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You know the first one. Thar Hendrix was found in the 
studio, where he made some of the most astonishing 
records in rock history. 

You may not have known the second. On the stage, he 
stretched out, improvising and experimenting with the 
guitar like no one else has before or since. 

Srages '67-70  is the definitive in-depth exploration of 
the live Hendrix, spanning the four years that Jimi toured. 
Four previous!). unreleased concerts —Stockholm/I967, 
Paris/ 1968, San Diego/ I969. Atlanta/1970 — chart the 
musical evolution of one of rock's most consistently 
daring performers. 

Stages '67-70.  Jimi Hendrix. Four compact discs or 
cassettes, in a clothbound box, complete with previously 
unpublished photographs and extensive liner notes. 

Avail/61e on Reprise Records. 
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TALE SPINNERS 

Music Editor Stainer' Daly found that his latest SPIN 

assignment, interviewing Teenage Fanclub (page 36), 

took him back to his native Scotland. Says Daly, "Peo-

ple in Glasgow kept insisting that the quality of life 

has rocketed since I left—I think they were trying to 

tell me something." • Executive Editor Mica amil Par 

kantsem is a Pulitzer Prize-winner whose newspaper 

reporting and editing career included covering Presi-

dent John F. Kennedy and interviewing five other 

U.S. Presidents as well. About Oliver Stone, writer 

and director of the film JFK, whom he interviews in 

this issue's Antihero (page 56), Pakenham notes. "At 

moments, he seems as articulate as Kennedy and as 

smart as Nixon," • In the introduction to our New Mu-

sic Preview (page 28), Senior Editor-1km earripar com-

ments on the plight of America's independent record 

labels as they are consumed by greedy majors. "It's a 

dog-eat-dog-food world out there," he tells us. • Sen-

ior Editor Lauren Spengew interviews Nirvana for 

our cover story (page 32). 'They are one of the hottest 

bands on the planet now," she says. "Besides that, 

the band has mastered the fine art of drinking, Drama-

mine, alarm systems, and the correct use of back-

stage deli platters. We think that's a good thing." • 

Photographer Greg Watermainn shot Nirvana in 

Phoenix, Arizona. When lead singer Kurt Cobain 

walked in, Waterman° recalls, "He had gotten blue 

hair dye all over his face. His whole head was blue." • 

Reporter John Garen covered the trial of Winnie 

Mandela, and the entire South African drama of race 

and violence, for the London Independent. Now, Car-

lin reveals previously unreported evidence of Winnie 

Mandela's domination of a murderous "mini-Mafia" 

which she ran from the front yard of her Soweto 

home (page 50). • Anastasia Vassitakle has il lustrat-

ed the Dreaming America column (page 681 since its 

inception. Her work has also appeared in Diffusion 

and Stop magazines, and she is currently art director 

at TVT Records. • Contributing Editor Lisa Flotttnacirs 

a syndicated columnist, has written for the New York 

Times, Vogue, Interview, and Cosmopolitan. She 

feels MTV CEO Tom Freston 

whom she interviewed for this 

issue (page 54), is "undeniably 

the hippest guy" at the chan-

nel. Robinson has previously 

written for SPIN on the Rolling 

Stones and David Bowie. 



ANTIHERO" ON THE EVE OF 
THE RELEASE OF OLIVER 
STONE'S CONTROVERSIAL 
NEW FILM, JFK, MICHAEL 
PAKENHAM INTERVIEWS HIM 
ABOUT DEATH, THE MOVIES, 
AND ROCK'N'ROLL. 	He was a 
Roman Catholic and none had ever 
reached the White House. At 43, he was 
young enough to scare old men—the 
powerful. He faced Richard Nixon, smart, 
tough, older, floating high on the sweet, easy 
years of Eisenhower. 	John Fitzgerald 
Kennedy was elected by one of the nar- 
rowest margins in U.S. political history. 
Then everything changed. 	 He stepped 
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Garrison believes that the assassination of JFK 
was a governmental coup. 

into the presidency the way a sharp breeze can 
freshen a mid-August day in Georgia. America's 
air seemed cleaner, clearer. He was funny. He 
bubbled with energy and decency. There was a 
joy in him that got footsore men and women 
walking just about two-and-a-half inches above 
the pavement. A nail-tough politician, he insisted 
that public service is the noblest of all lives. He got 
angry with people who abandoned hope. Every 
one of you, he taunted 
America and peoples be-
yond, every one of you 
can make this world a 

finer, fairer, more beauti-
ful place—and have a de-
licious time doing it. And 
they came to believe him, 
with a pent-up passion. 
This was a springtime for 
civilization. 

