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By Gary Eskow
Lei's check out the formula: You grow up loving lit-
erature, pick up the guiWr in college and then, while
you ynd your young wile—whom yoti atlort.-—are
looking after the baliy. raxxile around until you find
a melody, its lyric, and the simple chord changes that
will turn your work intt) a moaster hii that continues
to attract listeners .-SO years after its release.

Richard Kutl<.)lpli offers no set of instiiictions to
thase who \\'ould follow in his footsteps, but more
or less that's how he and his late wife. Minnie l?ip-
erton. came up with "Lovin' You." die cluin-topjiing
single that expkxied off her solo LP Perfect Angei
in 1975,

Rudolph and Ri pert on met back in the diiy u hik-
he was managing a rock hailrfxim in Chicago and
she was performing witli the Rotary Connection, a
band signed to the Chess/Checker label produced
by the legendary Charles Stepney. Featuring Riperton's
stratospheric soprano weaving around and over a rhythm
seclion. elements of the Rotary Connection sound would
find tlieir way into the production values Stepney brouglit
to a subsequent set of recordings he made with the session
daimmer who played on those RC dates, Maurice White.
Fealuring songs they co-wrote, including "That's the Way of
the World" and "Reasons," Stepney and White would later
make their own hi.story with Earth, Wind and Fire.

One of Rudolph's comiiositions. "Come to My Garden,"
caught Stepney',s ear, and it Ix-'came the title irack of Rip-
crton's first st>lo album, which Stepney produced for GRT,
the label that purchased Chess Records, The pair would write
a nunilier of songs together liefore tlie Rudolphs moved to
Florida. Rudolph picks up the .story:

•"I'd started me.ssing around with 'Lovin' You' in 1971. when
we weit' living in Cliicago. We went to visit .some friends in
Cape Cod. and one of tliem, Bert Malate.sta—who had a great
influence on me musically—encouragetl me to complete it,
Minnie was pregnanr with our daughter. Maya, at the time,
[The couple also have a son, Marcl

"After Maya was bom, I'd play tlie song all the time at the
little liouse we had in Gaines\'ille. It was idyllic, with a duck
pond, a liammock and a screenc-tl-in front porch. One tiay
while Minnie was cooking, .she ,stanfd to hum along, and she
catne up with the final meitxly. Tlien I wrote the lyrics and
develoix'd the bridge. For a while tliough, the song remained
within f)ur Gainesville property.

"A coupie of years later," he continues. "Don Ellis, who
was head of A&R at Epic Records at the time, came down
to Gainesville to meet us and signed us to their label. We
moved to LA. to record the album, and when Epic asked
us who we wanted to prtxJuce it, Minnie tokl them Stevie
Wonder. Why not' Not only i,s Stevie a genius, he was also
at the peak of his popularity at the time.

"At tlie time, Stevie was practically living in the old Recortl
Plant with his Irand, Wonderlove. We met .someone who
knew Stevie and was able to get him on the phone. As it
turned out, Stevie w:is a huge fan of Minnie's, and he asked
her what she was doing. A half-hour later, ,she's in the studio
singing Ixickground on one of his tracks! Shortly after we
met. he agR-ed to produce Perfect Angel, but there was a
hitch: Ste\'ie was signed to Motown back ihcn and was afraid
they wouldn't let him work on the project. Tlie only way
he'd consent to prtxiucing the record was il' I agreed to co-
l̂ rtKiuce it. Come on—me co-producing with Stevie Wcjnder?
But my presence, along vvith the pseudonym we came up
with for him—El Toro Negi'o—and the [irotkictiim company
we created, Scorbu Pnxlucnions, provided Stevie with some
cover, .so I agreed.

"What an experience working v\ilh him was! Fvery night
we'd show up early at tlie ReaHti Piani I>ecaLise >'ou never
knew when Stevie and his Isind—C)llie Brown, who sliared
drum duties with Stevie, Michael Semliello, [singers] Denlece
Williams and T-ani Groves, among tlient—would appear.

