










drums-is really what we're all about. We
thought it was time to go back to that cen­
tral energy.
AfterCounterparts, Rush took a three -year
break.

It was nice. We hadn't had a break like
that in our whole history and everybody
went and did other things. Geddy and
Nancy had a baby girl and I did my solo pro­
ject Victor, so it was a great opportunity for
us to separate ourselves from Rush and get
into other things.

Was the future ofRush ever in question after
Counterparts?

Nope. As we got more into other pro­
jects, the break did become longer and
longer but there was no question that we
would get back together. It was just a ques­
tion of when since everyone was having
such a good time doing other things.

The break seemed to revitalize Rush, espe­
cially considering howfresh and inspired
the band sounds on Test for Echo.

We came back with renewed enthusiasm
and we were excited about working together
again. When we arrived at Bearsville Studios
in Bearsville [NY], Ged and I spent a couple
of days just talking about what we had dis-

the night and you can hear abattle between energy
and pitch.Through the years I've experimented a lot
with my singing, in melody writing, and layering and
harmonies. The range of my voice and the keys that I
sing in have changed alot since the early days.
Fortunately, we're still able to pull a lot of that early
stuff off live.

Who were some of your vocal influences?
I used to love the singing of Jack Bruce, Roger

Hodgson of Supertramp, of course Robert Plant- he
was abig influence in the early days-and Jon
Anderson of Yes. I went for those sopranos for influ­
ence.

And what about bassists?
Jack Bruce again, Jack Casady of Jefferson

Airplane and Hot Tuna, and later on, Chris Squire and
John Entwistle.

Your vocals were especially strong on Moving
Pictures [1981].

Everything kind of came together on that album.
To me Moving Pictures was like 2112 in the sense that
before it, we'd been trying to move in aslightly differ­
ent direction, and it all kind of came together on that
record. There was more consideration to what key I
was singing in and the quality of the recording was at
alevel above previous ones. It was as if all the experi­
ments of the previous four or five albums paid off. But
you never know when that's going to happen; it just
kind of all comes together. It's like the accumulation of
experjence eventually pays you adividend. It's anatur­
al but unpredictable arrivai point in your growth as an
artist.

covered during our break. There were some
questions about direction and things like
that, just because we hadn't seen each other
for a while. But once we got through that lit­
tle soul searching period, we dove into the
work and everything came very quickly and
satisfyingly.

What's the overriding theme on Test for
Echo?

It deals with communication: how we
can communicate and the things we com­
municate about. And how we look for deep­
er communication in our lives.

Any plansfor a new studio album, or is
that prospect too premature?

It's too early to tell. With the live record
just out, it buys us a little bit of time, espe­
cially in view of Neil's tragedies over the past
year and a half. Considering those tragedies,
it's been a really difficult time for us. The
important thing right now is for Neil to be
able to live again. We're providing support
for him while he starts rebuilding his life.
Nothing else matters other than to get him
back up again. And the progress has been
positive but slow. We're just waiting for our
friend to get better and then we'll move
from there. i

Were any particular tracks on Moving Pictures
especially difficult to record?

We had ahell of atime recording "Tom Sawyer."
We had to work hard getting definition between guitar
and bass because the bass was so aggressive-there
was so much top end to the bass, and the guitar was
very often playing in asimilar range. It was one of
those songs that didn't come together easily. And in
the end, what we pulled off was really surprising
because I didn't have that much confidence that the
song was going to be any damn good [laughing].
Who knew?

"Witch Hunt," on the other hand, was a lot of fun
to do. However, one of the days we recorded it, I
remember going back into the studio and being
shocked because it was the day John Lennon was
assassinated. I'll always remember that.

Any thoughts about "Red Barchelta?"
I'm really proud of that song. We loved it right

from the beginning. It has anice momentum from
beginning to end and has just about all the elements
that I like in a Rush song. It has anice brisk pace and
it has quieter moments. It also has Alex wailing on the
guitar. And it has anice controlied dissonance in the
riffing, because what Alex and I are playing together in
those heavy riff sections is kind of wrong. Certain
notes we're playing shouldn't have any business being
played together, yet it all seems to work. The interac­
tion between bass and guitar really came together on
Moving Pictures, and "Red Barchelta" is aprime
example.

Was Moving Pictures a big departure from

Permanent Waves [198DI?
It was asort of consolidation. If you look at it

objectively, it's quite adifferent album from
Permanent Waves, although Permanent Waves is still
one of my favorites. It's complex but it's kind of loose
in away.

Did you use a lot of samples to enhance and
complete your sound during the 1997 tour?

We generally use a lot of technology on stage. We
use a lot of samples and sequence triggers through­
out the entire show, but none of it is controlled by
anyone other than us on stage. That still keeps it, as
far as I'm concerned, in the realm of performance. It's
mostly texturai things that we sequence. For example,
I'll take afew chords of akeyboard passage and loop
them and then we can trigger them from my foot ped­
als, Alex's foot pedals, and Neil's drum triggers.
Whenever we feel there's abackground sound miss­
ing, one of us can carry it in.

It must be quite achallenge to play your materi­
al on stage.

Oh yes, but that's a good thing. That's probably
why Rush is still here. Because our music isn't easy to
do. And you try to achieve perfection but perfection is
never possible. The whoie reason people have avision.
in their art form is because it's really hard to make
things perfect in life, so you try to do it in your art, as I
believe Woody Allen once said-and I think it's very
true. As time passes, you iearn there's always an ele­
ment that's completely uncontrollable in your art, and
that makes art exciting-the element that's not possi­
ble to plan out, or control.
-Jeffrey L. Perlah
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