Nations
during "The International Hip Hop Conference for Peace” on May
16th, 2001.

Peace, Paz, Salaam and Shalom:

Good evening ladies and gentlemen, brothers and sisters, and
inhabitants of all the worlds. |, Fabel, of the Rock Steady Crew, am
delivering this speech on behalf of Afrika Bambaataa and the
Universal Zulu Nation.

First and foremost, | would like to thank The Creator and Sustainer
of the Universe for allowing such a great event with such a powerful
purpose. | would also like to thank everyone who contributed to
making "The International Hip Hop Conference for Peace" and
"Declaration of Peace" ceremony a reality as well as all, who are
attending, for your support.

| would like to preface this speech with the overstanding that when |
say Hip Hop, | am referring to the complete culture and not just the
element of rap or emceeing.

In overstanding Hip Hop culture, we must overstand the various
contributions and influences it has had since its origins. These
influences and contributions are found in current and previous
cultural forms of expression; from world to urban, social, political
and economic dynamics; various religious traditions and
ideologies; scientific development and many other historical
references. Even after analysing all of these points, one might still
fall short of totally explaining the phenomenon of how one's spirit
relates and interacts with the universal rhythmic vibrations found in
Hip Hop culture. However, we should try to acknowledge that which
can be verified and stands true as fact.

In this quest for Peace, the Universal Zulu Nation continues to
promote: Knowledge, Wisdom, Overstanding, Freedom, Justice,
Equality, Peace, Love, Unity, Respect, Work, Fun, overcoming the
negative to the positive, and other core principles.

These goals have become a reality within The Universal Zulu Nation
as is clearly demonstrated by our international attendees and

representatives at our yearly Anniversaries. Our chapters are

scattered throughout the world, yet bound together through an
overstanding and respect of each other's individual cultures as well
as our common culture, known as "Hip Hop". The Universal Zulu
Nation is also united, as we are today, in spirit and purpose. Our
concerns for upliftment, of all people, are shared by many, as is
evident in this gathering and other conferences designed to
highlight the positive power and potential of Hip Hop culture.

In this quest for Peace, itis imperative that we acknowledge Hip Hop
culture as a transcending force which belongs to those who create
it, live it, support it, protect it, and promote it, regardless of their race,

religion, nation, tribe, crew or organization. We might fly different
colours, which represent our individuality and commitment to
various parties or beliefs, but in truth, we all produce one collective
mosaic, which creates the unity of this culture.

Although Hip Hop culture was, for the most part, initially celebrated
by African and Caribbean descendants in the 1970s, it was also
embraced by various other ethnicities during this period, especially
after it found its place above ground. For the true Hip Hoppers, our
standards have never changed regarding who is "down by law" and
who isn't. One's skills for speak for themselves, regardless of one's
skin tone or background. To us, it's about being original and
bringing something new to the elements while preserving the
foundation set by the pioneers.

Hip Hop culture continues to unite people of various religions,
nations, and cultures through the universal languages of dance, art,
music, fashion and many other tools. The fact that Hip Hop is not a
religion, philosophy or belief system gives us a neutral platform to
unite upon. It is inclusive and has always consisted of various
influences.

Peace can be achieved by respecting each other's differences,
uniting in our commonalties, and agreeing to disagree with each
other's opinions and views. Hip Hop culture has not only given us a
vehicle of expression, but when used positively, it has given us an
opportunity to explore the world and change the lives of many. It has
helped many of us overstand ourselves as well as others. It has
helped to educate us and challenge our views. It has given many the
opportunities to become self-empowered. It has given us many
ways to communicate with our youth and has helped us to exercise
and stimulate their senses. The outcome of these efforts often
brings about a strong conscious generation of individuals who have
found peaceful ways to settle differences and who stand for the
upliftment of their community.

Unfortunately, Hip Hop culture has been misrepresented by the
media and those who are either ignorant or have a hidden agenda.
In this quest for peace, we shouldn't depend solely on the media for
information about Hip Hop culture, since there have been many
cases where the media has helped to promote division and
corruption within the culture. We should not rely on sources who
have no authority, knowledge or overstanding regarding Hip Hop
culture's origins and evolution. We should make it our business to
research, cross-reference and fact check all of the pieces to this
great puzzle. With this we can become students of the culture.
Ultimately | have found that the most honorable teachers continue
to be great students.

for more information about the Zulu Nation go to
www.ZuluNation.com or www.ZuluKings.org




THE RESULTS FROM THE 28th Zulu Nation
Anniversary
(we were also celebrating the 27th Anniversary

of Hip Hop) Nov. 8-11th, 2001
Venues: the National Black Theater (Harlem)
and the Key (Bronx)

ZULU NATION B-BOY WARRIOR BATTLE:
(coordinated by Lucky Strike and Speedy Legs)

5 on 5 Crew: Supreme Beings (aka Supreme
Team)

Solo: Sweetness (Supreme Team)

2 on 2: Zone and Heps Fury (Zulu Kings)

Judges: Fast Break, Kwon, Pupe, King Uprock,
Frosty Freeze

Hosts: Lucky Strike and Speedy Legs

DJ: DJ Trails

ZULU NATION INFORMAL DJ BATTLE:
(coordinated by Christie Z-Pabon)

|I-Emerge vs. Teddy (winner: I-Emerge)

K-Razor vs. DJ Spinal winner: K-Razor)
oppace e s Tl
-Sweetness Leing proseliind g trophy by. Immortal vs. Rugged OnE winner: Immortal)
King Uprock for the 1 on 1 Bboy Champion Unknown vs. AXiS (winner: Unknown)
-Supreme Beings-NYC won the group D-Con vs. Chase winner: Chase)
Bboy battle : Tommee vs. Snees §winner: Tommee)
Ground FX - R.l. came in 2nd Place J Cheese and P-Love.