"We tracked 'Lovin' You' a couple of times but it didn't
feel right, s(.) Stevie asked to hear the original demo, which
we had recorded down in Gainesville on a 2-track recorder.
We actually made a lcx)p of that demo that we played for
Maya while she was in her Swing-o-Matic. It would make her
tliink her mother was tliere w hile Minnie and I slippecl oft for
some private time! The demo was just Minnie singing to my
accompaniment on the guitar.

"Sembelk>. then a brilliant young guitari,st [who woiikl
later enjoy pop succe.ss as a solo aiti.st with "Maniac," a
single that appeared in the film Flashdance\, was recovering
from .surgery for carpal tunnel syndrome and experiencing
a lot of wrist pain, so Stevie asked me to play the guitar
part to a click track. Me, playing guitar on an album pro-
duced by Stevie Wonder? The idea seemed ddiciikjus, bul
they insisted that I do it, so I stepped into the liootli and
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Î Lit on :i .set of headplione.s. I was having
.1 little trouble laying down a .serviceable
pass, and so in an effort to loosen me up,
Sicvif ;ind Minnie started saying the most
I >b.scfnf tilings to me liiroiigh lhe taikback
mic! Eventually, we got a usable take on
î ipe. Ttien Stevie added a pair of beautiful
KIKKICS pans. Minnie sang the track and we
iliuugln we were clone.

"liiiC Minnie felt thai somcihing was miss-
ing, and so weni hack and li.srened U) the
r original demo again. Ahhuugli we hadnt
1i>iii.st'd on it, a window had l>een left open
while we were recording and the sound of
I bird singing had made its way onto the
i;ipe. If you needed to add a bird song to
,1 nuiltitnuk t<x.lay. yoird ju.st comb thntugh
l̂ ixKiuction libnir\' t;Ds; [here wen." LRs of
iiauiral sounds Ixick then, hut they weren't
[L'ai.lily accessible. So Stevie, Minnie and I
headed off to tlie UCLA lx.)tanical gaixlens
wiih Stevie's Nagra. Minnie could sing tike
:i bird, and she started to engage one. I can
siiil rememlier Stevie sitting there witii his
headphones on pretending to be an engi-
neer! Eventually, he captured the sound tliat
\\e atklect to the track.

Then we moved on to ilie rest of tlie
.illnim. and when it was fini.shed [we] went
HUE on the road to tour liehind it. Plans
called for me to stay with the kitLs, nol per-
lorm, but there were a few prolilenxs with
itif band that I had to straighten out and I
mded up in the middle of things piaying
.Liuitar and a liltle flute. We found ourselves
performing in Ptiitland one night during
a huge blizzard. We look around and .see
that people are putting their amis around
fach other and having a great time as we're
[ilaying 'Ixwin' You.' We told the label tliat
ihey had to relea.se it as a single, hut they
resisted, .s;iying that it would ttimpRimise
iheir strategy of marketing her as an R&B
singer. But we tokl them she was a singer,
period, and insLsted,

"Then we went Ixick into the suitlio with
(larj' Stan; a friend of ours who we initially
met when we were all living in Chicago
and he was an in-demand engineer. Oclell
lirown, a brilliant musician, also fixim Chi-
rago. was in our band, and he brouglit his
ARP String Enseinble into Village Uecortler
one night and Gar>' tracked him."

Though Rudolph's memory is that
Uwin' You' was finally mixed at the Re-

(oni Plant. Uolieit Margouleff, who mixed
ii with his partner during that eiii, Malcolm
Cecil, recalls tliat in faa it was finished
"at Tom Hidley's place, which was called
Westlake Autlio. He had a demo rCK>m in
lhe back with an API coasole in it that had
some of the early automation on it, so we

went there. Some of the other songs were
mixed at the Plant, but not that one," Mar-
gouleff says.

Asked whether he was surprised tliitt
"U>vin' You" became such a big hit, Mar-
gouleff says, "Not at all. There was a spate
of aUiut tliree or four years there when it
seemed like Malcolm and I could do no
wmng. F.vers'thing we touched lurned to
gokl. 1 can't explain it; it wasn't a conscious
thing. We were just at the right place at the
right time with the right ideas. I gue.ss."

