DEKE DICKERSON REVIEWS: In 3 Dimensions!

No Depression: In 3 Dimensions

Jan-Feb 2003

In Three Dimensions is a record for those who are tired of the same old roots-rock. It's a concept disc, but Deke Dickerson has come up with a new concept. He splits it into three parts and titles them the Rock & Roll Deke, the Rockabilly Deke and the Hillbilly Deke, as if they were separate EPs.

Each section features different backing musicians, and he's gathered an impressive array of talent tailored to each style, including legendary drummer Earl Palmer (who's played with everybody from Fats Domino to the Beach Boys to Willie Nelson), members of Big Sandy's FlyRite Boys and Los Straitjackets, and the killer team of guitarist Dave Biller and pedal steel player Jeremy Wakefield (perhaps best known for their work with Wayne Hancock).

Still all the players in the world won't make a good record if the songs aren't there. Thankfully, Dickerson has penned some sturdy originals (the stompin' "Let's Get Wild" and swingin' and swayin' "Nashville Boogie" stand out) that, when mixed with some choice covers from the likes of Faron Young, Charlie Rich and Bob Wills, add up to a sound that's full of energy and, despite the retro nature of the music, remarkably fresh.

--Jim Caligiuri
Vintage Guitar: In 3 Dimensions

March 2003

Buy 1, Get 2 Free!

With each new CD, Deke Dickerson aims to give you, the consumer, your money's worth -- and once again, he's succeeded. On previous efforts, he's enlisted such forgotten legends as Bill Haley & The Comets' saxophonist Joey d'Ambrosio, boogie-woogie/R&B pioneer Hadda Brooks, Claude Trenier of the Treniers, guitarist Larry Collins, and even Jerry Scoggins, singer of the original Beverly Hillbillies theme -- all with impressive results. This time he landed drum legend Earl Palmer (who's played with everyone from Little Richard to Sam Cooke to Fats Domino to Ritchie Valens) to play on five tracks -- or one of the three "mini albums" encompassed by this CD -- and at 78 Palmer still sets the house on fire. That session, "Rock & Rollin' Deke!," features less guitar than "Rockabilly Deke!" (where Dickerson is backed only by drums and upright bass) or "Hillbilly Deke!" (where he's joined by guitarist Dave Biller and steel man Jeremy Wakefield, the Jimmy Bryant and Speedy West of the New Millennium).

Deke is at home in all three settings and is the glue that holds the stylistic shifts together. In fact, without the concept Deke Dickerson in 3-Dimensions (Major Label Records) stands on its own as a stellar, unified work, thanks to Dickerson's talents as singer and producer. A third of the 18 songs are originals, illustrating another of Deke's strengths, as on "Wear Out the Soles of My Shoes," which resembles rockabilly great Ronnie Dawson.

Dickerson is certainly not above employing gimmicks; he even has a splinter group of super heroes, the Go-Nuts, with each character based on a different snack food. Why all the antics? Well, why not? This is rock & roll, not stem cell research, after all, and if Deke can make you smile while peppering Autry Inman's "It Would Be a Doggone Lie" with hellacious pull-offs or trading leads with Biller and Wakefield on the swinging two-step of Eddie Noack's "Gentlemen Prefer Blondes," so much the better.

(c. 2003 Dan Forte; all rights reserved.)

East Bay Express: In 3 Dimensions

January 8, 2003

Dickerson has long championed the nostalgic sounds of rock, surf, and hillbilly, as a member of Untamed Youth, the Dave & Deke Combo, and for the past several years as the guitar-slinging leader of the Ecco-Fonics. This time out he's pursuing rockabilly, hillbilly, and the R&B roots of rock 'n' roll in separate sessions with three different line-ups.

The disc opens with three new rock 'n' roll tunes, accompanied by covers of the Four Nights' doo-wop "I Get So Lonely" and Charlie Rich's "Sittin' and Thinkin'." Dickerson's guitar takes a backseat to Ron Dziubla's wailing saxophones, and the barrelhouse and boogie-woogie piano of Carl Sonny Leyland, with legendary New Orleans drummer Earl Palmer anchoring the session. Palmer's driving beats and second-line cadences are as moving here as they were on the seminal recordings of Little Richard, Fats Domino, and many others.