-Fabel and his jacket, K-Won, & Bam

-Zone accepting the trophies for himself Host: the Original Jazzy Jay

and Heps Fury for the 2 on 2 Bboy battle Judges: Mista Sinista, Steve Dee,

THIS PAGE GrandWizzard Theodore, GrandMaster Caz,
-Shabazz, Jazzy Jay, TC Islam, & TC lzlam, D

Kool Herc

-Afrika Bambaattaa and DJ Jazzy Jay ZULU NATION EMCEE BATTLE:

-Trails Rockin The Bboy Battle coordinated by Lucky Strike

-Shaka Zulu Training demonstration Champion: Mental Case

-Ken Swift getting a Zulu Nation

hall of fame award hosted by Yoda & TC Izlam SR
-Nucleus performing their hit "Jam On It" DJ: the oyriginal Jazzy Jay wn?
-The definition of Diggin won. TR

-Trails Dusty Fingers from Diggin!
Photos by: TRAILS - www.HipHopElements.com
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By Ilave Tomnkms

Paul C. (McKastey) who's
work and love for music
inspired many.

“Dance, Coz Ripped His Pants”

We'll never get over it. Always trying to fill our '88 skates with
expectations more swollen than James Brown's ego driven feet.
That year, New York was still losing its blues and pants to “Do The
James...”, a club anthem by charismatic Queens duo Super
Lover Cee and Casanova Rud.

Recently someone passed Supe in the street and quoted him:
“the choreographer causin' your funky dope maneuver”. “That
was all he said”, laughs Supe, federally known as Callente
Frederick. “l turned around and he just nodded and kept walking.
They'll mix up our names and call me Supernova Rud or
Casalover Cee. But they do remember the song. That feels
good.”

“Do The James..” still gets requested at weddings. That is after
pops mashes his penguin suit doing The Boogaloo, stepping on
the bride's train while smoking a Camel stalk, trying not to lose his
potatoes as James Brown swiveys him through “There Was A
Time”, a 1968 ode to dance crazes past. At the end, James
screeches, “You haven't seen nothin' yet 'til you see me do the
James Brown.” Right before skidding across the run-off wax.

Dedicated to the memory of

PAUL G & 1212 STUDIOS

Operating out of tiny
Queens-based Studio
1212 in the late '80s, Paul
C helped shape the sound
of Ultramagnetic MCs,
Organized Konfusion,
Large Professor, Super
Lover Cee & Casanova
Rud and Eric B & Rakim.
His production
innovations and
techniques were critical
to some of hip hop's most
fabled times and his
bizarre tragic demise
remains unsolved.

James trips over the serial number (12502-1) that Cincinnati's
Dee Felice Trio would rejigger and press into license plates (3095)
for their get away version of “There Was A Time". Just above the
bumper, the Ohio state motto reads “The Heart Of It All".
Produced by James Brown for Bethlehem Records in 1969,
Felice's incarnate was hot as the Georgia asphalt that Hardest
Working paved by foot. To the pedal goes DFT pianoman Frank
Vincent, jamming his cuticles into his knuckles. Meanwhile Lee
Tucker's spidery bass pulls the pocket inside out. Change for the
next spin tumbles into the slot and time gets knocked out of
jukejoint.

Felice himself is behind the drums, driving the track into the open,
past Kool Keith's tractor pushing skulls by the roadside. Keith
denounces “weasel power” and the drums blow his Budweiser
cap askew, changing hip hop faster than we can squander the
mandatory “Traveling At The Speed Of Thought” reference.
Faster than the rambling E Train, which isn't really that fast, but it
does take us to the ends of Jamaica, Queens. We must get to the
studio someway. On the last stop of the DFT liner notes, James
Brown advises our battered fingers to, “Turn up the volume and
dig, baby, dig!” His words, our twist.

"PLAY MC ULTRA AS A WARNING SIGN OF
MY SKILL."

Pan to 1987. Emerge from the last E stop in Jamaica, Queens at
Parsons Street, and walk a few blocks up to The Music Building
at 9232 Union Hall on the corner of Archer. Facing the LIRR, the
Music Building holds six floors of studio rehearsal spaces and is
tramping distance from the Bristol Hotel, the trollop stop and
muse for LL's adventuresin Room 515.

On the third floor is a booming cranny called Studio 1212. Here,
sits engineer Paul McKasty, the guy who plays ping-pong with a
Barney Rubble chuckle. Everybody calls him Paul C and nobody
knows why. Across from Paul C are four guys from the Bronx who
do things differently. Everybody calls them Ultramagnetic MCs.
Nobody knows what the hell they're rapping about. No more
than anybody knows who Paul C is. But like Ultramagetic's TR
Love says, “Some drums have been in peoples faces all along
and they wouldn't know it.”

While recording “Feelin It”, Ultra made a friend for life in Paul C by
using two seconds of unturned drum from James Brown's “Give
ItUpTurn It Loose.”

“Paul said 'what the fuck is that, basically,” says TR who co-
produced “Feelin It” with Ced Gee. Ced and TR caught these two
JB ticks in the Ultra Lab, Cedric's Bronx bedroom with walls lined
in mercurial silver wrapping paper that funhoused your face. “A
billion niggas used it but they never found that one particular part
in the record. Every time they'd hear that record, they'd think,
Naahh, can't get it. BUT if you pan the record left or right, there's
the motherfuckin' drums. All you had to do was get two seconds,
and if you're a master of choppin' the break up... THERE YOU
ARE. IT'S THERE FOR YOU. Me and Cedric looked at each other
like holdup.”

