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Prologue



His Royal Badness


Elvis Presley was the ‘King of Rock’n’Roll’ and Michael Jackson the ‘King of Pop’. Madonna – Her Madgesty – took the crown as pop’s queen. The music world has seen a ‘Queen of Soul’ (Aretha Franklin), a ‘Lizard King’ (Jim Morrison) and Beyoncé ‘Queen Bey’ Knowles, who is married to Shawn ‘Jay-Z’ Carter, one of many rappers who have declared themselves ‘King of New York’. But while these icons had their titles bestowed upon them, or appointed themselves heirs to the throne, Prince was born into his place in the royal pantheon, with a natural ability that seemed to transcend the rules that govern ordinary lives.


Pop, rock, funk and soul – and beyond music into cinema, dance and fashion – Prince conquered them all with a refusal to accept any restrictions on his creative expression. ‘To have the theatrical sense of a David Bowie, but to have the virtuoso sense of a Miles Davis and the pop-culture sense of a Madonna – to combine all of that in one person … The compositions are great, but the concept – the whole package – is what’s unique,’ says Hans-Martin Buff, Prince’s engineer in the mid- to late 1990s.


A rarity in the entertainment industry, Prince didn’t move to New York or Los Angeles to find fame. Staying in his hometown of Minneapolis, he brought the world to him, turning the ‘Minneapolis sound’ into a global phenomenon. ‘He was coming up at a time when barriers were starting to be broken down,’ says Andrea Swensson, author of Got to Be Something Here: The Rise of the Minneapolis Sound. ‘In town, there were more integrated bands. Nationally, more Black artists were starting to cross over. It was this combination of being in a place that gives you that perspective and drive, and then being at the right time for that drive to actually break through a wall.’


Rescuing himself from poverty and a broken home, Prince made the very act of living an expression of his artistic purpose. ‘He completely dedicated himself to his music,’ says Lisa Coleman, keyboardist in The Revolution, the band Prince shot to worldwide fame with in the mid-1980s. ‘And not just the music – the whole package of being a pop star. Going shopping was almost as important as going to rehearsal. He was really sure about what he was doing. It was kind of mysterious, like: will it work? Who knows? But the fact that he was practising it every day kind of made it inevitable.’


A virtuoso musician who wrote era-defining songs; a wilful enigma who bared his soul through his art; a visionary who could seemingly manifest the impossible into reality – Prince was many things to many people, but everyone who fell into his orbit agrees on one thing: Prince was a genius. But ‘to say he’s a musical genius is really to miss the point’, says Van Jones, a former advisor to President Barack Obama who worked with Prince on secret philanthropic ventures during the 2010s. ‘He had a genius for humanity that was so complex it can only express itself musically.’ In the years following his death in 2016, that complexity is still being unravelled in order to be fully understood.


‘All the way along, he was planting seeds and leaving hieroglyphics and hidden messages and things like that,’ says Lisa Coleman. ‘He was just becoming a legend and he was writing the story that it was going to be when it was done.’


This is that story.







1



The Kid


‘My mother’s eyes. That’s the 1st thing [eye] can remember,’ Prince wrote in his posthumously published memoir, The Beautiful Ones. There was ‘nothing more beautiful’: they were ‘playful’, promising ‘fun & mischief’. The first thing he remembered hearing was his father’s piano – ‘a joyous sound’.


Mattie Della Shaw was a jazz singer – vivacious, outgoing, always looking for a good time. She already had a son, Alfred, from a previous marriage when she met John L. Nelson at Minneapolis’s Phyllis Wheatley House, a community centre for the city’s Black population. Sixteen years her senior, John L. was a jazz pianist, the sharply dressed leader of a local outfit, The Prince Rogers Trio. Mattie had a voice like Billie Holiday’s, and Nelson asked her to join his group. But while Mattie wanted ‘adventure & traveling’, John L., who also had four children of his own from a first marriage – Sharon L., Norrine P., Lorna and John R. – wanted to ‘make sure there was food on the table’. For Prince, his parents’ opposing personalities would take seed within him, as if planting the roots for all that would follow: a lifetime of embodying contradictions in the creation of a unique worldview expressed through his music.