Then, at 30 minutes 
after high noon on No-
vember 22, 1963, at a 
spot called Dealey Plaza, 
John Kennedy was shot 
dead while he made love 
to a crowd from an open 
car. 

He was mourned as 
very few have been. All 
over earth, in packed 
public squares and into 
very lonely pillows, tears 
flowed and would not stop. More streets, schools, 
and sons were named for him than probably any-
body ever save the Christian holy family. 

To solve John Kennedy's murder, President 
Lyndon Johnson appointed a commission of the 
nation's most senior public figures, under the 
chairmanship of Chief Justice Earl Warren, the 
man who, more than any other, had made mod-
ern American law liberal. 

After ten months of taking and studying evi-
dence, the commission concluded that the sole, 
lone assassin was Lee Harvey Oswald, a compli-
cated, pathetic character who, while in custody 
and still denying he killed Kennedy, had been shot 
dead, two days after the assassination, in full pub-
lic view, by a sleazy nightclub operator named 
Jack Ruby, who himself died soon after in prison. 

For a wounded, bereft nation, the Oswald solu-
tion was comfortable. Life went on. The Johnson 
presidency soared, until, long later, it slipped and 
ultimately drowned in the swamps of Vietnam. 

Gradually, the doubts about Kennedy's death 
grew. The earliest were dismissed as the whinings 
of political opportunists or the yowlings of para-
noids. But slowly, the misgivings became more 
elaborate, better substantiated. Hundreds of seri-
ous people, a major committee investigation by 
the U.S. Congress, prosecutors, scholars, 
"buffs"—came to reject the Warren Commis-
sion's conclusion. A controversial, volatile dis-
trict attorney in New Orleans, Jim Garrison, put 
together a prosecution on a theory of conspiracy 
involving dozens of people, with deep roots in 
government and power. There was one trial, of a 
man named Clay Shaw, who was swiftly 
acquitted. 

That is the context of the release of JFK, a film 
written and directed by Oliver Stone. At press 

when Kennedy was shot? 
Oliver Stone: I was in 
Pottstown, Pennsylvania, 
at the Hill School. I was a 
senior, and to me that 
whole day was like the 
movie Fail-Safe. We'll al-
ways remember the hum-
drum. They dropped the 
bomb and then they cut 
to all these shots of New 
York Ciry and all the 
people just sort of walk-
ing around feeding pi-
geons. Just doing the 

normal mundane things. And then the world 
stops. I was sitting in a chair, reading a book 
between classes. A kid comes in. It's somewhat 
like in the movie when [Kevin' Costner hears 
it. The kid comes in and he's in the doorway and 
he says, "The President's been shot. Dallas. Five, 
ten minutes ago." "Why? What happened? Is 
he dead?" "No. He's not dead. He was hit in 
the head but it's serious, you know." It 
was something like that. We were all shocked. 
And then when I was in Texas I heard the op-
posite stories down South. That kids in schools. 
in classrooms—this was told to me—why, 
one woman said she was the only one in the class-
room chat was disgusted and everybody else in 
her class in Texas cheered when he died. 
SPIN: You're still editing 
JFK. What will it 
contain? 
Stone: We're coming 
out on December 20. It 
will be a long film. it's the 
Oswald story. It's the 
Garrison story. It's the 
Washington, D.C., mili-
tary-industrial-complex 
story. It's got the begin-
nings of the Vietnam 
War. It's going to be en-
twined with all these sto-
ries paralleling each 
other. 

