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HERB ALPERT & THE
T1JUANA BAASS
i THTE OF RONEY

By Dan Daley
Engineers are often involved in the pre-
production of records, sometimes sitting in
on rehearsals with the producer and the
band. In the case of “A Taste of Honey,”
engineer Lamry Levine was actually bold
entugh 1o suggest the song 1o the pro-
ducer/anist Herb Alpen.

“We were in the masiering room at Gold
Star Recording Studios [LA, and T was mak-

classic tracks

ing lim an acvetate copy of another song he
was going to record, a song called “Whipped Cream,”” Levine
recalls, “He told me that that was the name of his next revord,
and that it was going to be all about food. So, | suggested
‘A Taste of Honey,' That's how it got onto Herly's list.” (Other
song tithes on the album included “Tangerine,” “Green Pep-
pers,” “Peanuts,” “Lollipops and Roses” and “El Garbanze.”™)
The album, Whipped Cream & Otber Delights, reached
Number One on the pop chans after its release in April
1965, and spawned several hit singles, the biggest of which
was “A Taste of Honey,” which also copped Grammy
Awards that year for Record of the Year, Best Pop Arrange-
ment and Best Enginecred Record-
ing—Non-classical. Not bad for an
instrumental,

Alpent was already a0 successful
music industry veteran by the time
he hit it big with *A Taste of Honey.”

In the kawe S0s, working with man-
ager/promoter Lou Adler, he had
helped in the careers of both Sam
Cooke and Jan & Dean. He par-
layed his triuniphs in that area o
the founding of A&M Records in
'62 with lis panner, producer
Jerry Moss, A trumpeter since the '40s, Alpen
was inspired 1o start the Tijuana Brass in LA, after seeing
a bullfight in Mexico and digging the local music there.
In his own garage studio, he experimented with over-
dubhing his trumpet pans, and that technigue became the
hasis of some of his eadiest Tijuwana Brass compositions, in-
cluding “The Lonely Bull,” which became the centerpicce
of the group's first album, which was also the first nedease
on AKM Reconds. With its eclectic combao of Latin, jazz and
easy listening sounds, the Tijuana Hrass managed o ap-
peal to a broad cross-section of adults and a good number
of young people in the era just before The Beatles hit it big
in America, And they would prove w0 have longevity that
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mest instrumental hitmakers of the early '60s did not; they
vontinued 10 thrive during the Brtsh [Invasion.

The Scott/Marlow tune “A Taste of Honey™ had been
recorded by The Beatles on their debut album, Please,
Please Me, in 1963, Levine joined Alpert and Moss, who
were co-producing the Tijuana Brass reconds, in late 1964
o cut the rack in Studio A at Gold Sear, where Levine was
a safl engineer. Alpent had done some of his previous
records, including the hit *The Lonely Bull® (1962) at
United/Western Studios in Hollywood, However, Levine
says, Alpent wanted a bigger, brighter sound, and came 1o
Gold Star and Levine because of what e had heard of
Phil Specior’s records, many of which Levine had engi-
neered in Siudio A. *1 knew ‘Lonely Bull,” and the whole
Tijuana Brass sound was a real departure, so | was happy
about the prosped of working with them,” says Levine.
“Ard 1 was also thrilled 1o be working with Herb and Jerry,
who everyone said were two great guys 1o work with,”

The hasic track for “A Taste of Honey"™ was developed
by Alpert in the studio with many of LA.'s wop studio ses-
sion players, including Wrecking Crew  drumimer Hal
Blaine. The drums were in the center of the relatively small
(19x24-foo) Studio A, with the rest of the musicians clus-
tered around them; the rest of the instrumentation in-
cluded a Fender hass, an electric and an acoustic guitar, a
piano and percussion played by Julius Wecheer., Alpen
liked 10 direct the hasic tracks and overdub his rumpert
parts kater, along with the rest of the horn section. The
drums were miked with a Neumann 67 above and an RCA
77 in the kick drum. The electric guitar amp had a Shure
57 pointed straight at the speaker about six inches away.
Levine miked the acoustic guitar with an E-V RE-15, run-
ning all of them o a Scully 4-track deck through Sdio
A's custom-made 12-inpat console,