‘I called my son Prince because I wanted him to do everything I wanted to do,’ John L. told A Current Affair in 1991. Growing up in Minneapolis, where he was born at Mount Sinai Hospital on 7 June 1958, nine months after his parents’ wedding, the young Prince Rogers Nelson was almost uniquely placed to fulfil that dream. But by the time Prince’s sister, Tyka, came along two years later, John L. would feel his own ambitions slipping away.


A pragmatic man with a temper that spilled into the Nelsons’ domestic life, he held down two jobs in order to make ends meet: working as a plastic moulder at Honeywell Electronics by day, where he was, reportedly, the first Black employee at the company, and performing in the north-side community centres and downtown strip joints at night, where racist restrictions in the clubs on Hennepin Avenue forced his band to play behind a curtain. Mattie, meanwhile, gave up singing altogether. Looking after a household of two combined families, childcare became her full-time responsibility.


If genetics handed him a mix of his parents’ personalities, Prince also inherited a mixed racial bloodline: Mattie had traces of Black, Native American and white ancestry, while John L. was a Black–Italian mix. With the Nelsons making their home at 915 Logan Avenue North, Prince grew up in a small Black community practically quarantined in the north of the city by three highways that cut through the Twin Cities of Minneapolis and Saint Paul. ‘The Black community of the time was two per cent of the metro area, but all living in close proximity to one another because of segregation,’ Minneapolis music historian Andrea Swensson says. ‘North Minneapolis is this little triangle that’s cut off on all sides. It’s maybe one by two miles … So you have a community that’s completely sequestered, which allowed for a really strong culture to develop.’ It was in this small pocket that Prince would encounter many of the musicians that would help him put Minneapolis on the map, among them André Anderson (later known as André Cymone) and Morris Day.


Briefly bussed to Kenwood Elementary as part of a city-wide programme to foster integration, Prince began to interact with more affluent white culture. He would also experience overt racism; unhappy at Kenwood, he transferred to John Hay Elementary, closer to the Nelsons’ home in North Minneapolis. ‘I was very lucky to be born here, because I saw both sides of the racial issue, the oppression and the equality,’ he later said. ‘I got the best of all worlds here. I saw what happens here, and it’s not like what happens in, say, Atlanta.’


Local radio also helped Prince bridge the cultural divide. In the strictly segregated music industry, Black and white artists were marketed to their own audiences, with little opportunity to cross over. Living within reach of KUXL’s mile-radius broadcast signal, Prince was able to tune into the only Black radio station in the area. ‘It was a community-run station,’ Swensson says. ‘The primary programming during the day was religious.’


In the afternoon, however, the influential Minneapolis DJ Jack Harris would take over. Supporting the city’s R&B acts, he also spun Motown and Aretha Franklin records alongside cuts by some of Prince’s key inspirations, such as Sly & The Family Stone and James Brown. When KUXL went off air at sundown, Prince would turn the dial to KQRS, where he discovered white pop, rock and progressive music, including two more of his lasting influences, Santana and Joni Mitchell. Absorbing all of it, Prince later told Rolling Stone, ‘I was brought up in a Black and white world … I always said that one day I was gonna play all kinds of music, and not be judged for the colour of my skin, but the quality of my work.’


The Nelsons attended the Seventh Day Adventist Church, which also brought its influence to bear on the young talent in the making. Although Prince’s religious beliefs evolved over the years, he always had a gut-level faith: ‘Early on, [eye] believed another power greater than myself was at work in my life,’ he would write. As a child, however, he was more interested in the music that church had to offer. ‘The most I got out of that was the experience of the choir.’ Rather than study the Bible, Prince preferred to spend his time discussing music with a new friend, André Anderson, just three weeks his junior. The youngsters were amazed to discover that André’s father, Fred, had played bass with Prince’s dad. His mother, Bernadette, was a matriarchal figure in the community who organized youth events.


Arguably the most epochal event for Prince during these years was when, aged five, he was taken to see his father’s band perform. ‘Artists have the ability 2 change lives with a single per4mance,’ he would later reflect, and as John L. led his trio amid a troupe of dancing girls, Prince realized the power that music – and a bandleader – could have on an audience. Five years later, following his parents’ divorce, a similar experience confirmed this epiphany: Prince’s new stepfather lifted him onto the stage at a James Brown concert, where Prince danced until a bodyguard took him off. ‘He inspired me because of the control he had over his band,’ Prince said of the ‘Godfather of Soul’ in 1998, ‘and because of the beautiful dancing girls he had. I wanted both.’ In his early adolescence, Prince would continue to sneak into clubs in order to watch his father play, racing home before John L. could find out.