Five rockabilly sides put Dickerson's guitar up front, recorded as a three-piece with stand-up bass and drums with a flat-picked train rhythm on Johnny Horton's "Take the Long Way Home," and Link Wray distortion on Rodney Scott's obscure B-side croon, "Bitter Tears." The rhythm section rocks and rolls while Dickerson piles on the twang.

The disc closes with a septet of hillbilly tunes, including titles made famous by Faron Young and Merle Travis. The band features the guitar-and-steel duo of Dave Biller and Jeremy Wakefield, who've previously appeared together with Wayne Hancock. The swing and boogie rhythms of Joe "Cannonball" Lewis' "You've Been Honky-Tonkin'" and Dickerson's own "Knoxville Boogie" come around full-circle to the R&B tunes that open the disc, neatly sewing together the project's three sets. A hidden bonus track features Biller and Wakefield tearing up Bob Wills' "Fat Boy Rag," with the versatile Dickerson blowing bass saxophone.

Conceived as three separate sets, these sessions meld into a single celebration of the fine differences and shared histories of interrelated genres. Dickerson is at the top of his game across the board, trading in his penchant for novelty tunes in favor of a sophisticated and sly sense of humor, and gathering around him musicians that rock, swing, and twang like a latter-day Commander Cody and His Lost Planet Airmen.

--Eli Messinger

Guitar Player: Triple Threat: Deke Dickerson Scores a Roots Rock Trifecta (excerpt)

April 2003

The rockabilly label is a real double-edged sword," says roots rock mainstay Deke Dickerson. "The good thing about it is, rockabilly fans are without question the most hardcore, most devoted followers of any music in the entire world. But on the other hand, commercially, rockabilly is the kiss of death. Labels, the press, and radio stations hear the world 'rockabilly' and they want nothing to do with it."

Adding insult to injury is the fact that, although Dickerson is an astounding rockabilly player, it's only a single component in his oeuvre. For more than a decade, the 34-year-old Missouri native and tireless road warrior (he logs up to 250 gigs a year) has infused his music with everything from western swing, garage rock, surf, and even crooning rock and roll. And although his new release, Deke Dickerson In 3 Dimensions [Major Label], continues in this tradition, there's a twist: The record is divided into rock and roll, rockabilly, and hillbilly sections, with different lineups for each section. 

The rock and roll tunes feature legendary New Orleans drummer Earl Palmer, the man pushing the classic backbeat on Little Richard's "Tutti Frutti" and thousands of other records by artists as diverse as Fats Domino, Frank Sinatra, Duane Eddy, and Doris Day. 

For 3-Dimensions' rockabilly rave-ups, Dickerson opted for a raucous trio consisting of himself and vets Jeff Graves on acoustic bass and Craig Packham on drums. When it came time for Dickerson to display his hillbilly side and swing it cowboy style, he brought in the mind-blowing duo of guitarist Dave Biller and steel player Jeremy Wakefield. 

****************


Although you've chopped the album up in three sections, it seems that the core of what you do is mixing those three styles. 
The reason I made the record that way is this: All of my other albums had a rockabilly song followed by a hillbilly song followed by maybe a Link Wray type instrumental. Unfortunately, that seems to go over some people's heads. I thought if I divided the record into three groups it would put a button and a bow on it so everybody can figure out what's going on. From a guitar standpoint, I don't enjoy playing one style more than the other, though. I just enjoy playing guitar. 

How did you end up getting Earl Palmer in on the sessions? 
I was planning on doing that session with a different drummer who can play in the Earl Palmer style, but he was unavailable. So as I was trying to figure out who to get, I had one of those lightning bolt moments -- "Hey, I live in L.A., Earl Palmer lives in L.A., and he still belongs to the musicians union. Why don't I just hire Earl Palmer to play like Earl Palmer?" Within 30 minutes I was on the phone with him and we booked the session. 

