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Jeffrey Callen 

From the back of the concert hall, the five-person ensemble, four dressed in simple 
black clothing and one in simple white, proceeds through the crowd, playing drums. 
As they reach the stage, the synthesizer takes up the same rhythm and the band 
members pick up their instruments and don headsets. The singer, dressed in white, re
appears from the back of the stage, his face, now clear in the stage lights, in stark 
black and blue make-up that recalls, to some, a shaman from some non-specified 
culture and, to others, the image from his latest video. 

Peter Gabriel's Security tour in 1982-83 (also known as 'Playtime 1988')l 
crystallized a moment in rock performance. The visual and auditory images that 
created the particular aesthetic of Gabriel's performances drew heavily upon his 
experience in the British progressive rock group Genesis, and also incorporated 
the minimalism ofperformance art, the immediacy of punk rock and a frequently 
disorienting use of auditory and visual elements from African, Asian and Native 
American sources. As the leader of Genesis in the early 1970s, Peter Gabriel 
had helped move rock performance to new levels of theatricality; after leaving 
the group in 1975, his work was increasingly characterized by socially conscious 
lyrics and atmospheric, rhythm-driven music. Gabriel explored this new territory 
through an increasing employment of computer technology and non-western 
musical sources. The intertwining of these elements reached its peak in 1982, with 
the album Security, whose sound was highly 'technological' while remaining 
viscerally human, and eclectic in its musical sources without crossing the line into 
exoticism or stereotype. In his early post-Genesis performances, Gabriel had 
moved away from the extravagant showmanship of his later years with the group 
in favour of a minimalist stage presentation. Now, with the Security tour, Gabriel 
sought to move back towards a theatrical presentation built around the minimalist 
aesthetic that had characterized his previous solo performances. The album, and 
the tour of Europe and the United States that supported it, thus marked a turning 
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108	 PERFORMANCE AND POPULAR MUSIC 

At the end of the scene offered as the prelude to this chapter, the insistent 
rhythm of the drums becomes the song 'The Rhythm of the Heat', the highl' 
intensity opening of an album that is itself structured as a progression of songs of 

p'	 higher and lower musical intensity. The persistently slow rhythm of the album 
tt	 tracks (even the faster songs seem to be 'dragging', as if in self-parody) and 

VII	 frequent use of rhythmic displacement creates a visceral response that 
simultaneously involves and disorients the listener. In the same way, the Securitydl 
concerts (which included some additional material from Gabriel's earlier solo 

ir albums) are also structured around moments of higher and lower musical energy. 
sl	 However, in concert, the immediacy of the performance, which adds a visual 
f(	 element to the aural elements of the songs, acts to bring a sense of completion, 

as an experience of re-orientation is added to the initial dis-orientation of the 
listener. 

p 
The fusion ofvisual and aural images had been a focus ofGabriel's performances 

VI since his later years with Genesis. In fact, as one of the most commercially 
a successful of the British 'progressive/art rock' groups of the early and mid-1970s, 

Genesis had increasingly emphasized the 'spectacle' of their music, both on d 
albums and in concert. The epic storytelling that began with their second album 

i' Trespass (1970) culminated in the 'rock opera' The Lamb Lies Down on 
Broadway (1974). Their albums were conceived and constructed as 'concept 
albums' in which the individual songs were linked together thematically to create 

\i a unified work. The 'concept album' tradition in rock'n'roll had been initiated in 

E	 the mid-1960s with the release of three seminal works: the Beach Boys' Pet 
Sounds (1966), Frank Zappa and the Mothers of Invention's Freak Out (1966) 
and the Beatles' Sgt Pepper's Lonely Hearts Club Band (1967). The format 
had subsequently been extended into more narrative-driven trajectories by 
albums such as The Who's Tommy (1969) and Pink Floyd's The Wall (1979) 
both of which related a single story through a progression of songs within a 
mythic presentation. This tradition, which can loosely be labelled 'rock opera', 
brought a frankly theatrical element to the concept album which inevitably 
changed the concert performances of the works. These live rock operas melded 
elements from a variety of traditions, including rock'n'roll, opera, British music 
hall and Broadway theatre, to create a unique and innovative genre of musical 
performance. 