Aspiring to match, and even outdo, his father musically and, later, sartorially, Prince would sit at the piano in the front room, teaching himself how to play TV themes – Batman, The Man from U.N.C.L.E. – in defiance of the house rules: don’t touch the instrument. As young as three or four, he’d shake loose from his mother during shopping trips in order to ‘jump on the radio, the organ, any type of instrument’, Mattie later recalled. ‘I’d have to hunt for him, and that’s where he’d be – in the music department.’


Although influenced by his jazz-playing father, Prince developed a less abstract playing style better suited to writing pop songs. His first song, often referred to as ‘Funk Machine’ (though likely just titled ‘Machine’), was completed when he was seven. It took his father moving out of the house at around the same time before he could start using the piano freely. Mattie and John L.’s clash of personalities had become too strong for the marriage to endure: ‘several breakdowns of communication & even occasional violence’ led to their separation, Prince recalled, with one harrowing incident leading Mattie to hold her son up ‘as a buffer’ between herself and her husband.


‘[Eye] had no idea what impact that would have on me,’ Prince later wrote of the split, though music provided an escape from the turmoil of his home life: ‘Some secrets r so dark they have 2 b turned in2 song 1st b4 one can even begin 2 unpack them.’ Years later, in the early 1990s, he would explore themes of domestic violence and child abuse in songs like ‘Papa’, which ended with a warning (or perhaps affirmation of survival): if you abuse children, they’ll turn out like Prince. Another song, ‘The Sacrifice of Victor’, alluded to his childhood epilepsy: seizures that began at the age of three, but which seem to have subsided around the time of the Nelsons’ divorce, and following what Prince later described to his mother as a visitation from an angel who told him he would not be sick any more.


Despite their fractious relationship, Prince still idolized his father, and took an immediate dislike to his new stepfather, Hayward Baker, who introduced new punishments, such as locking Prince in a closet (‘The best thing that can be said about him was that he made my mother happy’).


Aged twelve, and with Mattie giving birth to a new half-brother, Omarr, Prince relocated to his father’s nearby studio apartment – where the instruments were – before John L. bought a larger house at 539 Newton Avenue. It was a short-lived arrangement that came to an end when he allegedly found his newly teenaged son fooling around with a girl. Failing to convince his father to take him back, Prince asked his younger sister, Tyka, to intervene on his behalf. She relayed John L.’s message: all Prince had to do was apologize. Prince called again, delivered the apology – and John L. still said no. ‘I sat crying at that phone booth for two hours,’ Prince told Rolling Stone in 1985, in an unusually unguarded statement, adding, ‘That’s the last time I cried.’


Next was a spell living with his aunt Olivia, in South Minneapolis, which, with his hormones on high alert, may have been misguided. For one, Olivia’s devoutly religious household was at odds with her adolescent nephew’s new lifestyle; puberty hit Prince ‘with the strength of a hurricane & all [eye] could really think about was the opposite sex’. He once claimed his mother supplied him with copies of Playboy and other ‘erotic literature’, in lieu of having ‘The Talk’. In his memoir, he placed that responsibility on Hayward, recalling a trip they took with other neighbourhood kids to watch ‘a raggedy R-rated drive-in movie’, still avoiding ‘The Talk’ while letting the action speak for itself. But also, there was no piano in Olivia’s home. Feeling sorry, John L. bought Prince a guitar, which he immediately mastered, learning not just how to play the instrument, but how to perform the solos he heard on the latest rock hits.


Prince’s next home would allow him to develop his two greatest interests – music and girls – more or less uninhibited. Mattie had developed a deep friendship with Bernadette Anderson; the two mothers not only ‘had each other’s back when it came 2 their husbands’, but also shared another arrangement, as Prince later wrote: ‘If I die you take care of my children, if you die I take care of yours.’ In need of a surrogate family, Prince settled with the Andersons on 1244 Russell Avenue, first sharing a room with his friend André, the youngest of their six children, before resettling to more private quarters in the basement, where he would live for the majority of his teenage years.


Back before Mattie and John L. broke up, ‘there were 2 Princes in the house where we lived’, Prince wrote. Mattie called John L. ‘Prince’, after his band, and nicknamed her son Skipper, ‘because he was small in size and he was just real cute’.