Can you describe what his groove brings to the tunes? 
You know, me and the other musicians sat around talking after the session, and we came up with this: We've each played with a million drummers, but playing with Earl made us feel that for the first time we were actually playing music. His groove makes you feel as if you're playing on top of a flying carpet. I realize someone may listen to the record and think I'm exaggerating, but seriously -- put Earl Palmer in the room and it's magic. I was playing stuff on the guitar that I usually find very hard, and it was easy because he would just float me along. 

You have always been a proponent of making records in the style of artists from the '50s, using old studios and old gear. Did you do that for 3-Dimensions? 
In a way. The funny thing is, I use as much brand-spanking new equipment as I do old stuff. I think that's the nice thing about being around today -- there's digital stuff that's really good, and there's analog stuff that's really good. But ten years ago, I thought all the digital stuff was crap -- and most of it did sound awful. Now, I just use good stuff, regardless. 

You tour extensively, yet you use many different backup bands. Why? 
I used to have a regular band for three years, but then I figured everyone has seen me at least once, and when you've been around for a while you run into the problem of people saying, "I don't need to go see him because I've seen what he does." So I made a conscious effort to bring different people with me and mix it up. 

For example, I did a tour with Biller and Wakefield -- the amazing guitar/steel guitar combo that I used on the hillbilly section of the new record. They're amazing -- a modern day Speedy West and Jimmy Bryant. After that I hit the road with a three-piece where we did a lot of Link Wray type stuff, occasionally veering into surf and '60s garage. Then I did a tour with Los Straitjackets backing me and that was a ball. So, I just try to vary my thing and have a whole different show every time I come through town. 

You've mentioned in the past that artists such as AC/DC have influenced you. Do they inhabit the same world to you as, say, Joe Maphis? 
They sure do. When you listen to a guy like Angus Young, he just rocks and there's no B.S. He doesn't play solos that go on for 18 minutes, and he doesn't do songs about unicorns -- it's straight ahead rock. I get the same feeling when I listen to jazz guys such as George Barnes or Hank Garland. Even though they would sometimes play long solos, they completely rocked and they weren't playing a lot of notes that didn't mean anything -- every single note they chose was important. 

There are so many guys who play a ton of notes and have hundreds of effects, and they leave me completely cold. Whereas I can listen to Johnny Ramone -- who never takes a solo -- and think he's a great guitarist because he gets the job done with soul, character, and an individual style. 

It seems that all the guys you mentioned are straight-into-the-amp players. Does that have anything to do with it? 
Possibly, but guys like Joe Maphis did use a lot of things like tape echo and reverb. Or even, say, Cliff Gallup -- there's tons of echo on the records he did with Gene Vincent, but I guarantee you dollars to doughnuts that it you handed those two guys an acoustic guitar they could do the same thing. 

I think if you're a good guitar player, you're able to plug right into an amp and play something. Whereas I know a lot of guitarists who are literally crippled if they don't have distortion or a flanger or something going on. They literally cannot play, and everything that comes out sounds like a kindergarten guitar player. 

Do you feel what you're doing has any chance to go mainstream? Do you care? 
It does sometimes frustrate me. I hate to say it, but a lot of guys who get cover stories in Guitar Player can't play their way out of a paper bag, yet they're living in mansions. On the other hand, I don't concern myself with competing against artists like *NSYNC or Madonna -- that would be ridiculous. In terms of the music that I play, however, I do thing it's unfair for people to pigeonhole it as some sort of quirky-type music. Then it's like a novelty act. 

Somebody must dig what you're doing if you're playing 250 gigs a year! 
When I'm out there on the road, one night I'm in front of punk rockers and they like it. The next night, I'm at a college in front of a bunch of kids who dig alternative stuff and they like it. Then the next night, I'm playing for a crowd of bikers and they like it, so I can tell it's the type of music that could have mass appeal. 