So what you're saying is TR Love has an ear for these things
partly because he had one uncle in BT Express and another who
was none other than Breakbeat Lenny, the record dealer who
basically released the Krakken from the crate with his Octopus
Breaks series.

“On the album version, the break is two extra seconds longer.
But the 45'was clearer because the drums are harder. We
compared it and took both. Paul kept wanting to know how we
didit.”

Paul C also might've wondered how it was possible for TR Love
to rap on the instrumental version of “Feelin It.” Which is why |
said they do things differently. So at this point about half of Ultra's
debut album for Next Plateau is in the bug spray can. Kool Keith
had said satellites get dim every time he speaks, so he's looking
for another beat that's "rocketable.”

After chasing drums all night, Paul C finally trapped some in the ,
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right channel and is ready to drop an unexpected beat on Ultra.
He pushes play and Felice's drums bust out, beating their snarey
chest as the piano and bass from “There Was A Time” are in left
channel, eating dust in the mix. This would become the Ultra
classic “Give The Drummer Some”. The drummer, Dee Felice,
got a lot because Paul treated him right like a soloist. Inspired,
Keith would rhyme about "funky extensions", and faster than a
switch-up, the track sprouts some: a roll from "Funky Drummer”
splits ends and then it's back to Dee's "Time" being pounded
senseless. Felice yourself.

“He panned the record, then he just flipped out on the
programming,” says Paul Mitchell, a.k.a. Large Professor. Paul
C's former protégeé says “It was crazy” three more times and just
nods into a grin. “Paul C brought panning and chopping to hip
hop production.”

On “Give The Drummer Some,” samples are flit second flies,
landing for a horn biat and rubbing their hands together for a
guitar riff before vanishing into the drums. “The licks we had, the
stabs, samples whatever, was instrumentation,” explains TR.
“We doubled them so everything sounded fuller and bigger. Paul
had his turntable going through the boards that could separate
the Mono tracks and make them Stereo. So we couid pull left or
right of any particular record we wanted to use. The
instrumentation on one side and the drums on the other.” CJ and
Paul wired the turntable so they could use the fader for panning
balance, sonically splitting the record. Sampling was relatively
new so they blew right by the book, flipped left and broke delta
north.

“Paul C was a phenomenon”, beams CJ, co-pilot engineer on
1212's console. “He was doing things against the grain in the
way he brought across EQing. He had a special ear. Same guy
would work on the same equipment and it would sound like a
turd. Paul elevated the quality of the equipment.” “He'll make 70
different sounds out of a fuckin' hi hat,” says Erick “Casanova”
Rudnicki. “He didn't have that much in the studio - the shit he
used to get out of it was incredible.” Rahzel, who worked with
Paul before Ultra, testifies: “He could take a tin can and make it
sound like elephants running through a jungle. With Ultra, you
could see where Paul's sound changed.”

Until “Give The Drummer Some”, Paul C was just on “groove
support”, detailing Ultra's space Cadillac. Or as Ced Gee said in
"When | Burn": "Paul C, he got the bass pumpin". Paul C also
provided the heralding trumpets of “Burn” and produced one of
the song's other two versions. “l| liked the spontaneity back
then,” says Ced. “Like when Paul had those Meters organs for
'Ease Back'. We learned a lot from each other.”

"Paul was involved in how Critical Beatdown evolved”, says CJ.
“And how the ideas bounced off each other. He [Paul] had a
version of Funky Drummer - he took the ending of that loop and
put it on the beginning. He cut off a kick, he cut off a hi hat and
replaced it with a silence. The loop was suspended.”
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“YOU'RE ON REVERB TALKING TO CANS”

Ask TR Love when "Give The Drummer"”s rhymes were written and he
laughs, "Shit...[we'd] just lay it down and let it go. Paul just dropped it on us.
Keith heard itand right there was like 'Let's go'. Keith was centrifugal”.

"The fun thing was making records with him [Paul]", remembers Kool Keith.
"He really cared about our music. He gave it ['Drummer"] that sharp snare.
He traded drum kicks with Trevor [TR Love]. It was fun putting my voice
through effects. There in the late-night ghost sessions, he giggled at my
lyrics looking through the window."

CJ Moore remembers being in such guffaw that they hid under the console.
"I was under the board in tears. | couldn't believe it." The levers on the
console resisted their periscoping hands, stumped because Kool Keith
tongue-tied the board and because Queens MC Mikey D had tagged up
the mixing board in an earlier session. "l thought Keith sounded like a white
guy on LSD. We laughed at it but it was also interesting. Kool Keith was an
instrument because how he did it. What the fuck is on his mind? Then they'd
be like 'how'd that sound?' And me and Paul didn't know what to tell them."

Cedric and TR shrugged with one those, “Keith's Keith” responses. After
all, Keith made up the group's name and Cedric suspects the inspiration
came from staring into the mutant Mylar walls of the Ultralab. “Keith would
get in the studio [1212] and start making up words. That shit be so funny.
Like 'subiblical'. | was like ‘what the fuck does 'subiblical' mean?' It was so
many. He'd be rhymin' and the words come out of nowhere. He was the
only rapper who could pull that off - who could make up a word and make it
work.”