As an adult, Prince would grow to just five feet two inches – or, as he told people, five foot three. He’d been a talented basketball player, but by the time he enrolled in Minneapolis’s Central High his classmates were beginning to outstrip him in size. Prince gravitated even more towards music. Arriving early each day to spend time alone with the instruments in the school’s music room, he also persuaded his music teacher to reserve the room for him at lunchtimes.


Practice became a refuge – from other teachers who confused his name with ‘Price’, and kids who teased him about his clothes (platform shoes, flares and dress shirts with large, pointed collars), his hair (‘the biggest afro in the world’, according to one schoolmate) and his name (‘Princess’ was a popular taunt). ‘People would say something about our clothes or the way we looked or who we were with, and we’d end up fighting,’ he later told Rolling Stone. ‘I was a very good fighter … I never lost. I don’t know if I fight fair, but I go for it.’


Free to explore his natural gift for music, Prince learned how to play most instruments himself, including a brief attempt at the saxophone, which he abandoned after finding it hurt his lip. Back at the Andersons’, he split his time between furthering his skills as a musician and gaining experience with the opposite sex, he and André using the basement for more than just band practice.


After cycling through several names – among them Phoenix and, in an early display of the carnality that would dominate his music, Sex Machine – Prince’s first band settled on a conflation of two of his favourite groups: Grand Funk Railroad and Graham Central Station (led by another musical idol, former Sly & The Family Stone bassist Larry Graham). With Prince fronting the band on guitar, Grand Central’s line-up was rounded out with André Anderson on bass, André’s sister Linda on keyboards and Prince’s second cousin Charles Smith on drums. When William Doughty and Terry Jackson joined on percussion, the group moved rehearsals from the basement to Jackson’s house, next door, where a larger space accommodated sessions that lasted up to six hours.


‘In order to thrive economically, they had to appeal to the broader white audience,’ Swensson says. ‘So for Prince and his peers, that meant learning all of the hits of the day … and then putting together setlists that they could play at a prom at an all-white high school.’ They worked up a repertoire that included funk, rock and pop music. One estimate counted anywhere between two hundred and three hundred songs by the time the group disbanded, including numbers by Jimi Hendrix, Ohio Players, Grand Funk Railroad and Chicago, with original material entering as the band grew in confidence.


Prince also developed his taste in fashion. Reacting against his poverty, he promised himself he would never dress ‘raggedy’, and cultivated a feminine look with scarves and silk shirts that helped him stand out. Thrift stores were raided in search of fringed vests and boots that recalled the ones favoured by Carlos Santana; when the types of clothes he wanted weren’t available, girls would help make outfits for him.


‘In Minneapolis, it was cool to be glamorous,’ says Lisa Coleman, who, in 1980, would join Prince’s band as a keyboardist and move to the city from Los Angeles. More used to the punk sensibility of LA’s underground scene, she discovered that going to a club in Minneapolis meant ‘you’d want to dress up and not dress down’.


Aided by Bernadette and a local manager, Frank Jackson, Grand Central played wherever they could get bookings: proms, homecomings, the Minnesota State Fair, community centres like The Way – a Black-owned organization that provided space for many of Minneapolis’s young musicians to learn their craft – and even neighbours’ back gardens. The Phyllis Wheatley Community Center hosted battle-of-the-bands nights where the prize was local fame.


‘I don’t even know that they were all billed as battle-of-the-bands,’ Swensson says. ‘I think they saw every concert they played together as a battle. There’s just this competitive nature that they all shared.’ With Grand Central, Prince would take to the stage to prove himself against a host of outfits, some of whose members would become significant collaborators in the future: The Family (with bassist Sonny Thompson, later of The New Power Generation), Mind & Matter (led by future keyboardist with The Time, Jimmy ‘Jam’ Harris) and Flyte Tyme (featuring another future Time musician, Terry Lewis, on bass). ‘They wanted to come out on top and get the most claps and cheers and adoration, and prove to other artists that they had rehearsed the hardest and were the best.’