I think the problem lies with the record companies being unwilling to take a chance on something that's different. However, there are different things one can do to make a living and a name for oneself -- such as getting songs in movies and TV shows. I've been lucky enough to dip my toes into that so I don't necessarily have to compete with *NSYNC to make a living playing the guitar. 

--Darrin Fox

Offbeat: In 3 Dimensions

December 2003

No matter which way you look at it, Deke Dickerson is cut from a rare musical cloth. Guitarist, vocalist, producer, bandleader, recording engineer, independent record label owner, musical archeologist and rock 'n' roll fanatic are just a few of the hats he wears, and he seemingly tosses more onto the rack on a daily basis. To the uninitiated, attending one of his shows or buying one of his albums is like spinning a musical roulette wheel in a casino where everybody wins and the prizes are the 20th century's greatest forms of American musical expression. His band the Ecco-Fonics might include a steel guitar, a saxophone, a fiddle or a piano player, or it might just consist of Deke, his doubleneck guitar and a rhythm section. Chances are he'll thrash and twang like Link Wray, finger pick like Merle Travis, go for broke with the speed and dexterity of Joe Maphis or Larry Collins or head for outer space like Les Paul all in one set, while his rock solid rhythm and electrified energy keep the dance floor filled at all times. 

His set list might consist of the Easybeats' Aussie garage stomper "She So Fine," Hollywood honky-tonker Skeets McDonald's "Don't Push Me Too Far," Donald Jenkins' '60s Chi-Town soul gem "Wang Dang Dula," the Coasters' "The Hatchet Man" or the Treniers' X-rated R&B opus "Poon-Tang." You might hear the best version of "White Lightnin'" this side of George Jones or the most slamming rendition of "Mexicali Rose" this side of Jerry Lee Lewis, Grandpa Jones' rock 'n' roll heartbreaker "Hello Blues," Ernie Chaffin's Johnny Cash-esque "Feelin' Low," an undeservedly obscure Elvis song like "Adam and Evil" and once in a while, even a rare dose of Joan Jett or Van Halen.

But no matter which page of the great American songbook Deke's raiding at the moment, you can be sure that you'll also get a heavy dose of some of the finest songwriting to come along in years, that being his own. Calling him a singer-songwriter would be a misnomer -- simply because the term brings to mind the likes of Neil Young rather than Buddy Holly -- but when you get right down to it, Dickerson's song craft, like his technical ability, is on the same level as those from whom he draws his inspiration.

Dickerson grew up in the small town of Columbia, Missouri, where he formed the legendary garage-surf band the Untamed Youth when he was still in high school. After three albums on Norton Records, the Youth headed for the bright lights of California, only to break up approximately two weeks before the film Pulp Fiction popularized the exact genre of music that they'd been expertly purveying for years. Never one to look back, Deke was already knee deep in his next project the Dave and Deke combo, a group that combined the hillbilly harmonies of the Delmore Brothers with the rockin' country swing sound that infused the West Coast during the '50s.

Dickerson unveiled the Ecco-Fonics on New Year's Eve of 1997, bringing together all of the styles that he'd mastered with both of his previous bands and seemingly throwing in more with every new record. Dickerson's latest discs are the triple-genred In 3 Dimensions, and the brand new Mr. Entertainment, which spans the Ecco-Fonics' history via live cuts, previously unreleased demos and rarities like the classic "I Love Rock 'n' Bowl" (only one copy pressed for the jukebox at Mid-City Lanes!).
****************

You mentioned that you just got back from seeing Iggy and the Stooges last night. That seems like an appropriate place to start a discussion about rock 'n' roll. What did you think? 

They were great. The band that played before them, Mars Volta, were just totally aping the MC5; the singer and the guitar player both had afros and they were doing all their stage moves and everything. Everybody was just kind of moping around, like "My god these guys just suck!" they kept doing all these extended jams and everything. Then once Iggy started playing it was just this surge forward, like: this is rock 'n' roll, man, and people just totally respond to it. 

They played in New Orleans last week and it was so cool to see those guys back together, I never thought that would happen. 