CJ's still baffled. "The average rapper was not understanding that they
[Ultra] were touching down on actual philosophy on different things. They
were hitting you with poetry in a different context. It didn't have to make
sense because of the cadence of the music. The music makes you totally
forget what's going on. You're listening to the music but you're not. But find
yourself remembering key lines. 'Roach pesticides, eatin' bugs bitin’
mouse.' What the fuck are you talking about? Some people thought it was
illiterate it wasn't illiterate. It was very literate. It was like Ornette Coleman
had stepped in. lt didn't match anything. It was following nothing."

Oddly enough already, there's a Kool Keith outfit for every last engineering
move: “Paste the rhythm and clock the time that | leave, come back on
beat, different.” Like he was trying to lend them a detachable hand. “You
didn't know where the rhyme was gonna fall”, recalls Ced. ‘Just tryin' to
keep up with Keith back then was hard because he was so far ahead.” So
far ahead, the engineers didn't know where or when he'd land, mixing
metaphors into colliding samples. When Keith went Wham-o, treating
rappers like a “red ball with the wood piece paddling”, Paul C came with the
ill slice serve - connecting Keith's “abulary”. “I don't know if Paul was good
enough for the Chinese Nationals though,” clarifies Rud, who would bat
ideas with Paul on the ghetto plank ping-pong table in the hallway outside
1212.

CJ shakes his head. “We looked at each other like 'this is some new shit. We
have to adapt to this'. The offbeat style threw us off completely, like when
we anticipated drops. When | wrote [as Black By Demand], your middles
would fluctuate and your endings would land on the ones. But [with Ultra]
we were more overwhelmed with the cadence. Usually the track keeps you
in line. They had a contrast. How we placed things and how Paul capped it
off - it was something else. Not in terms of better or worse but it was
something else. We knew 'Ego Tripping' was a street anthem but at the time
we had no idea what kind of impact Ultramagnetic would have. It was an
experiment basically. There's so many different pieces. Ced Gee, to his
credit, he had a floating mind, so diverse. Why did you grab this?”

Ced Gee goes “brrrww” over the phone, cloning the brass plunger from
“When | Burn”. “If we had to do it over it'd be like '‘where the fuck we get that
from?' A lot of stuff wasn't documented. We had a record we had planned to
do, but when we got to Studio 1212 nobody was feelin'it. Not the group, not
Paul. So we'd put a beat on and everybody would grab a stack of records
and try to find samples.”

a4

FLIPPIN GRITS

Back before Cut Master DC was spinning basketballs on
spindles, Bronx MC Grandmaster Caz was caught on
tape warning, “If anyone wants to cause static you better
...” before DJ Charlie Chase cuts in an old record to say,
“run away.” Inspired by Marley, Ced Gee was the first kid
in the Bronx to grab an SP-12 and run to the blight. While
the SP-12 was four bits short of clear-minded sound, Paul
C and Ced Gee used a bunch of trashed records to make
it biodegradable. CJ Moore: “Ced Gee kept saying, 'lt's
the static, you gotta have static.'! Me and Paul are
laughing like this guy's crazy. He was so adamant on
static, dirt, noise, grunge. We'd have to bring that to light."
They'd sample the diner skillet crackle from the
beginning or end of a record. “It didn't have to be from a
record,” Ced corrects, over a popcorn phone
connection. “It could be just noise. You didn't want your
stuffto sound too clean.”

By today's digital chlorine standards, Ultra's sound
quality may be Snicker bar in the deep end. But Ced Gee
called it in the air in '86 when he was "Anticipating laws
concerning realized composition" over the phased
Corvette cowbells of “Funky Potion.” When they
performed the song, Ultra would the stop the music after
each verse and ask for a show of hands to see who
caught it. “That was crowd response,” rationalizes Ced,
planting bugs beneath the Periodic Table. Throw your
hands in the air in disbelief. Ultramagnetic did things
differently.

“Ultramagnetic was schooling a lot of cats with their
music," says Pete Rock. "l always listened to 'Give The
Drummer Some,' trying to figure it out. | thought maybe
[Paul C] knew someone at Polygram that had James
Brown's reels. There's no way in the world he could
sample [Dee Felice] and take the sounds out. Those are
the illest drums | ever heard.” While Pete is known for his
horns, the resonant cowabunga drums on the
“Surfboard Mix* of “The Creator* are on some
“Drummer” shit. So are the drums on Phase and
Rhythm's “Hyperactive”, a scarce 1988 indie release on
Funky Tune Records, produced by Paul C and shopped
to Tommy Boy by C.J. Moore. On “Hyperactive”, Paul
killed it with the drums from Tommy Roe's "Sweet Pea,"
hitting so hard that the peas passed on from School of
Hard Knocks to MC Lyte to Attica Blues, all filching the
same beat.
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Why Extra P Still has A Cassette
Deckin2001 (Part1)

“Hyperactive” still sounds really good now,
especially when sitting in Large Professor's 4-
Runnerin Queens across from what's left of Studio
1212, looking very “Bronx” since a fire in 1995.
Extra P is reading the funny pages while we listen
to a tape of Paul C rarities, small independent
releases that never made it past Hank Love and
DNA's radio show on WNWK. Rhythm or Phase
raps, "When | first heard this beat, it had to hype
me." Extra P taps out the drums on Hagar The
Horrible's face. “Paul C used to make me tapes of
his groups and | 'd analyze everything. Check the
compression, word.”

CLOSETO THE CREDIT

Paul Cwas Large Professor's mentor, teaching him how to "get busy over unknown
tracks," "drop skills over drum fills" or some other rote quote from the first Main
Source LP that we've studied right down to the credits. The ones that read "Paul C
Lives!"