SPIN: The majority of 
SPIN'S readers weren't 
born when Kennedy was 
killed. Why should a his-
tory movie about his 
death be more important 

than, say, his brother's assassination, or Malcolm 
X's—or President McKinley's, for that matter? 
sten.: Well, I think Jack Kennedy was the first in 
a line of progressive leaders that were killed in the 
1960s. Martin Luther King, Jr., and Robert Ken-
nedy followed and there is a pattern there. These 
people were not killed by lone nuts. One has to 
trace the underlying pattern. And if one does, one 
begins to understand the '60s was the seminal 
decade for the '90s, what's going on now. If our 
leaders hadn't been killed we would be in a differ-
ent world now. For example, I don't believe we 
would have been in Vietnam. Jack Kennedy 
would never have sent combat troops to 'Nam. 
And Viemam led to Nixon. It led to repression 
and fear. It led to a breakdown of law and order in 
this country. It led to economic recession, pover-
ty. It led to the eruptions of the '70s. It led to the 
fear that gave us Reagan in the '80s. It all ties back 
from the '90s to the '60s. You have to realize that 
Dan Quayle, who is my age, is now coming into 
power. And he will be a leader. He may very well 
be our next President. And his thinking was 
shaped in the '60s. So the '60s is not McKinley's 
era. It is not a pure history. It is very real. It is the 
basis for our thinking in the '90s. 
SPIN:. What's a young person with considerable 
ignorance to the Kennedy story going to take 
from the film JFK? 
sten.: A search for the truth. The spirit of search 
for the truth. We can't bring Kennedy back. I'm 
not going to say that Kennedy was totally the 
Camelot warrior pictured. He was a tough bas-
tard in politics, and he fought dirty. He had a side 
life, a sordid side life. Not sordid, but romantic, 
romantic affairs and liaisons. He had Mafia con-
nections through his father. And he was a back-
door fighter. He was targeting voting districts for 
dollars, for defense dollars, just like any other 
President does. He was accused of stealing the 
election in West Virginia and in Illinois. You 
know, you can't idealize him and simplify him. 
You've got to look through the surfaces of the of-
ficial myth that he was killed by one lone nut in 
Dallas as given to us by the Warren Commission. 
What we've learned, through my era, is that we 
can't trust the government. We did trust the gov-
ernment in the 1950s. When Eisenhower spoke to 
us, we trusted him. We trusted his speeches and 

what he had to say. Right 
up until 1963, I think, 
that was the day that we 
started to switch off. 
SPIN: So what is an en-
gaged young American 
who's almost totally ig-
norant of the facts going 
to take from this film? 
stone: To search for the 
truth. To think for him-
self. And not to trust the 
official body of knowl-
edge that's passed on in 
school. Right now in the 
primary texts in school, 
they mention the Kenne-
dy assassination in two 
paragraphs, with Earl 
Warren, Jack Kennedy, 
Jackie, Lee Oswald, and 
Lyndon Johnson. That's 

time, the movie was already a bitter controversy, 
although nobody but Stone and a handful of aides 
knew what was in it. Previously, Stone won an 
Academy Award for writing the screenplay for 
Midnight Express and two more Oscars for di-
recting Platoon and Born on the Fourth of July. 

SPIN Executive Editor Michael Pakenham, 
who covered Kennedy as a Washington corre-
spondent, went to Santa Monica, California, to 

talk with Stone. They 
met in a small, undecor-
ated conference room 
amid a sprawl of un-
marked offices that were 
the editing facilities for 
JFK. 
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Kevin Costner as conspiracy theorist Jim Garrison. 
and Sissy Spacek, playing his wile. 