From Trespass onwards, the stories and characters of Genesis's songs 
increasingly took on mythic proportions; and Gabriel's performance in his role of 
lead singer became increasingly dramatic. He had begun to emphasize the use of 
costumes, masks, make-up and props to create on-stage characters that were 'part 
comic-strip horror cartoon, part Peter Pan, part faerie' (Kamin and Goddard 1984: 
50). The Lamb Lies Down on Broadway told the story of a young New York City 
street hustler, Rael, and his journey of self-discovery and confrontation with 
mortality, presented in romantic proportions via the narrative structure of a quest. 
After the tour to promote that album, Gabriel announced his intention to leave 
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PETER GABRIEL: SECURITY TOUR, 1982-83 

Genesis in order to redefine the direction of his career. In particular, he wished to 
reject the role ofrock star he felt was being thrust upon him, and to escape from the 
constrictions imposed by the group's style of music. 

His first solo album was released in 1977; entitled Peter Gabriel, it is also, 
informally, known as Rainy Windshield. 2 He has explained that his intention at 
the time was to jettison most of his previous stylistic associations, arguing that 
although the strong visual sensibility of 'art rock' was an asset, the genre had 
a tendency to take itself too seriously (Hutchinson 1986: 71). Expressing 
nervousness about facing audiences in his home country, he chose to begin his solo 
touring career in the United States. Unlike the extravagant performances for which 
he had become known with Genesis, he favoured a restrained, unostentatious style, 
often dressing in a plain boiler suit. While some of his early concerts received 
glowing reviews in British music magazines such as Sounds and New Musical 
Express, his appearance on the BBC-TV show Top ofthe Pops (singing 'No Self 
Control ') showed him looking and sounding very much like a member ofany other 
contemporary synthesizer-based new wave band. 

Established as a solo artist, Gabriel did begin to rebuild the lyrical subjects 
he addressed and the musical styles he utilized. His first two albums - Rainy 
Windshield and Fingernails (1978) - both included songs that dealt with 
substantially darker issues than he had addressed before, which explored themes of 
isolation and estrangement. Although Rainy Windshield contained some Genesis
like tracks, the cabaret-styled'Excuse Me' and the lounge jazz 'Waiting for the Big 
One' displayed his growing idiosyncrasies, and 'Moribund The Burgermeister' 
and 'Humdrum' were early clues to the darker atmosphere that would pervade 
much of his later work. These songs were the first to exhibit the 'hard simplicity' 
(Kamin and Goddard 1984: 75) for which he was searching. Among the 
contributing musicians were bassist Tony Levin (also a member of the influential 
progressive rock band King Crimson) and keyboardist Larry Fast, both of whom 
would become key members of Gabriel's band during the 1980s. 

Fingernails (produced by King Crimson guitarist Robert Fripp) featured a 
sound that was more experimental, but stylistically disjointed, and which lacked 
the cohesion his later albums would show. 'On the Air' and 'D.LY.' clearly 

.demonstrated the transformations in his musical ambitions. The layers of 
synthesizers, driving rhythms and highly processed guitar sounds sat comfortably 
within the sound of late 1970s new wave rock, but were also prototypes of the 
evocative and rhythmic music he would perfect with Security. 

His third solo album Melting Face (1980) displayed a stylistic unity that the 
previous two had lacked. The aural picture it created skilfully matched the lyrical 
subjects with a sound that was more ominous and driven than anything Gabriel 
had produced before, and which clearly distanced his work from his progressive 
rock roots and new wave preoccupations. It effectively established a distinct 
identity for Gabriel and, in fact, many of the album's songs were a central part 
of his live repertoire for the next decade (in contrast, he would only regularly 
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perform three songs from the first two albums). Melting Face also introduced 
some new components that would become increasingly significant in his later 
work: the reference to political subjects, a consistent use of electronic tones, 
the incorporation of non-western musical elements (particularly rhythms) and 
a fresh approach to songwriting. In general, the political subjects Gabriel 
addressed were rarely explicitly stated, but 'Biko' was the definitive exception. A 
passionate homage to the South African anti-apartheid activist Steve Biko, who 
was murdered by the country's security forces in 1977, the song signalled the 
beginning of Gabriel's exploration of non-western musical sources. The track 
opened and closed with field recordings of South African funeral music, whose 
rhythms provided the foundation from which Gabriel created the song.3 Although 
'Biko' was the only overtly political song on the album, other songs dealt with 
similar subjects more elliptically ('Not One ofUs' , 'Games Without Frontiers') or 
on a personal/psychological level ('Intruder', 'Family Snapshot'). 