The ones that also made us wonder: why is he dead? Why did Organized Konfusion
dedicate their album to him? Who's the white guy with record bags under his eyes
pictured on the back of Stezo's “Freak The Funk” single, with the panegyrics below
saying: "Dedicated to the memory of Paul C (McKasty) who's work and love for
music inspired many." The same guy pictured on the back of Eric B & Rakim's third
album “Let The Rhythm Hit Em”, rocking a cable-knit cardigan and bow-tie? One old
school writer speculated, "Something's gotta be up if they put a picture of Paul C on
the back of the album next to Eric B's grandma." (Actually it was Rakim's father, but
either way it's some heavy shit, being that Scott La Rock is pictured on the back of
“Follow The Leader”).

So little known about Paul C: Nice guy. Sick record collection. He knew beats. Yet he
played a crucial role in hip hop's transformation back when clearing a sample only
meant cleaning the record before using it. Though he had amazing crates, Paul C
refuted the notion that a producer was only as good as his records. Those who
worked with him will aver that Paul C was firstto touch alot of classic beats.

In 1989, Paul would be inspired when NWA went lawless on conscious but sadly
wouldn' live to hear Jungle Brothers' monument “Done By The Forces Of Nature”.
That July, as the New Music Seminar was about to begin, 24 year-old Paul McKasty
was found shot to death in the basement of his Rosedale, Queens home. To this day
the crime remains unsolved. He had no enemies, and his career was on the verge.
While we may never know what happened or why, we can at least hear Paul through
those he taught: Large Professor, Organized Konfusion, Stezo, Super Lover Cee &
Casanova Rud, Ultramagnetic, Biz Markie, Queen Latifah, Eric B & Rakim. And the
listgoeson.

The mythology surrounding Paul C stems from how he wasn't mysterious. Paul
loved rap so much he couldn't just be an engineer. He treated clients like friends and
his friends didn't perceive him as just the hairy guy on the other side of the glass who
at the end of the day got you high and just went home and air-noodled to Satriani for
five hours. Studio sessions would often spill into Paul's basement in Rosedale,
Queens, where he shared an apartment with his mother, brother Tim and later his
wife Reesha.

Back when he was grooming Organized Konfusion (then Simply Too Positive), Paul
would give Po and partner Pharoah Monch rides to the studio. “He just loved the
music so much he didn't want to mess with nothin' that was wack,” says Prince
Poetry. “He was on some unmade up shit, you can't even describe it. You look at him
and he got on faded jeans, afat pair of sneakers and a sweatshirt with a holeinit.”

“What's scary is | just remember his face,” says Rud. | don't remember his gear. He
definitely wasn't photogenic for sure. But his image is in my head forever. | could
never forget his face. He was probably one of the most kind-hearted, gentlest people
| ever met. | used to call him a brother trapped in a white body. When you looked at
Paul you didn't see color or race. You just saw somethin' you really admired. You just
wanted to be around him. He wasn't really energetic and outspoken but he was laid
back. He always had a smile, when he didn't smile it wasn't a frown, it was no emotion
atall.”

Remembers TR Love: "Ced Gee told me 'that nigga Paul C is nice', and then | meet
him and | was like 'Who the fuck is this?'.” “The way he spoke, if you weren't looking
at him you wouldn't know [he was white],” recalls Large Professor. “I was still in my
teensthen. Itlet me know people are people. It did alot for me."

Mick Carrey ran Studio 1212 and would hire the aspiring producer. “I was like ‘'wow
this is my brother. This is what I'd want my brother to be like. Forget my asshole
brother | want this guy'. He had the ability to work with so many different people. He
could getthe best out of anybody.”

“He was hip-hop but wasn't phoney about it," continues Prince Po. “*He was more
into throwing on that James Brown cut that niggas couldn't find. When you're taught
the bare essence of music and how to love it and define what's funk to you. Paul C
spent so much with it. He got so good | don't think he knew how good he was.”

»
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A ROLLERSKATING JAM NAME

As RUN DMC earned their Adidas stripes in the mid-80s, Paul
C's future clientele were slugging it out at United Skates of
America, a roller rink in Jackson Heights, Queens. There two
young rappers from Astoria housing Projects named
Casanova Rud and Super Lover Cee saw Ultramagnetic
perform “Ego Tripping”. Ced Gee rapped about medical
utensils and Keith was already getting down to the gritty,
insulting the recording quality of his foes, “lousy edits”
included. “Ego Tripping” had originally been pressed up on
Diamond Time Records by DNA, a visionary radio DJ who
named Ultra's hit and would later discover Callente and Rud at
USA.

Another Astorian rapper called C.J. The Great missed that
performance of “Ego Tripping” due to the chicken pox, but he,
Ultra, Callente and Rud were all at USA when KRS One did
“Bridge Is Over” and dissed Queens in Queens. Ced Gee took
particular interest since he co-produced BDP's Bronx jeer.
“That song was so hot we couldn't help but jump to it,” says
Callente. At the time, Callente's DJ was RUN's man Larry Larr,
namechecked in MC Shan's “The Bridge.”

Callente and Rud were close friends who grew up in the same
building roughly ten blocks from Queensbridge. They became
project football rivals and along with CJ Moore and Tiny Tim
would host parties in Astoria as the Future 4. CJ The great
claimed a couple of USA titles while Rud (then named
Spinbad) and Cee would rip the rink with “I'm Bad”, a song
recorded ontape athome. Rud's nemesis Romeo also entered
USA's frequent rap contests. Romeo was backed by DJ Irv
(later Gotti) and Rahzel, some kid from Laurelton Avenue who
made strange noises. “Rahzel could rap and beatbox at the
same time, back then,” marvels Callente.