-You have a reformer who is killed by the establishment because he seeks 
change. And then you have an ordinary citizen, as Jim Garrison was." 
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all they get. It's easy to believe it was just a tragic 
accident like a man being hit in a car accident or a 
lightning bolt. This is not true. Politics is power. 
There was a coup d'etat. This happened in this 
country. And they have to know why. They have 
to understand what the American government 
really is. What the political process really is. What 
the establishment really is. I hope this movie does 
that. I hope it explains some of it. It can't explain 
all of it, but we can start. 
SPIN: Your films often seem to be about you. 
How is JFK about you, and what did President 
Kennedy mean to you as a personal experience? 
Slone: To me, he was the godfather of my gen-
eration. He was the most stirring figure. We were 
coming of age. We were all between fourteen and 
twenty, I guess, or twelve and twenty. We were 
the baby boom generation and he was of us, he 
was young. After ten years of Eisenhower and 
Truman—the old men. Everybody in govern-
ment seemed to be old—mustaches and white 
hair. So Jack Kennedy with his beautiful wife was 
the New Man. A symbol of freedom. He didn't 
wear a hat, his hair was blowing in the wind. He 
had beautiful hair. Great smile. Great Irish deliv-
ery. Great rhetoric. Great speaker. 
SPIN. There was, after the assassination, a sense 
of an apocalyptic fall from grace. If nothing else, a 
lot of evil followed—the other assassinations and 
then Vietnam and then Watergate. Do you see 
this sequence of essentially evil acts and facts in 
the U.S. as part of a fabric growing from the 
assassination? 
stone: The most sinister thing that happened 
was that on the day of the funeral, [President Lyn-
don[ Johnson met with [U.S. ambassador to 
South Vietnam Henry Cabot] Lodge. While this 
was going on. he went inside and had a meeting 
with the generals and with Lodge, who had just 
come back from Vietnam, and they talked about 
the policy. And he left no doubt whatsoever that 
he was not going to take one man out of there. He 
said, I'm not going to let Vietnam go the way of 
China, which was escalating war talk. Kennedy 
never used that kind of talk. Suddenly we are in-
volved in coven ops, which means basically CIA's 
back at their old ball game, sending men into 
North Vietnam and setting the stage for the Gulf 
of Tonkin incident in 1964—which was this 
wholly staged evil incident. A lie was told to the 
American public saying that that ship was at-
tacked by North Vietnamese. It was not. We 
know that now. 

Then that got the vote of Congress. And you 
know the rest; I mean, that set up the whole war. I 
think that there was a conspiracy to war in South-
east Asia from 1961 on. And I think that they 
were very pissed when Kennedy did not let them 
go into Laos on April 17, 1961. There's a lot of 
money involved here. Ultimately five thousand 
helicopters were made for Vietnam, by Bell Heli-
copter, which was near bankruptcy. There was 
the whole issue of the TFX fighter contract, 
which was a scandal apparently. The moment 
Johnson came into office, the investigation was 
stalled. 
SPIN: Your suggestion is that these people were 
interested in developing war essentially for profit. 
Is is that simple or are the motivations really deep-
er or more complex than that? 
stone: Yeah, it's not a bunch of bankers saying,  

"Well, we're going to pick a war 
here." It doesn't work quite that 
way, but they're intertwined. 
Bankers are intertwined with mili-
tary men and have been for 
generations. 
SPIN: What do you estimate the 
chances are that the Kennedy as-
sassination puzzle will ever be de-
finitively and incontrovertibly 
solved? Or do you think it has 
been? 
stone: Well, I think a lot of the 
facts were pretty solid back when 
they first happened, in that no-
body ever really put it together 
into one crossword puzzle. _We._ 
had facts from the left and from 
the right. But I've never seen it all 
come together, really, in one for-
mat. I've tried in the movie to put 
together as many of the theories 
and facts that I could. I don't 
know it will be solved as to who 
and how. I think we can ask why 
and I think we can come up with 
some pretty good answers. Kenne- 
dy was really moving to end the cold war and sign 
a nuclear treaty with the Soviets; he would not 
have gone to war in Southeast Asia. He was start- 
ing a backdoor negotiation with Castro. I just ba-
sically go to see if 1 can figure out why [Kennedy 
was assassinated]. I think that's as far as we're 
going to get at this stage. Unless, unless, certain 
people come forth and talk that are still alive, if 
they're alive. 

SPIN: They dug up Zachary Taylor this year, to 
settle forever a chemical hypothesis about the 
cause of his death—in 1850. He was not one of 
our major Presidents. Why is there still so much 
conflict over the evidence in finding out how and 
why John Kennedy died? 
stone: Because if the government killed him. 
you'd want to know why. You'd want to know 
it's your own government, wouldn't you? I mean 
this is a major thing. It's not just like a bunch of 

gangsters got together, Mafia guys, and killed 
him, or Castro killed him, or Khrushchev killed 
him. If in fact it was our government or part of 
our government or establishment, then it be-
comes significant. 
SPIN: You speak often of film as history and as 
affecting the understanding of history. If you 
could have your choice, what effect would this 
film have on the conventional perceptions of his-
tory in a broader sense? 
stone: Well, it would show the first coup d'etat 
in America, that's for sure. I think that in Europe 
they got this right away. I think the foreign press 
was much more alert to the possibilities of the 
change and transference of political power in this 
country than was the American press. 