On Melting Face, Gabriel began to make extensive use of studio technology, 
including sound processing and synthesizers. It was the first album on which he 
employed the Fairlight CMI,4 which allowed him to achieve the sound that would 
come to dominate his solo work by colouring synthesized sounds with the 'human 
element' through extensive filtering. A vision ofa 'primitive electric music' began 
to develop in which the application of technology would not only individualize 
sounds, but also break down barriers between performer and audience - objectives 
which reached their public climax with the Security tour. In the live perfonnances 
following Melting Face, Gabriel began the practice of entering the concert hall 
from the back of the audience that he would use to dramatic effect during the 
Security tour, in order to challenge the typical concert experience that 'you can get 
close but you can never touch': 

I always fmd that walking through the audience, you see people and their surprise ... 
and I find that the eye-contact on a one-to-one level as you pass people is much better 
for perspective, than ifyou walk from the dank pit of the dressing room into that huge 
bath of floodlights (Bristol Recorder 198]).5 

Believing that too many concerts were 'safe, predictable rituals in which the 
audience sits passively to be spoon-fed this supposed nectar from the stage' 
(Bristol Recorder 1981), Gabriel wanted to transform the concert experience into 
an event in which the audience was actively involved - an objective that was to 
become an increasingly important element in his :work and which would serve as 
the implicit framing device for the Security tour two years later. 

At the same time, Gabriel also made a decision to change his approach to the 
process of songwriting that led to significant shifts in both his recorded work and 
his live performances. Speaking of his prior songwriting, Gabriel explained: 

Usually I approached the music from the aspect ofmelodies and harmonies and filled 
out the rest later. But Larry Fast suggested I work from a particular rhythm, that it 
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was the backbone of the music that could be fleshed out later (Kamin and Goddard 
1984: 75). 
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The device of the mask is used effectively on Melting Face in a number of 
songs that address different situations but which all revolve around forms of 

als in which the estrangement: the protagonist of 'Family Snapshot' is an adult preparing to 
from the stage' assassinate a prominent person or, alternatively, a neglected child watching his 

t experience into parents move toward a divorce; 'I Don't Remember' reveals the singer as a victim 
~ctive that was to of amnesia or as someone who simply no longer cares. The use of the mask in 
h would serve as performance would be a central part ofGabriel's performances during the Security 

tour in which he would use one visual image to portray many approaches to the 
; approach to the theme of isolation and the need for contact and social integration. 
corded work and When Gabriel began work on his fourth album (entitled Security for the US 
1explained: market as a concession to his new record company), he thus had a clear idea of the 

sound he intended to create - one constructed around rhythm, percussion (but not a 
onies and filled regular drum kit-trap set) and synthesizers. The new compositions continued the ,,rhythm, that it 
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device of building tracks up from initial rhythms: African rhythms provided the 
basis for 'I Have the Touch' and 'The Rhythm of the Heat'; 'Shock the Monkey' 
(the album's hit single) was inspired by dance club rhythms. While the songs' 
foundations remained percussion and synthesizers, other instruments (guitar, bass, 
trap set and keyboards) were used to emphasize transitions or other highlighted 
sections. 

However, the album's inclusion ofrhythmic and melodic elements from Africa, 
Asia and the Americas were referenced less to their geographic origin (as 'Biko' 
had been) than to their sonic elements. Gabriel explained that he was not trying 
to create pastiches of African musics, but rather to use their influences to go 
'somewhere else within his own music' (Hutchinson 1986: 72). Non-western 
musical elements, electronic tones and environmental sounds (such as the sound 
of dragging concrete in the opening section of 'Lay Your Hands on Me') were 
integrated into the songs via the Fairlight eMI to achieve a heavily textured 
sonic construction, and their rhythmic intensity was additionally heightened by an 
often slow tempo that accentuated the layering ofthe synthesized tracks. Lyrically, 
the predominant focus continued his investigations of the psychological impact 
of isolation and the need to dismantle barriers, both personal and political, 
without the patina ofappropriation and exploitation that marked the 'world music' 
efforts of other western musicians, such as Paul Simon, Brian Eno, David Byrne 
and Sting. 