The arrangement was a tricky one: It began with a
legao Mariachi-esque pair of tumpets drawling the cho-
rus melody. (Alpen's frequent use of Mexicun-influenced



horn parts on songs like “The Lonely
Bull,® “Spanish Flea® and “Tijuana Taxi”
led his sound 10 be dubbed “Ameriachi.”)
The track then quickly made the transition
10 a walking four-on-the-floor beat, with
the musicians landing on the one beat to-

gether after a weit, a pattern that repeats
three times in the song.

Or so it read on the chan. The reality
was, LAS finest had a great deal of diffi-
culty landing on the beat together that day.
“They tried four or five times afier we

Cool Spins

The Mix Staff Members Pick
Their Current Favorites

Various Artists: Good Rockin’ Tonight—
The Legacy of Sun Records (Sire)

Drawn from an epssode (which | have not
I seen) of PBS" excellent American Masters

neering Sun Records to the history of rock
n’' roll. Because there are already plenty of
vintage Sun anthclogies to choose from,
this one goes the “tribute” route, with a
very impressive cast of all-stars. Some tackle
the big Sun hits faithfully—Paul McCartney,
with Elvis backups Scotty Moore and D.J.
Fontana, doing “That's Alright™; Efton John
ing On"; Johnny Hallyday (the “French
Elvis™) with a great “Blue Suede Shoes”;
Bryan Ferry sounding like the primal Sun
Elvis on “Don’t Be Cruel®; and Jeff Beck
backing Chrissie Hynde on “Mystery Train.”
Others offer new approaches 1o less-famil-
iar material: Eric Clapton sings magnificently
{and adds wicked shide) to " Just Walkin® in
the Rain*; Bab Dylan and his band put
down a sly version of "Red Cadillac and a
Black Moustache”; Van Momison and Sun
original Carl Perkins romp through “Sittin®
on Top of the World”; and Shenyl Crow of-
fers an emotion-filled version of “Who Will
the Next Fool Be.” There are two radical re-
wvisions; one works and the other doesn't—
Live's “I Walk the Line” is a surprisingly

Rock’s noisy, rapped “Drinkin® Wine Spo-
Dee-0-Dee” is a disaster. The closer is the
one artist I'd never heard before—Mandy
Barmnett (backed by The Jordanaires) serves
up an exquisite, Patsy Cline-ish version of
“You Win Again.” One big complaint with
this set: The liner notes offer no clues about
who cut the Sun originals on all these tunes.

Producers: Ahmet Ertegun (project pro-
ducer), Jeff Beck, immy Page, Robert Plant,
Philippe Rault, Andy Paley, Rick Rubin, Tom
Petty, Mike Campbell, Van Morrison, Bob
Dylan, Eric Clapton, Simon Climie, Matt
Serletic, George Drakoulias, Chris Isaak,
Tim Palmer, Live, Kid Rock, Martin Gross,
Johnny Evans. Engineers: Bobby Bradley,
Mark Linnet, Steven Lee King, Tim Palmer,
Mark Needham, Pete Cobbin, Frank Fil-
ipetti, Simon Climie, James Loughrey, Ron
Warshow. Studios: Sear Sound (NYC), An-
gel Recording (London), Brittania Row (Lon-
don), Bradley’s Barn (Mashville), 54 Sound
(Ferndale, MI), Arlyn Studios (Austin),
O'Henry Studios (L.A.), Coast (San Fran-
csco), Comnersione (LA), Sunset Sound
(LA), Oceanway (LA.), Wool Hall (Bath,
UK), Abbey Road (London), Olympic Stu-
dios (London), Your Place Or Mine (L.A.),
The Townhouse (London). No overall mas-
tering credit listed. —Blair Jackson