If you had listed all the bands that you wanted to see reunite, A) That's the last one you would think would ever get back together again and B) You wouldn't think that they'd be any good at all after all the drugs and everything. But they were great. 

Speaking of great, you've got Earl Palmer playing drums on a segment of In 3 Dimensions. Did you find him to just totally still have it? 

Yeah, I mean it's frightening with Earl because drummers are not supposed to be able to keep their chops that long. I mean, all the great drummers start losing their chops by the time they turn 60. I think he's in his late seventies and that motherfucker can just rock! Getting him to appear on my record... It's one of those things like the Stooges reunion: this can't possibly be coming true; this can't possibly be as good as it is. But it turned out great. 

You've visited New Orleans in song a lot and the chunk of tunes that Earl's playing on are real New Orleans-style rock 'n' roll tunes. You're one of the only people that really gets that style down in the right way. 

It's one of those things where I had so many of these records and for the longest time I had no idea that they were all New Orleans records. At some point I realized that Little Richard, Jerry Byrne and all these guys, not only were their records all cut in New Orleans but 90 percent of them have the same band on them. I thought, "Jesus Christ, these records have influenced me more than anything else." I guess it's probably been only in the last four or five years that that's kind of dawned on me; how important all of that New Orleans rhythm and blues and rock 'n' roll really was in terms of what I listened to growing up. 

It's also amazing how many records were recorded here with the Cosimo's studio band that are associated with other places because the artists were from other places: Etta James, Jimmy Beasley. One of the best is Pat Cupp, that rockabilly guy from Arkansas. 

My favorite example of that is that Jimmy Lee Fautheree record that was done at Cosimo's. ("Teenage Wedding.") It's this total hillbilly guy singing along to this totally rockin' black band. Those are some of my favorite records because they're just this collision of two different cultures and the end result is something really cool. 

That's what's so great about a guy like Ray Sharpe: a black dude from Texas playing rockabilly with a guitar style like Johnny "Guitar" Watson. When you backed him at the Ponderosa Stomp he practically defied description. It sounded like you guys had been playing together for years. 

He cracked me up so much because he just plugged that Gibson into that Super Reverb amp and just turned it all the way up. I was like, "Dude, that amp is going to blow." And (Ecco-Fonics drummer) Chris Sprague and I were just looking at each other, like, "This is really loud." But it was great. 

You guys really went out of your way that night, I mean you backed up about eight different artists. 

I was the most unpopular guy in the band because two weeks before the tour I was like, "Alright guys, I really hate to say this but we're not listening to anything else in the van except artists that we're backing at the Stomp. And you know when we get to the club and you guys just wanna screw around and drink beers and stuff? Well, we're practicing." I was a slave driver but I just did not want to show up there unprepared. And it's like anything else; you cram for a giant exam and then there's lots of questions on there that you weren't anticipating. There were a lot of curveballs thrown our way. 

But you guys caught 'em all, and somehow that made it even better. Jay Chevalier was throwing a few of them, wasn't he? 

He had one of the loosest definitions of music of anybody that I've ever played with. And I don't mean that in a derogatory way, he was really cool. It was like, "Alright, here's one -- now I don't know if you boys know this one -- it just rocks! Here we go! One, two, three, four!" It was like complete abandon, which was fun for me because that's not my style at all. He didn't know if we knew the songs, he didn't know if we knew the chord changes, he didn't even tell us the keys or anything. It was just like, "GO!!" 

One of the coolest things was how you led the audience through a mini-tour of James Burton's career, illustrating different periods through the songs. 

It was a long time dream finally being able to back up Scotty Moore and James Burton. I'd just been wanting to see those guys play for years and I actually got to back 'em up. 

That whole Louisiana Hayride scene that Burton played a big role in doesn't get talked about enough. You mentioned Jimmy Lee Fautheree earlier, who you also backed that night. Many people don't know who he is, that he was one half of Jimmy and Johnny of "I Can't Find the Doorknob" fame. 