The recording of Security began in early 1981 in the studio at Gabriel's Bath 
home; subsequently, Gabriel, recording engineer David Lord and Larry Fast 
edited more than seven hours of recorded material.? When the album was finally 
released in 1982, around 18 months of work had gone into its creation and it 
was distinguished by a coherence missing from his previous solo albums. The 
atmospheric sound, po~erful rhythms and longer 'conceptual' songs gave it an 
immediate and noticeable intensity that reflected the length of time that went into 
its production (Bright 1999: 201-3). 

The release of Security coincided with the popular music industry's early 
recognition of the significance of music video and the appearance of MTV. The 
video of 'Shock the Monkey' (directed by Brian Grant) was a watershed moment 
in Gabriel's career, not only promoting interest in Security, but also firmly 
establishing a distinctive and innovative image for the performer. Presenting him 
in stark facial make-up, it mixed the iconography ofthe businessman with that ofa 
shaman - a 'modern primitive' image which perfectly complemented the darkly 
atmospheric tone of the song, and provided the visual and ideological motifs that 
were to be essential components of the tour that followed. 8 

Gabriel's performances during the Security tour synthesized the theatricality of 
his work with Genesis (minus its props and elaborate staging) and the minimalism 
of his prior tours as a solo artist. He no longer had any interest in re-visiting the 
'mythology' that had characterized his work with Genesis, and chose to emphasize 
instead the use of 'ritual' as an element ofhis work (Hutchinson 1986: 71). Indeed, 
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the tour was not just marked but, in many ways, defined by his emphasis on 
ritual elements - repetitive rhythms, growing intensity, physical enactment and 
emotional/dramatic climax (or catharsis). He continued to open concerts by 
entering with his band from the back ofthe concert hall. The band members moved 
onstage to continue the rhythm they had begun at the rear ofthe hall, which would 
then resolve into the beginning ofthe first song, usually 'Across the River' or 'The 
Rhythm of the Heat' . As the first song began, Gabriel would re-appear, in view of 
the entire audience, to the insistent drumming that commences both songs. The 
hymn-like 'Across the River' introduced 'I Have the Touch', whose metronomic 
4/4 pattern on the traps set became part of a polyrhythmic accompaniment as 
additional layers of rhythm were added and increasingly complex textures were 
introduced by the melodic instruments. Gabriel would walk. the stage, acting out 
the lyrics and emphasizing the attempts made by the protagonist, who lives in a 
world of rush hours, to break his sense of isolation: 

Pull my chin, stroke my hair, scratch my nose, hug my knees, 
Try drink, food, cigarette, tension will not ease, 
r tap my fingers, fold my arms, breathe in deep, cross my legs, 
Shrug my shoulders, stretch my back but nothing seems to please. 

He returns repeatedly to the phrase 'shake those hands'. He approaches the 
guitarist and attempts to shake hands, but is rebuffed and stretches his hand out to 
the audience. When he later (successfully) shakes hands with the bassist, they leap 
up and down together. At the climax of the song, he attempts to recreate the 
experience (at a distance) with the audience, by alternately offering his right and 
left hands, while repeatedly singing the closing line: 'I need contact.' 

Songs performed during the tour came from all of his four solo albums, 
although those from the first three - narratives such as 'Intruder' and 'I Don't 
Remember' or evocative pieces such as 'Solsbury Hill' and 'Humdrum' - were 
generally more subdued than those from Security, which created the effective 
rationale for the performances, and which also relied on a strong visual component. 
Some, especially 'The Family and the Fishing Net', seemed incomplete without 
the mix of the visual and aural that occurred in live performance. Progressions to 
moments of high dramatic intensity culminated in Gabriel's performances of 'I 
Have the Touch', 'The Rhythm of the Heat' and 'Lay Your Hands on Me'. 

'The Rhythm of the Heat' (originally titled'lung in Africa') relates the story of 
an incident reported by psychologist Karl Jung in which he became overwhelmed 
by the power of the ritual drumming and dancing at an event he attended during 
a visit to the Sudan in 1925. At the height of the ritual, lung, fearing that his 
'shadow' was beginning to appear and that he would lose control, ran around the 
ritual circle to all the drummers in an attempt to prevent their playing. The 
song's dramatic trajectory is matched by Gabriel's increased physical involvement 
in telling the story as the 'rhythm takes control'. The performance builds until : ). 