Callente also saw Mikey D and DJ Johnny Quest perform at
USA and recognized the former from an earlier run-in at the
Louis Armstrong Center in EiImhurst. Representing Laurelton
with his LA Posse, the green-eyed Mikey D had already battled
James Todd Smith at Rollercastle, a rink near Long Island
where Flavor Flav threw functions. Back then, Kangoless Cool
J rocked an ever-expanding head-band and his rivalry with
Mikey D escalated from high school toady goading. “LL had
Cool J on his sleeves, hat, back of his sweatshirt and pants,”
laughs Callente. “Mikey D walked around like he was the
greatest. That was his thing.”

THE C STANDS FOR CRANK-THE-SHIT-UP-SO-
IT-CAN-FUCK-WITH MY-EARDRUMS

The young son of none, Mikey D was recruited by the Clientel
Brothers, a Queens squad composed of Will Seville, Mr. Gene and
Eddie OJ. Along with Rappermatical and the Professional 5, the
Clientel Brothers were local Queens heroes. With Mikey D, the group
cut “Run Jesse Run,” an Aleem-produced 12 inch on Nia Records
released the same year as Project Future's “Ray-gun-omics.” In 1985,
Will Seville was working on demos in Paul McKasty's garage in
Rosedale, Queens when he brought Mikey and Johnny Quest over to
check out the battery of old drum machines. “Paul had all the basic
old school equipment,” remembers Mikey. “Any idea you had he
could do it, without sampling. It was like nothing you heard before but
it was what you wanted.”

At the time, Mick Carrey was cutting low-rent rock demos in Studio
1212, a tiny third floor space in Jamaica, Queens. “| put an ad in the
paper for an Ensoniqg sampler | was selling,” says Carrey. “It was one
of the first. Paul called me about it and checked out my studio and
asked if he could work for me. What's this kid talking about? He's
dreaming.” Carrey couldn't afford to pay, but McKasty said he could
bring in some new clientel (wink nudge) and just take a percentage.
Paul C quickly gotintimate with every patch and wirein 1212.

About when Marley Marl set up his home studio in Astoria, C.J. Moore
heard about Studio 1212 through Dr. Butcher, Kool G. Rap's scratch
DJ. “The day | met Paul C | did a song with DJ Smallz called “We re
Getting Paid.” An old school park legend from the Bronx, Smallz
rapped on Marvelous 3's 1980 single “Rappin All Over” and was
introduced to C.J. by the Disco Twins, New York's mobile DJ heroes
also from Astoria. Made with a go go bell and a Joe Tex kick, “We're
Getting Paid” was released on Hbo Records and was inspired by a
conversation overheard in a grocery store.

Back then a 13 year old C.J. would show up at 1212 at 3am, feverish
for studio time. Carrey soon hired him as an additional engineer and
Paul's older brother Tim joined the ranks as well.

Mikey D and DJ Johnny Quest were elementary school chums who
claimed their hip hop identity in 1978, when Quest's older brother
gave him two turntables and a mixer. “Me and Johnny played odd-
even shoot because we both wanted to be DJ,” laughs Mikey. “And |
lost.” At the time, Bronx promoter Arthur Armstrong was working in
customer service for Sterling Drug, known for its French colognes
and rat poison. “Dr Shock was with Symbolic Three and he
introduced me to Mikey. Mikey was a great showman.” Paul C would
produce an Armstrong-Shock act called Heartbeat Brothers (on Elite
Records) as well as the first two Mikey D singles on Armstrong's
Public Records.

On “Bust A Rhyme Mike”, Mikey tells LL to “take a hike”, and Paul C's
track was loud enough to frazzle Q-tip fuzz. It's that bigger-deafer-|
can't hear the ringer thing. As with producers like Boogie Boys [Ted
Currier], Fresh Gordon and now Mannie Fresh, drums didn't beat,
they crushed. “Itwas heavy onthe open-gated reverb,” says C.J.

Though the keening keyboards sound dated enough to court your
mother, Paul C's percussion fills help oil those drum machine joints so
the tin man doesn't clunk down a spiral staircase. “Paul used fills to
break monotony,” says C.J. “He would come back in on a kick or
snare or specific instrument. It rejuvenated the feel of the record
because once you get comfortable with it it grabs you and brings it
back.”

On the flip “My Telephone,” Mikey D raps the pre-Caller ID blues and
Rahzel walks into 1212 and makes his beatboxing debut. “Rahzel was
the kid in school who sat there imitating airplane noises,” recalls Mick
Carrey. “He had an arsenal. Paul and C.J. recorded hours of Rahzel
and sampled him into the drum machine and started making beats
out of it.”



JOCKBOX CUTTERS

They made a sound library out of Rahzel's Bizapell-mell and he didn't
even know it. “ gave him a tape of my beatboxing and | don't know
what he did to it but he played it the next day and everything I heard
was my voice. Paul C was one of the first to put together a song that
was all vocals. The only person who came close to what Paul was
doing was Bobby McFerrin.”

CJ and Paul often ad-libbed whatever technology Studio 1212
lacked. “Without being that Nunez guy we'd do little chops and
stutters,” says CJ Moore. “And Paul blended in the beatbox behind it.
We'd hear something and not find the instrument and make the
sound with our mouths. Paul C did whatever he had to do to make
whatever was in his mind come to pass.”