We just recorded a brand-new album with Jimmy Lee that turned out really good. I'm hoping to have that out by March because he's going to be doing several festivals with us next year, so I wanted to have a new album out for him to promote when he did these things. It's basically just him with us backing him up and we do a lot of vocal harmony songs like Jimmy and Johnny did. I wrote one song for it, "I Found The Doorknob" -- the answer song to "I Can't Find The Doorknob." It's about the next day when he wakes up with a hangover. 

That's perfect. What else did you do with him? 

We actually did three or four Jimmy and Johnny songs that they never recorded back in the day. Then I just tried to come up with some cool cover ideas that were suited to his style, like Jimmy Murphy's "Big Mama Blues." The thing I like the most about him is his guitar playing. I don't think he realizes it but he's kind of like this primitive missing link between Merle Travis and Lightnin' Hopkins. He tries to do the Merle Travis stuff, but he doesn't have the technical expertise of Merle Travis so the way that he does it, it kind of comes out primitive sounding. The way that he yanks the strings and everything has that sort of messed-up Lightnin' Hopkins sound to it too. To me, the classic rockabilly guys like Dale Hawkins are truly stuck between two worlds; a hillbilly guy with one foot in a gospel church and one foot in a juke joint. That's truly the way it feels with Jimmy Lee. 

As far as songwriting goes, one of your greatest talents is your sense of humor, but I've got to say that Rhythm, Rhyme and Truth, which deals with more serious subject matter, may be my favorite Ecco-Fonics record. 

Well, thanks. The album that I've been trying to make for about three years now is gonna be this fully realized Charlie Rich/Roy Orbison/Willie Nelson kind of a record, all introspective, dark ballads with vibes and everything. That's definitely the next thing on the agenda. One of the big problems with the quote unquote "rockabilly scene" is that there is a certain amount of professionalism in it -- like they want you to be a good band -- but they definitely don't want you to achieve artistic depth, it's very bizarre. But that's the sad thing; so many of these rockabilly kids have never even heard "Her Love Rubbed Off" by Carl Perkins or the half-dozen Charlie Feathers songs that are like that. To them it's all soda pop and teenage sweaters. 

The bigger problem is that rockabilly and early rock 'n' roll seems to be sort of a misunderstood form in general. 

It's funny you should mention that because I was actually thinking about this today. Blues is always acceptable to do but somehow or another doing rockabilly or country music from the same era is not. There was that whole British '60s thing where they did all the blues stuff and I think that's what made blues valid. It wasn't that any of these people actually ever went and bought a Billy Boy Arnold record, it was that they liked Cream doing a Billy Boy Arnold song. That's kind of the missing link that rockabilly and that sort of music has never had. But I just play what I like and it's so difficult for me to convey to people that what I do is just as valid as something that's on the charts right now. 

It's almost this tradition of white guilt where people can't see that Hank Williams is just a white version of Lightnin' Hopkins; they can't see both sides of the coin. 

Something that's only happened in the last few years, and it's been real surprising for me to see it, has been this whole alt.country thing, this sort of brand-new awakening that country music really is the white man's soul music. A lot of it's lip service, a lot of those alt.country bands will say, "Yeah, man, the Louvin Brothers are cool," but when they actually start playing it just sounds like Lynyrd Skynyrd. But even the fact that the words "The Louvin Brothers are cool" are coming out of their lips is an amazing transformation. Above all else it's just very interesting for me to see young kids admitting that old country music is cool. Whereas I remember ten years ago, country music was just not cool in any way, shape or form. 

You've been playing New Orleans pretty diligently since you started the Ecco-Fonics and I always wish that more people would venture out to see you guys. 

Well, New Orleans has always been sort of a tough city for us, I think just because it's one of the few cities left in America where the live music scene is centered around indigenous music, whereas in most other cities people don't give a shit about their local music; they want to see out-of-town acts. But I definitely think there's an audience for us in New Orleans. 

A big reason that I think you're sort of "undiscovered" here is that people who haven't heard your music don't realize that you do so many different things and do them all so well. 