.As fortlie tlivisiiHi of lalxiron ihcir mixes
for Rl[X'non (Lind for Wonder, as well—it
was Mat>4ouleff anti Cet.il who lirought him
to the Rec-ord Plant initially), "we l"xrth liked
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—Richard Rudolph

to do everything," MargtiulefT says with a
laugh, "but you could say that he tendetl
more toward the mecrhanic.il—moving the
faders and siidi—and I fcx'used a little morf
t)n EQs and blentls. I would often do the
Iw.sic setup anti then Malcolm woultl do the
moves. But we ditint have an>' .set way of
working."

"Tlie mix sountls simple," Rutlolph adds,
"but it required some thinking, panicu-
larly regarding tlie way Stevies RluKles parts
were handled, llie.se parts are harmonically
advanced and work perfectly together as a
pair, but tlie Rhtxles has pulsing overtones
that can overwhelm a mix. paitic:ularty when
it's as exposed as it wa.s on tliis record. Even-
tually, we got things hght, and tlie single was
released in short ortler,'

"I.t)vin' You" skyrt)cketed lo the top of
the pop chans and Ix.'caine a Numlx-r One
hit a<.T<xss the globe. "We're still licensing the
.song all over llie work!," siiys Rudolph, In
farf, the day we spoke. Rudolph hat! capjx-d
a deal vk ith a Rt:)m:inian pi-oduction company
to use tlie song.

Dtvams tLimble, though, and the Ru-
ck)lphs' perfect flight hit liard winds in 1976
when Riperton was diagnasecl with brea,st
cancer, which claimed her life in 1979 at just
31. Rui.k)lph went on lo lx;come a sut:t.es.sful
pnx.lLicer in L.A,, where he still lives, and is
CLirrently the chief creative executive of MLI-
sic Sales We.st/Kudolph Prcxkutions.

Tliirty-plus years later, mixer Margoulelf
says of Riperton's cla.s.sit:, "Ifs a beautiful
record. Steve and Dickie [Rudolph! did such
a nice job on it. It's very sensitive, beaiitiliilly
pedonned and it de.seives to last. And it lias.
1 hear it everywhere. When sometliing .sticks
to the wall, it's becau.se it's gixxj writing.
And that's also why Minnie fould embrace
it. too." •
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tape, you really have to be precise and knt)w
exactly what you are going to do lx.-fore you
punch in, which can IK' tlifticult when drop-
ping in on tinims and grand piano. Joe Is one
<jf the few artists who .still likes using taiie,
which, without doubt, tit^s .sound gteat."

Tlie tracking ,setup at Planet Rcx" tx:'gan
with Jackson and his gi-mtl piano. Bass-
ist Maby ,st(H)d to his left, and drummer
l-lt)iightt)n and his kit weif situated next to
a wall, in front of Jackson. Gardner captured
the rhythm tracks first, with Jackson playing
along on an electric keybtjard and singing
a guide vocal, l-ater, she would record the
final piano anti leatl vm-al tracks, and back-
ing vocals. She .says .she experimented with
Jackst)n's vcx:al mic tin Voiume 4 and again
on Rain, and Ixith times detitied a Neumann
l!S7 was l>est for his voice.

"For the piano sound, 1 u.sed a AKG st)lid
tulx" lai'ge-diaiJhnim mic clown tlie Iwrtom
of the piano," she recalls. She also placed
twti .StlnK'ps CMC Ss with MK2CT caiisules
at the fn>nt, alxwe the hammers, and one
Sch(X:;ps SMC 5 alxive the highest strings.

Gardner was also creative with captur-
ing natural reverii; "Tlie studio in its heyday
was used for Koley," she explains, ".so be-
side.s theix.' lx.'ing different surfaces on fltxirs
:md diffeix'nt types of acoustics and prop,s
in i-cxims, behinti where we had the grand
piano in the main nwiii was a large .stair-
case, (inderneath the stairs was a cellar, so
I left till' dtK)r oiK-n and [iut a microphone
in there, which 1 faced toward tlie wall.
The room sounded like a chamber, which I
ivcordeti anti irseti as an effect. I also u,sed
a Neumann SMW stereo micrtiphone, po-
sitioned high in front of the drums in ihe
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