“Paul said | could produce vocally and forget about sampling a
record. He'd tell me to break down each instrument and then put it all
together whole, from hi hat to bass kick to bassline. He said, The way
you should sound over a microphone, no one should be able to tell
that it's a human. You should sound like the machine or a drum kit.”
True, Kurtis Mantronik could make a human sound like a DMX and
Biz had cloned the Speak N Spell throat gargles of Whistle's ‘Just
Buggin”.

Rahzel is the bassline on “I Get Rough”, the second Mikey D single
released on Public. Paul plays the “Brickhouse” bassline and takes a
single blort from Rahzel to thicken each note. Brickhouse's inbred
cousin, “SWAT Theme,” kicks in the door wearing a leather horn
section and Mikey D disses LL by paraphrasing “I'm Bad.” Which
samples “SWAT Theme.” Rahzel drops back in the track for a
ghostly, chinstroking, “ahh,” and | exclaim ha! Like anybody reading
too much into this shit.

Rahzel's patented “brwoinrrww” hog grunt is from Paul C teaching
him guitar stabs. “He'd be like ooh, | heard this other beatbox that
was way better than you, you better practice.” And he'd better if Paul
had heard Squeaky G. Paul C sent Rahzel home to beatbox his
brains out and study tapes of James Brown, Black Sabbath, Led
Zeppelin and “Owner Of A Lonely Heart”, the Trevor Horn-produced
stab rally that got Yes on black radio in the '80s.

According to CJ and Mick, Paul was a huge rock fan. His hip house
remix for “Traveling At The Speed Of Thought” daggered the Jagger
and Keith Richards would later approach Paul C for a remix that
mercifully never occurred. TR was worried about lawsuits though:
“they treat&ls like Rolling Stones in England. Paul mixed our album
like a rock record.” Paul also worked with Annaboubloua, featuring
Bond Bergland on guitar and Hearn Gadbois on drumbek. But Rud
says that if Paul wasn't working on a hip hop record, “he was dying
inside.” According to Carrey, Metallica and Anthrax were stinking up
rehearsal spaces a few floors up. “Sometimes these [rock] guys
would go crazy and it would be too loud,” says Rud. “We used to EQ
the mics and you could hear the music bleed through the walls from
studios across from us. It'd bleed through the mic. We thought it
sounded kinda funky with that shit in the background with the
vocals.”

Casanova Rud was 15 when CJ Moore first brought him to 1212. “It
was awe inspiring because | would walk up to the Music Building and
see all these rock heads and some Indian guy with a strange
instrument comin' up in there. They called it the Music Building but |
couldn't distinguish what the hell it was really: Mosque fashion studio
dancehall.”

Rud and Paul “had comraderie right off the bat” because of their
Polish descent. “l asked Paul if he had any drum sounds and he pulls
out a orange fisherman's box full of color coded discs.” With his
mother's support, Rud recorded “Outstanding” and CJ and Paul
mixed it down. “Rud came back to the projects with this song,” says
Callente, admittedly a little jealous. “It sounded professional, like a
hit.”
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DO THE JAMES DNANCE

Working for McDonald's and the housing authority, Callente put his
Big Mac mowing money toward studio time. “When | first brought
Callente in there, Paul didn't want to do the session,” recalls C.J.
“Callente started rhyming and Paul was like, shit say that again? It
jumped from then.” “Do The James...” began as Callente's solo
venture, an idea contingent on a record swap. Rud had the James
Brown sample “Blues & Pants” and Callente had “You Said A Bad
Word” by Joe Tex. Negotiations were successful as Joe Tex would
become the group's second single “Super Casanova,” and people
would forever transpose their names faster than a backstage outfit
change. Supe got the pants and James Brown lost his surname but
gained a whole new audience and dance. Meanwhile, Ultra lost
their minds, baffled their audience and used “Blues & Pants” for
“Mentally Mad”.

But “Do The James...” couldn't have done Jack B. Shit without
“Impeach The President”, a Honeydrippers’ funk 45 on Jamaica,
Queens-based Alaga Records. "Impeach The President” already
wore Marleys finger prints, as Supe and Rud heard its drums
resounding on MC Shan's "The Bridge.” Like with so many other
young producers, production geneology is spottier than grandma's
hands. Rud already had “Gladys Knight in his blood” from hanging
out at his grandmother's throwdowns. “She put me onto James
Brown, Joe Tex, all the Beatles stuff. She had about 3000 records, a
really diverse collection. Paul used to envy that.”

By winter of '87, Hank Love and DNA's show on WNWK was
breaking a lot of underground artists, one of whom was Ultimate
Choice, a duo DNA managed and debuted on his Citi-Beat label.
Ultimate Choice was on a local USA tour with Supe (then backed by
DJ Scratch) when USA promoter Jerry Waterman played DNA a
rough version of “Do The James...” that Supe hooked up in Astoria.
“I knew it was a hit right when | heard it,” says DNA who would
consequently broker the 1212time.

Since his grandmother wasn't about to cough up her copy of
“Impeach The President,” Rud obtained one from a friend and
broughtitto 1212, in all of its g minus godawfulness. “That was the
bullshit of all bullshit records when they [Rud & Cee] brought in
'Impeach the President',” says CJ Moore. “It sounded like they
threw it through the sand, baked it, turned it over, stepped on it,
threw it under a truck, put it under a bus, put it behind the exhaust
pipe, then put it on the turntable... that's how dirty it was. Paul C
made dirtacceptable.” Done dirt cheap.