The thing about it is I haven't had a solid lineup since 2001 but I've been really lucky because I have four or five different bass players and four or five different drummers and four or five different other guys that I can call up and say "Look, I've got a tour going on, can you do it?" And it's turned out to be really interesting because a certain lineup can do these rockabilly tunes that I haven't done for a while and they sound really good and everything swings right. On that last tour we did, we kind of had a more garage-y feel because that sounded really good with that lineup. So it's not really planned out, it's the chemistry of the different lineups I've had. It's been lots of fun for me because it keeps things fresh and interesting and the people that come see my band all the time really like it because it keeps things fresh and interesting for them too. 

Do you run into people who want to put you in a box -- that are disappointed that you're not doing just one style of music? 

Oh yeah. That's a problem that you run into when you're doing anything that's outside of the mainstream, everybody has some specific thing that's their favorite. But a lot of people, luckily, are into a lot of different things, like myself, so if they come and see me play they'll enjoy everything I do. I love all different types of music. My whole thing has always been I'm going to do the type of music that I like and I'm just going to pray that people like it. Hopefully you're going to inspire more people than you're going to alienate but I feel like I don't really have any choice about it. I'd just feel like a total dope if I jumped on one thing; I couldn't ever be happy just playing one type of music. 

Your equipment obviously plays a huge part in your sound and entire presentation. How about some details on the benefits of Standel amps and of course, your custom doubleneck guitar? 

I don't think equipment is essential, but it sure is fun! I enjoy getting unusual tones from my equipment. I mean, a Strat through a tweed Bassman is a GREAT sound, but there's probably two million guys in the USA with that exact setup! So I struck out a long time ago trying to find something great sounding and unique. The Standel amps are certainly like that, as are the pickups on my doubleneck. I have lots of different guitars and amps for certain tones that I'm going for, I reckon it to being a professional mechanic who has a big selection of tools! I mean, you wouldn't trust your car to a guy who only owned a hammer and a crescent wrench, right? 

What are some of your favorite recording techniques? 

Well, I don't think there's anything inherently wrong with digital recording; I think a lot of the equipment that's out now is fantastic. What's really wrong with most modern recordings is the way they go about it. Everything is mired in that '70s mentality of we have to lay down the drums first, then overdub bass, then overdub guitars, then vocals... The damn band is never in the room at the same time! To me the absolute most important technique is to have all the players in the room at the same time playing like a BAND...and it's shocking how many people disregard this simple fact. 

Your opinion of Pro Tools, et al.? 

As I mentioned above, I think that a lot of the modern equipment is great. I didn't like digital equipment at first, but once they crossed the line from 16 bit to 20 bit, the sound really really improved. Pro Tools is the future, there's no doubt about it, so like CDs, cell phones and e-mail we better get used to it and learn how to deal with it. 

What's your response to the accusation of being "retro" that I'm sure you hear a lot? It's funny that funk bands aping the Meters -- and we have a lot of them here in New Orleans -- and various other '70s devotees are never tagged with the term. 

It pisses me off! You raised a good point, why are all these millions of "RETRO" '70s people considered modern and valid from an artistic point of view, when anything older is considered a joke? I mean, I'm not approaching this from a nostalgic point of view, to me I'm just playing SIMPLY GREAT MUSIC. It has nothing to do with reliving the past, or evoking nostalgia. I think that '50s music in particular has a big public-relations problem because so much of the media portrayal of it -- Happy Days, American Graffiti, etc. -- has portrayed it as a cartoon with characters who are buffoons. There are very few portrayals of 1950s genius in the media. 

Do you feel that it is your duty to save rock 'n' roll? 

I do! Maybe that sounds stupid but ever since I was a young kid surrounded by long-haired hippie freaks on the school bus I considered this a crusade. I feel rock 'n' roll is the greatest music ever made on the face of the planet, and I've felt it slipping away since I was a young kid. But now that I'm in my thirties I feel like that line in the Dictators song, you know, "My generation is not the salvation, so who will save rock 'n' roll?" 

--Michael Hurtt