In 1974, cousin Charles’s sports interests were distracting from his band duties, so he was replaced by another classmate, Morris Day, whose mother, LaVonne Daugherty, would also play a part in Prince’s burgeoning career. LaVonne hustled for the band, now renamed Grand Central Corporation, scoring gigs, paying for demo recordings, trying to secure a record deal. Another family connection, Pepé Willie, husband of Prince’s cousin Shauntel Manderville, was brought in to help the operation. Soon realizing who the group’s stand-out talent was, Willie enlisted Prince as a session musician for his own group, 94 East. Contributing guitar, synthesizers, keyboards and drums, and earning a co-write on the song ‘Just Another Sucker’, Prince finally entered a professional studio.


The band changed their name to Champagne (similarities with Graham Central Station had become too obvious to ignore) and began recording together at Moon Sound Studios, a small facility run by local concert promoter and advertising-jingles writer Chris Moon. He, too, homed in on Prince as their leading light. For his eighteenth birthday, in 1976, the same year that he gave his first ever interview, to the Central High Pioneer (‘I really feel that if we had lived in Los Angeles or New York or some other big city, we would have gotten over by now’), Prince received the keys to the studio. In return for helping Moon develop some of his own songs, he could have as much free recording time as he wanted.


LaVonne, meanwhile, had piqued the interest of Isaac Hayes – the Black Moses himself, Stax Records’s flagship artist and the man behind the Shaft theme tune, a song that defined a strain of funk music in the 1970s. Hayes considered offering the group a deal. But Prince, feeling that he could work faster on his own, left the band. André wasn’t far behind, and so a renamed Shampayne lost its sparkle.


Prince, too, had refined his name, dropping ‘Nelson’. His one-word description in the Central High graduation book read ‘music’ – Moon Sound was a full-time gig, if not yet a money-maker. Although he was broke, and would later recall standing outside McDonald’s just so he could ‘smell stuff’, Prince took his fee from a recording session with The Family, where he provided guitar and backing vocals to their song ‘Got to Be Something Here’, and bought a plane ticket east. Staying with his older half-sister Sharon, he shopped a demo around New York, looking for a solo deal. Tiffany Entertainment offered to buy the publishing rights to the songs, but Prince, having studied some business of music at school, had an early understanding of the importance of owning his work and turned them down.


A call from Minneapolis had him on the plane home. After some convincing from Chris Moon, Owen Husney, the head of a local advertising company, had listened to the demo. He thought it was the work of a group of musicians – a Black singer fronting a fusion of R&B, pop, rock and soul by a band that ‘crossed many barriers where most artists of the day either refused to go, or just plain lacked the ability to get there’, he recalled in his memoir. Husney wanted to put his resources into becoming Prince’s full-time manager and securing him a deal.


He found an apartment for the young star in the city’s Uptown district, near his own office. ‘Uptown is the hipster neighbourhood,’ Swensson says. ‘Back then it was very white. It was where the punk rock bands were.’ Living within walking distance of their favourite bars and record stores, Prince had ‘moved into a different scene’. Booked in at Minneapolis’s Sound 80 studio with local engineer David Rivkin (brother of Bobby Rivkin, who would soon become Prince’s drummer), Prince taught himself to use the top-of-the-line synths and recorded a new demo. Husney put it in an all-black press pack that featured just the artist’s name on the front in order to create mystique.


Playing the labels off against each other to create a buzz was easy; convincing them to give in to Prince’s demands for full creative control – from the way he was presented down to how his albums were recorded – was not. As RSO, ABC/Dunhill, A&M and CBS all left the running, either uninterested or unwilling to agree to the terms Husney offered, Warner Bros became their last option. They ‘didn’t do the safe stuff’, Marylou Badeaux says; she was then working in radio promotion in the Black music department, on her way to becoming the division’s Vice President of Special Projects. ‘They were into the music. Into creativity. Into things that maybe the next label wouldn’t be comfortable with … And they weren’t afraid of the fact that this punk kid comes in and says, “I will not be labelled a Black artist. And I’m gonna produce my own albums. I’m gonna play all the instruments.”’


Rather than try to impress Prince and Husney with freebies and fancy dinners, Warner Bros’s head of pop promotion, Russ Thyret, took them to his house, sat on the floor and talked music with them. Thyret ‘saw something’ in the teenager, Badeaux confirms. Legendary label execs Mo Ostin and Lenny Waronker concurred. They were willing to offer an unprecedented three-album deal that allowed Prince to co-produce his music.