“That was my copy”, admits Rud. “Because toward the end of the
sample you hear [makes velcro noise]. That was the main part that
was scratched that we couldn't get off the record. It just worked with
it. The way Paul EQed it with the drums on itwith the echo and the
reverb was incredible.”

Once Paul C mixed the shit out of it, DNA played “Do The James...”

on his show and snagged the ear of DJ Mister (“Mister”) Magic
(“Magic”) Super (“Super”) blast (“blow up sound!”)...
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THERE REALLY WAS A RAPPER NAMED
LAWNMOWER DEF

You are working as a groundskeeper for New York City housing
Authority. This morning you are mowing the pigskin beat grass in
Ravenswood Projects in Queens. Suddenly from an open
window you hear the words booming: "A WORLD PREMIER! A
WORLD PREMIER!” So loud that it swallows your mower. You
then hear your song (berw-berw-berw) super blasting through
the projects. “l didn't hear it the night before,” says Callente, who
had missed Magic's show on WHBI. “This girl must have
recorded it. My work crew was there and | was like, 'This is my
song!' They were like, 'Yeah yeah, nice song,' and | was like, 'No, |
did this. Thisis my song!''Right, glad you like the song.' And to the
girl in the window was like, This is my song!" And she was like,
'Yeah it's a nice song.' | left the housing authority. | told them | was
pursuing a record career. They were like, 'What you mean record
career?' Thatrecord took off. And | was performing it.”

“We weren't even expecting to hear it on the radio,” says Rud. “My
heart almost stopped. | called Paul and he had heard itinthe car.”

The studio was one block from Jamaica Ave so 1212 sessions
could often be heard in cars or JVCs vibrating the concrete like
Fat Rome footsteps. “That area had an aura, a zone to it,” marvels
Extra P. Jamaica Avenue was where everybody was buyin' their
clothes and getting' fresh and buyin' their tapes. You bound to
hear 'Do The James...' blastin' out the cars. Especially because
Supe was crazy hot back then.”

“That was the coolest thing," adds Mick Carrey. 'l heard 'Do The
James..."' right outside 1212 and I'd just heard the record in the
studio, sounding like shit just like a week ago. It was such a big
New York record.” "It's still the biggest I've ever heard 'Impeach
the President,” says Large Professor. "That's how good of
engineer Paul C was."
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STOP JACKING JAMES

“The bootleggers moved more copies than we did,” recalls DNA. “They had
better distribution. It was all over the country.” Some bozo across the hall in
Astoria even tried to convince Callente that he produced “Do The James...”.
Allegedly there's a “Do The James...” on Citi-Beat, Polygram and DNA, so don't
trip on the serial numbers. Citi-Beat would become DNA International, which was
picked up by Polygram (zzzz...) but Polygram fumbled so Rud and Callente's
debut album “Girls, | Got Em Locked” was scooped by Elektra who then were
doing the Pee Wee with Joeski Love.

One indicator of a rap hit's success was in its sequels. As James Brown's kicks
would eventually get worn out, Kings of Swing said, “Stop Jocking James,” Hell
Razor said “No More James” and some Chuck D rip-off taunted “We Didn't Even
Need James.”

Yet the same guitar frolics would be picked again for a later release on DNA
International, “Good Thing Goin” by Poindexter Tech and Bookwiz, “the Nerds Of
Rap.” Summer of '94, it would go deeper and diva for Biggie's club hit “Dreams Of
Fuckin An R&B Bitch,” flashing New York back to Supe and Rud. “When 'Do The
James..." hit, "Top Billin' hit close around the same time,” says Hank Love, who
also broke the Mikey D singles. “Those were two records running neck and neck
that wasn't from major labels, that were complete phenomenons from the dances
tothesongs.”

Rud takes it to the stage and lights. “We had a show at The Red Parrot. Colonel
Abrams just got off the stage. You had to come down some stairs to get to the
stage. We had this intro chopped up from 'Do The James...". When the drums
would do the bump-bump, we'd jump on the bump-bump. Our dancer T Spunk
would come down and do his part. It'd go 'Ladies and gentlemen, next we have
CASANOVA RUD! I'd come down with my bump-bump. Then CALLENTE!
CALLENTE! Supe would come down with his bump-bump. “The double kick was
the hop we'd slide on the guitar,” adds Callente. “The crowd would go nuts and
we'd be on stage looking at each other like, “Oh shit!” “We had some ugly-ass
outfits but we knew what we were doin,” swears Rud. “l had some lime green shit.
Supe had some white, black and grey shit. We wanted to create something
visually but we didn't know exactly what the hell to get. My shoes were lime
colored.”

Supe and Rud's live intro was the “Dope Mix” of “Do The James...”. At the end,
Paul C puts a delay on the drums, making the beat spazz over itself. The third
single, Paul C's “I Got A Good Thing (Remix)” made James Brown's “Stone To
The Bone” jump out of its skin, kiss itself and do the Trogldyte with your
endoskeleton. “Paul played tambourine on that shit,” says Rud. “He asked us
which sound do you want to bang more - the radio or the clubs. We said the clubs,
because that was our roots. So he fattened up the drums.” Accordingly, the third
verse from ;‘I Got A Good Thing” came from Callente's USA club hit “'m Bad”.

On the remix for “Gets No Deeper”, Paul channels Dee Felice again, this time
breaking left and catching the gamboling bassline. Callente and Rud watched
and learned. On “I'm Back,” Callente pitches one stab from Funk Inc's “Kool Is
Back” and sends the progression up the stairwell and through the roof.

“'m Back” was cut at Green Street Studio because according to Rud, 1212 got
really busy after the success of “Do The James...” as Ultramagn<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>