Ralph Stanley & Friends: Clinch Moun-
tain Sweethearts (Rebel Records)
When they were putting together the mar-
velous 1999 double-CD Clinch Adountain
Country, it became dear to Ralph Stanley
and his producer, Bil VornDick, that there
—CONTINUED ON PAGE 156

started tape rolling 1o all get in back on the
beat,” recalls Levine. “And these were the
best session players in Hollywood. It was
more funny than it was fnstrating, even
for Herb. Strangely, it was almost like a re-
lief 1o know that somwtines even these
guys couldn’t get it. When we wemt back
to the okl mpes a few months ago in
prepacation for a new record, you coukl
hear the musicians having this discussion
on the outtakes as 10 why the heck they
couldnt come in on the b together. It
was actually pretty funny. It was just one
of those things. Had it been another day,
it would have gone down fine.”

The solution was found when Levine
and Alpen decided that they would
recond the basic track in sections, and
Levine would edit them together with the
right amount of tape between edits
match the wempo. To provide him with a
cue for the edits, Alpen asked Blaine o
count it off, and Bhine responded by us-
ing his kick drum to pound owmt eight
quarter notes before each up-tempo sec-
tion. Later, when Levine was editing the
track, Alpen began 10 show a fondness for
the kick drum ow in the rack stark naked
like that, and ultimately decided 1o keep
it in instead of leaving the space blank, as
he originally had conceived it. And that
turned out to give “A Taste of Honey™ one
more killer hook. The kick drum was
used just as Levine had recorded it, when
it was supposed 10 be used solely as an
edit cue. That it sounded as good as it dicd,
Levine credits to Blaine's playing: “There
are some musicians who, for one reason
or another, just seem to own their instru-
ment. They don’t have to think abowt
what they're playing—the instrument is
just an extension of them. And that's how
Hal was, It didn't mater what microphone
I used or where 1 placed it. He always
sounded good.”

The basic track had been revorded in
steren o two of the four multitrack chan-
nels. Alpent’s harmony trumpets—he
played each pant—and the rombone were
recorded as individual overdubs. To create
room for all the hom parts, Levine bounced
them buck w0 a sevond 4-track deck.
Alperts trumpet was recorded using a Sony
C-38 microphone, which the band leader
came to regard as a favorite. Signal pro-
cessing, using nwinly the two concrete live
chambers of Studio A, was recorded 1o the
tracks for both the basics and the overdubs,
That left link: 1o do in the mix, especially
because the main mix was in mono, which
is what radio wanted, and which was still
the hest-selling consumer formar for LPs
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the time. (Stereo records cost about two
1960s-value dollars more.,) However, one of
Alpent's favorite pans of nuking a record
wits to take the multitrack with him to an-
other stucio—usually the Annex—and do
the stereo mix himself,

It was yet another quirk of fate thar led
the song to becomwe a smash hit: Originally,
the track was not scheduled as a single at
all, but rather as the B side of another song,
the famous theme for the flm The Third
Man, When the record was finished, a B
side is acally where Levine thought the
track belonged. But it just happened to get
flippedt over one night by a Dj—not the
first time that ever happened, 10 be sure—
and it caught on almost immediately. I
eventually macle it all the way 10 Number
7 on the pop charts (while The Third Man
theme stalled st Number 47 when it was
subsequently re-released as an A side), A
linde less than a year kater, at the eighth an-
- nual Grammy Awards ceremonies (in their
predelevised days), “A Taste of Honey"
won trophies for Alpert, Moss and Levine,
After the ceremonies, Alpert couldn't resist
remincding Levine that the engineer had at
one point suggested that Alpent put strings
on the mck. “So, he laughs and he asks

me, ‘Do you still think it needs strings, and
do you still think it's a B side? Levine
laughs. “But I still think strings would have
sounded good on it."

One final anecdote: It's been long de-
bated as to what actually drove the sales
of Whipped Cream & Other Delights. the
music or the now-famous picture of the
voluptuous and apparently nude woman
covered in simulated whipped cream on
the cover. Dolores Ericson has already
gone down in history as the model on the
cover. What gave her that glow, though?
According to Levine, she was three
months pregnant at the time, [ ]