.~ 

st 
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Gabriel falls to the ground, singing the words 'I submit to trust', only to rise again 
to dance to - or fight against - the powerful drumming that closes the song. 

The climax of each concert on the tour was 'Lay Your Hands on Me'. The song 
reveals the internal conflict faced by the singer as he contrasts the emptiness ofhis 
daily life with the 'warmth' that nevertheless flows through him. At its peak, he 
calls out to some unidentified other (or others); 

I am willing -lay your hands on me. 
I am ready - lay your hands on me. 
I believe - lay your hands on me, over me. 

After beginning the song by pacing the stage in a subdued manner, Gabriel's 
performance parallels the musical accompaniment to a striking level ofinteraction 
with the audience. At the start ofthe tour, he would leave the stage to walk through 
the audience, touching and being touched by them. In later concerts, he would 
stand at the edge of the stage and fall backward into the outstretched arms of the 
audience, who would carry him around the concert arena while he continued to 
sing. Criticized by some in the music press for indulging in messianic delusions, 
Gabriel responded that he was simply attempting to dramatically serve the 
moment in the performance of the song. 

Musical moments (songs, performances, styles) occur, like any 'act ofmeaning 
production', in a discourse with other moments (both past and present) within a 
'stylistic intertextuality' (Middleton 2000: 11-13). Musical performances cannot 
be experienced or interpreted outside the context in which they take place - they 
are a part of the tenor of their times. The times of Peter Gabriel's Security tour 
were an unsettled period in the history of rock'n'roll. Punk, new wave/modem 
rock, corporate/stadium rock and disco had faded or were nearing the end of their 
commercial success and influence. Musical tastes and directions were in a state of 
flux, without a set of ready cliches in place to (re)define genres and commercial 
slots. In this state of flux, the adoption and/or adaptation of musics from the 
margins of popular culture received an unexpected attention. 

Peter Gabriel was not an isolated figure in the stylistic decisions he undertook 
in order to create and perform music during the early years of the 1980s. His 
use of ritual and the starkness of his performing style echoed the minimalism of 
those performance artists (most notably Laurie Anderson) who were enjoying a 
relatively wide exposure and influencing others' performance styles, not just in 
rock'n'rall, but also in theatre and film. Gabriel and David Byrne (of Talking 
Heads) may have been among the most prominent musicians to bring elements 
from performance art into their concert appearances, but numerous, less celebrated 
musicians, such as Indoor Life and Gang of Four, also explored those options. 
Others, including Jon Hassell, Kate Bush, Hulgar Czukay and Brian Eno, 
borrowed compositional techniques from avant-garde classical composers, such 
as Karl Stockhausen, Terry Riley and Steve Reich. 
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In particular, Brian Eno was a key figure in bringing new approaches and 
perspectives into the popular music of the early 1980s. Through his work as a 
producer and a musician - David Bowie's Lodger (1979), Talking Heads' Remain 
in Light (1981) - Eno helped to introduce new sensibilities about what could be 
included within the canon of popular music. They included ambient music, as 
demonstrated on Ambient 1: Music For Airports (1978) and musique concrete 
collages (built from combining synthesized music with tape samples) such as My 
Life in the Bush a/Ghosts (1981). The release ofSecurity came before the 'world 
music' phenomenon reached its greatest public exposure via the participation 
of mainstream pop stars like Paul Simon and Sting, but at a time when a wide 
variety of popular musicians were beginning to look outside Western Europe and 
North America for musical influences and resources. Indeed, Talking Heads' 
Remain in Light was probably the first commercial recording to combine African 
polyrhythms and rock'n'roll. 

