Freddie Perren

Freddie Perren’s unique blend
of pulsating rhythms, tight wocal
harmonies and crisp composition
dominased the music i:dnary
during the 1970s.

But few people know who he is.”

Freddie Perren has written and
produced million-selling hit
records for a ““Who's Who** list of
artists ranging from groups like
Jackson Five, Tavares, The
Sylvers, Peaches & Herb, and The
Miracles, to individual performers
such as Yvonne Elliman, Jerry
Butler and Gloria Gaynor.

During the ecarly part of 1979,
Perren achieved the remarkable
feat of having two of his songs in
the Top-10 nationwide at the same
time with Peaches & Herb blitzing
the akrwaves on ‘‘Shake Your
Groove Thing'’' while Gloria
Gaynor rocked the discotecques
on “Only the Strong Survive.”

Perren definitely survived the
s, continuously producing hits
that dominated both black and
white radio markets. While at
Motown, Perren launched the
Jackson Five with ‘1 Want You
Back” and continued the fruitful
relationship through three
platinum albums, three gold
albums and lengthy string of hit
singles.

Perren also scored heavily while
at Motown with the Miracles’
classic ‘‘Love Machine.”’

Branching out as an independent
producer, Perren augmented his

success by creating ‘“‘Boopgie
Fever’’ for the rs, "l-lnm
Must Be Missing An Angel" for

Tavares, and Yvonne Elliman’s

“K I Can’'t Have You."”

When asked how he felt about
behind the invisible man behind
the stars, Perren responded, *‘l
view composing and producing
songs © be as great a skill as

performing a tune. | don’t really

and voice. To do that, | must

respect the talents of people like

Gloria Gaynor who has one of the
most fantastic voices I've ever
heard.”

Continuing to. discuss the
aeative processes mvolved in
producing a hit record, Perren
sates, ‘‘Working with Peaches &
Herb or Gloria Gaynor involves
bringing together highly lhlled
singers and musicians to
the goal of coming up with

record that makes people get

and dance or at least pat their|

feet.

«f-werk ou-the -theory thee- if

people will dance to the record,
they’ll buy . That means | have

0 be aware of wends, especially
dance trends so that ] know how to

shape the sound to today’s

» market.

Somemuu;euubntlﬁcm
that | spend a lot of time
things related o my craft. While
most people listen to music for
pleasure or go to a disco to have
fun, 1 do it 0 try to understand
why people respond to a certain
mumber of beats per minute or
certain combinations of sounds. |
pmhmwuebowtecmdn
acwally sound in that physical

environment as compared to

By Frederick Douglase

feel invisible. | bave no
frustrations sbout wanting to be
ot on the stage in front of an
audience.

“Not to say that won’'t ever
bappen ... I've got this group
caled Freddie and the Team
Players that work with me in the
studio .\ . you never know what
we might do next. Anyway, I'm
nw producing now and that's
what my life is al about.

“] ike being the man behind
the controls because that puts me
in command of every facet of the
creative process. | don’t mean that
| oy to dominate what the artist
wants to do with a song vocally or
mstrumentally.

‘“My goal is 0 custom tailor a
song to the artist’s unique skills

hearing them on a car radio or
home stereo.’’

“To the wained ear, there are
subtle and not so subde dif-

'hmhhnyoondlﬂend

and interact when played back in
different kinds of surroundings.
So | have different mixes of some
of my records for the radio and the
disco with yet another mix on the
album or single sold in the store,
giving the listener choices as to
what he prefers.

‘““For example, the mix
designed for the radio might be
sround three minutes long so the

record can gain airplay. The disco

mix of the same record might be—
twice as bng, with a cak
or an instrumental interfpde

somewhere towards the middle of
the tune.

““Another thing is tlnt discos
tend to have fantastic equipment
that exceed the frequency range of

« car radios, so you can really

stretch out. You can even do a

physical thing by panning a sound
from speaker to speaker, making
the dancer feel like the music is
moving through his body.

‘“You can simulate the heart
beat and make the dancer feel like
he's wrapped up in a womb as the
thythm and lighes of the disco
blend with the thumping bass and
pounding drums % create a total
musical environment.’’

Deu:rbn. the role of the

*—wocalist in producing a hit record,

Perren says ‘‘while sound
nstrumentation i mmportant, the
major thing is the artist and the
voice.

“Bverythin else /is
background, 1:
because if the music doesn’t
or suit the artist, the récord
doesn’'t come off and you've
wasted everybody’s time. That's
why | spend a lot of time per-
fecting sthe words and the music
before | go into the studio with an
artist.

“I've got this one cat | work
with named Dino Fekaris ...
man, he and | spend hours poring
over every note, every word of a
wne until it’s absolutely perfect as
a song and ideally suited to the

particular artist who's going to

record it.

“That's what happened with
‘Only the Swong Survive’ which
was tadored to Gloria Gaynor and
Gloria Gaynor alone . . . I've yei
0 hear anyone else sing this song
ike & was meant w0 be sung like
Gloria does.”’

Describing some of the artists
he has worked with, Freddie
Perren continues his hyperactive
movement and says ‘‘Gloria
Gaylor is one of the most sensitive
artists I've ever worked with . . .
She could take nothing music and
make it sound like a classic.

“I've been friends with Herb

~, for-many years and Linda Green,

(Continued on Page §)
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The Threat to Black Colleges

By Tony Brown

At the beginning of President
Jimmy Carter’s last year in office,
the money allocated to all black
coleges had dwindled from 5.2
percent of the total federal
educarion budget under President
Ford to 4.1 percent.

In addition t0 dwindling
fmancial resources, HEW and
subsequently the Office of Civil

Rights of .the Department of

Education, were implementing a
racist version of so-called
desegregation which turned black
colleges into white colleges and let
white colleges remain white.
Suddenly, West Virginia
State, Bluefield State. Lincoln
University 1£Musoun were
“desegregat — or
predomin antly| white. Savannah
State College 'in Georgia was
emasculated in a so-called

“swap' with nearby Armstrong

State, a white college, resulting in
the loss of one of the best schools
of education in the country and 50

__peéfcent of &s annual graduates.

Morgan State University was
threatened with a ''sub-merger”’
into anew University of Bakimore
and the Justice Department sued
to force Southern University, the
largest black school of higher
education in the world, and
Grambling in Louisiana into

branches of the white state

— Hit maker

(Continned from Page 4)

the current ‘Peaches,’ is the
perfect complement to his voice
and stage act ... | met Herb
during the days | was working in

Jerry Butler’s back up group and

as his aranger . ..
"It was a pleasure to produce a

hit like *“'Shake Your Groove
Thing’’ for Herb who really has
become a good friend over the
years . . . Jerry Butler is one of
the most talented artists I've ever
worked with, the total artist . . .

“Working with the Jackson

Five was really a ball, especially

when they were very. young
because they performed for the

fun of & and were ecager to learn
everything . .
will be wp entertainers for years,
both as a group and with in-
dividuals doing their own thing

. | predict that they

. | think the Sylvers also have a

ot of potential for growth in the
future.

(Continued on Page M)

system. Justice attacks Texas this
year.

Today, 90 black colleges
graduate as many blacks as 1, soo

white colleges. Overall, only 30
percent of all black college
students attend a predominantly
black college, but more than 50

percent of the black college
graduates come from them. About
seven'out of 10 blacks at white
colleges never graduate.
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