Husney called it the biggest deal of 1977 and the most lucrative offer ever made for an unknown artist. Convinced that Warner Bros would offer him the best chance to be heard in the way he wanted, on 25 June 1977, less than three weeks after his nineteenth birthday, Prince signed with the label that would release some of his greatest music and provoke his most bitter disputes. For now, however, there was a deal to celebrate in the way he knew best: with the ink barely dry, Prince was back in Minneapolis, in Sound 80, recording a new song dedicated to creative and business partnerships: ‘We Can Work It Out’.







2



Sex Defender


Prince had the final word on every element of his music, from writing and performing most of the songs himself to producing the albums and conceptualizing the artworks and promo videos. Rehearsals were legendarily gruelling affairs, with Prince drilling his musicians for hours, overwhelming them with song arrangements, choreography and coded phrases or gestures that could signal a change at any point on stage. ‘Produced, Arranged, Composed and Performed by Prince’ was the line on most of his record sleeves, but that applied also to his entire lifestyle, lived, as it was, with the same tight control.


With so many ideas pouring out of him, he had to work fast to capture them all; to express every facet of himself with an artistic integrity few could match. Finishing songs in a day, Prince had little patience for processes that slowed him down: technological limitations; tape machines that couldn’t wind fast enough; other musicians, incapable of learning parts quicker than he could record them himself. If, sonically speaking, some of his albums could have been more polished, they nevertheless had an immediacy that jumped out of the speakers – far more preferable than overworking an idea and draining the life out of it.


As Susan Rogers, Prince’s studio engineer throughout his commercial peak, from 1983 to 1987, says, he was an ‘extraordinary virtuoso’ who would ‘go from instrument to instrument so quickly that the end product looked like perfectionism … not because he worked to make it perfect; it was perfect because he was that good’. Cutting corners as they recorded, prioritizing capturing a feeling over everything else, Rogers notes that ‘the sound of those records wasn’t that great. What was great about them was the ideas and the playing.’


Prince learned this the hard way.


What Prince expected from those around him was no different to the demands he placed on himself. Rehearsing in Husney’s office, he remained resolutely focused on his new music. ‘Anyone around then knew what was happening,’ Prince later recalled of the period leading up to his debut album. ‘I was working. When they were sleeping, I was jamming. When they woke up, I had another groove.’


But even keeping up with his own relentless pace took its toll during the recording of his debut. By Prince’s own admission, he was ‘a physical wreck’ after the sessions. Warner Bros may have allowed their teenage wunderkind to take on co-production duties, but when they suggested that Maurice White, of Earth, Wind & Fire, oversee the sessions alongside him, Prince balked against the label’s attempt to turn him into the next disco hitmaker. ‘Don’t make me Black,’ he cautioned them, adding, ‘My idols are all over the place.’ Prince was serving notice: he wanted to be marketed like other mainstream – white – artists.


To prove he could handle his own production, Prince spent a day in Amigo Studios, in Los Angeles, recording ‘Just As Long As We’re Together’ as part of a live audition – only he was unaware he was under observation and mistook the label execs that drifted in and out for janitors. Satisfied that their new signing knew his way around the equipment, Warner Bros dropped the Maurice White idea, but installed the experienced Tommy Vicari as executive producer, just in case.


Prince’s debut album was recorded at the Record Plant in Sausalito, just north of San Francisco, from October through December 1977. Prince, Vicari, Owen Husney and Husney’s wife Britt rented a three-storey house in Corte Madera, overlooking the San Francisco Bay, though Prince hardly hung around enough to enjoy the view. Still only a teenager, he pushed everything – himself included – to the limit, often working from 3pm to 5am in his determination to succeed.


Prince barely spoke to Vicari and treated him like an unwanted babysitter, rolling his eyes at suggestions, drawing caricatures of him in the margins of studio notes and pushing the producer away from the recording console once he’d observed anything he needed to learn. Back at the apartment, Prince tormented Vicari with practical jokes, rousing the increasingly exhausted producer from sleep – where he was relegated to the sofa – in order to take unflattering photos of him.


When his Minneapolis friends André Anderson and David Rivkin were flown out to the sessions, Prince relaxed – a little. Although he wouldn’t let André perform on the album, he felt more comfortable recording his vocals with Rivkin, an engineer he trusted. Meanwhile, Prince had ‘absorbed everything he needed out of Tommy Vicari’s brain’, Husney recalled. ‘Tommy was heartbroken, because he had just been treated like shit.’
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