The lyrical themes of isolation and separation that Peter Gabriel visited 
repeatedly during the late 1970s and early 1980s were also frequently explored 
by other contemporary musicians, including Laurie Anderson, David Byrne and 
David Bowie. In this respect, Gabriel's success was to straddle the line between 
performance and pop, between mainstream and fringe categories. However, by the 
late 1980s, themes and styles had shifted. Gabriel's album So (1985) included only 
a few songs, such as 'Red Rain', that recalled the sound of Security. Its two most 
memorable tracks were the tongue-in-cheek dance song 'Sledgehammer' and the 
epic political ballad 'Don't Give Up'. In an interview in 1986, Gabriel confessed 
that with the completion of the soundtrack for Alan Parker's movie Birdy (1985) 
and So, he had driven the desire to create music based on rhythm and texture out 
of his system, and wanted to get back to writing 'songs' (Hutchinson 1986). In 
live performance, while he continued to seek interaction with the crowd, he now 
did so as a 'pop star', without the ambiguity of his Security performances. The 
spectacle and showmanship of the concerts increased, re-integrating some of 
the theatricality of his work with Genesis, but the emphasis on the ritual of 
performance faded. Peter Gabriel had moved on. It was also a signal that a window 
for experimentation in mainstream popular music that had opened in the early 
1980s had closed. 

Notes 

1.	 The 'Playtime 1988' tour comprised 23 performances in 1982. Following the release 
ofPeter Gabriel Plays Live (1983), Gabriel initiated a second, more extensive tour of 
56 performances which maintained the same repertoire and performance elements. 
The itinerary of the two tours is listed below: 



----- --- ------ ------ ----

PERFORMANCE AND POPULAR MUSIC 116 

'Playtime 1988' 

16 & 18/7/82 Shepton Mallet, UK (WOMAD Festival»
 
28/10/82 Boston, MA, USA (Orpheum Theatre)
 
1/11/82 Poughkeepsie, NY, USA (Civic Center)
 
2/11/82 Utica, NY, USA (Performing Arts Center)
 
5/11/82 Montreal, Canada (Forum)
 
6/11/82 Ottawa, Canada (Civic Center)
 
8111/82 Toronto, Canada (Maple Leaf Gardens)
 
9111/82 Buffalo, NY, USA (Shea's Theatre)
 
13/11/82 Passaic, NY, USA (Capitol Theatre)
 
14/11/82 Washington, DC, USA (Warner Theatre)
 
16/11/82 Philadelphia, PA, USA (Spectrum)
 
20111/82 Ann Arbor, MI, USA (Hill Auditorium)
 
26 & 27111/82 New York, NY, USA (Palladium)
 
1/12/82 Milwaukee, WI, USA (Performing Arts Center)
 
2/12/82 Chicago, IL, USA (Pavillion)
 
6/12/82 Kansas City, MO, USA (Kemper Arena)
 
7/12/82 Carbondale, IL, USA (S.I.V. Arena)
 
12/12/82 Houston, TX, USA (Music Hall)
 
14/12/82 San Diego, CA, USA (Civic Auditorium)
 
18/12/82 San Francisco, CA, USA (Civic Auditorium)
 
19/12/82 San Jose, CA, USA (Civic Center)
 

'Plays Live Tour' 

30/6/83 Rouen, France (Pare des Expositions) 
1/7/83 Paris, France (Palais des Sport, two shows) 
2/7/83 Torhout, France (Rockwood Festival) 
3/7/82 Werchter, Holland (Rockwood Festival) 
5/7/83 Ferrara, Italy (Stadio Comunale) 
6/7/83 Prate, Italy (Stadio Comunale) 
9/7/83 London, UK (SeIhurst Park) 
18/7/83 Toronto, Canada (Maple Leaf Gardens) 
20/7/83 Montreal, Canada (Place des Nations) 
23/7/83 Philadelphia, PA, USA (Mann Music Center) 
24/7/83 Saratoga Springs, NY, USA (Performing Arts Center) 
27/7/83 Worcester, MA, USA (E.M. Loew's Theatre) 
29/7/83 New York, NY, USA (Forest Hills) 
2/8/83 Chicago, IL, USA (Poplar Creek) 
8/8/83 Vancouver, Canada (PNE) 
10/8/83 Seattle, WA, USA (Paramount Theatre) 
12 & 13/8/83 Berkeley, CA, USA (Greek Theatre) 
15/8/83 San Diego, CA, USA (Open Air Theatre) 
16/8/83 Los Angeles, CA, USA (Greek Theatre) 
5/9/83 Southampton, UK (Gaumont Theatre) 
7,8 & 9/9/83 London, UK (Hammersmith Odeon) 
10/9/83 Birmingham, UK (NEC) 
12/9/83 Glasgow, UK (Apollo) 
14/9/83 Edinburgh, UK (Playhouse) 
15/9/83 Newcastle, UK (City Hall) 
17/9//83 Manchester, UK (Apollo) 
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18/9/83 Liverpool, UK (Empire Theatre)
 
26/9/83 Brussels, Belgium (Forest National)
 
27/9/83 Den Haag, Holland (Congressgobow, two shows)
 
29/9/83 Oslo, Norway (Ekebergshalle)
 
30/9/83 Stockholm, Sweden (Isstadion)
 
1/10/83 Copenhagen, Denmark (Falkoner Theatre)
 
2/10/83 Hamburg, Germany (CCH)
 
4/10/83 Dusseldorf, Germany (Philipshalle)
 
5/10/83 Frankfurt, Germany (Alte Oper)
 
6/10/83 Munich, Germany (Cirsus Crone)
 
8/10/83 Wien, Germany (Stadthalle)
 
10/10/83 Hanover, Germany (Niedersachselnhalle)
 
11/10/83 Berlin, Germany (Eissporthalle)
 
12/10/83 Boblingen, Germany (Sporthalle)
 
15/10/83 Clermont Ferrand, France (Maison des Sports)
 
19/10/83 Avignon, France (Pare des Expositions)
 
20/10/83 Grenoble, France (Palais des Sports)
 
21/10/83 Dijon, France (Le Chapiteau)
 
22/10/83 Strasbourg, France (Le Chapiteau)
 
24/10/83 Lille, France (Parc des Expositions)
 
25/10/83 Paris, France (Espace Ballard)
 
27/10/83 Nantes, France (Parc de 1a Beaujoire)
 
28/10/83 Brest, France (Salle de Penfeld)
 

2.	 Gabriel's first three solo albums are all entitled Peter Gabriel but are probably 
better known by short descriptions of their cover art as Rainy Windshield (1977), 
Fingernails (1978) and Melting Face (1980). 

3.	 The song was later to be featured in Richard Attenborough's Cry Freedom (1988) with 
rhythmic accompaniment provided by the Ekome Dance Company, an African 
drumming ensemble based in the UK. The song became an anthem for the South 
African anti-apartheid movement. Gabriel's work with African artists on this project 
was also an inspiration for his founding of WOMAD (World of Music, Arts and 
Dance) in 1980. 

4.	 The Fairlight CMI was also central to the work of singer-songwriter Kate Bush. 
5.	 The Bristol Recorder (also known as the Bristol Recorder Talking Book) was a 

combination magazine/record album that published three issues in 1979-81, from 
Bristol. In its written work, it addressed issues of community, politics and culture, and 
the accompanying recordings presented work from local bands. It also included a few 
works by more established artists, such as the Thompson Twins and Robert Fripp. For 
the January 1981 issue, Gabriel donated concert performances of three songs: 'Not 
One of Us' (1980), 'Humdrum' (1980) and 'Ain't That Peculiar' (1977). 

6.	 Musique concrete is a compositional technique, developed in the 1940s by classical 
composers such as Karlheinz Stockhausen, in which musical tones (sometimes 
electronically generated) or environmental sounds are transformed electronically, 
recorded on tape, then re-combined to create an aural collage. This technique was 
subsequently applied to popular music, most notably by Beatles producer George 
Martin. Martin'S use ofmusique concrete on Sgt Pepper 50 Lonely Hearts Club Band in 
1967 influenced many other popular musicians to make use of the technique. 

7.	 The first performance of material from Security was at the first WOMAD (World 
of Music, Arts and Dance) festival in 1981. It was also the first occasion on which 
Gabriel performed publicly with non-western artists, supplementing his five-person 
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band with the African percussion ensemble Ekome and South Indian violinist 
Shankar. When the Security tour began in 1982, Gabriel appeared with that five
person band: Gabriel, Tony Levin (bass), Jerry Marotta (guitar), Larry Fast (keyboards) 
and Tony Banks (drums). 

8.	 Before filming the 'Shock the Monkey' video in September 1982, Gabriel had 
investigated recent developments in video technology during his tour of the US. He 
had also viewed video works of performance artist Laurie Anderson, avant-garde 
rockers the Residents and experimental video artists at New York's Museum of 
Modern Art (Bright 1999: 251-2). 
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