What's historically important about a coup 
d'etat? It shows the nature of political power. It 
shows the people of the world the nature of the 
American government, the nature of the estab-
lishment, what it stands for, what it's fighting to 
protect. Why it would kill a man who's President, 
why it would feel threatened by a young Presi-
dent, to what degree did he threaten. What would 
he have taken from them? 
SF,IN: Isn't there a danger in seeing John Kennedy 
in romantic retrospect, as a sort of messiah figure 
in an America that was in need of a messiah? A 
kind of a secular Jesus? 
stamen I don't sec him that way at ail. Like I said 
earlier, I saw him as a savvy political animal. 
Fighting dirty, unheroic in many aspects. Who's 
fighting with his brother Robert. His early moves 
against Castro arc not particularly those of a 
pragmatic man that wants to get nd of an enemy. 
I mean he's not this Sir Galahad figure at all. I see 
him as the son of Joe Kennedy, who was a Mafia-
onented thief from the 1920s who wanted to get 
his son elected. But I do see Kennedy as changing 
in office and maturing—a bit like Gorbachev—
and growing into more of a statesman than when 
he started and wanting to change things. And 

continued on page 84 



Tom Freston 

put it on, and the audience loved it. 
sewer Have there been any payola attempts with 
MTV? 
Front Basically we've set up a system that's 
very complicated. Most people in the record busi-
ness don't know who to talk to to get a video on 
MTV, and it's been purposely set up that way. 
You would have to pay off a lot of people simulta-
neously for a long period of time, and it's never 
happened. 
sem: How do you think the record companies 
have attempted to manipulate MTV? 
Freston: Maybe with banks of professional de-
mon phone dialers. Or there's been a lot of suspi-
cious fan mail for certain videos, but maybe that's 
fan club directed. It's hard to tell. I don't know if 
we get manipulated, but each record company 
has a department whose job it is to deal almost 
solely with MTV, so we get promoted a lot. The 
good news is that they cancel each other out. 
SPIN: Madonna, Paula Abdul, Janet Jackson, 
M.C. Hammer, et cetera. Do you think you cre-
ated these stars? Or do you think they're just stars 
and they help you stay in business? 
ressaiteleir 1 think they're stars that help us stay in 
business—we need them, we need to make new 
stars. People are going to turn on MTV moldy 
'cause they want to see stars. If people are at-
tached to people, they turn on MTV in the hope 
that they'll set Paula Abdul or Janet Jackson. 
They basically aren't turning it on, believe it or 
not, to see a new band, other than those who are 
trying to stay on top of things. 
SPIN: What's it been like doing this with virtually 
no competition? 
ri-austesns We never looked at it that way. Our 
competition is ABC, NBC, HBO—somebody sit-
ting there with this remote control is like, bango, 
one frame they don't like, they're gone. 
SPIN: What is MTV's biggest problem? 
Fri star: Sometimes it lends rock'n'roll a quality 
of caricature. There's a danger that with a lot of 
videos if just one more thing was wrong, you 
could have a great song with a bad video. With all 
popular entertainment, as soon as something's 
successful everybody copies it, and in video there 
has been a lot of sameness. Video goes through 
periods of ups and downs in its creativity; with 
the hairbands and the women, and then it's all 
black-and-white, and then all color videos. That's 
not a problem just with MTV, that's a problem of 
popular culture. 
SPIN: Do you worry MTV is visually identified 
with the '80s and could soon look very dated? 
Fres-two Only because that's the time period it 
has existed in to date. In 1960, you would have 
said that about rock'n'roll, because it had just 
started. I think MTV is associated with modern 
television. which means a lot of channels and re-
mote control; 1 get control over my TV set and 
when I want to watch something, whatever I want 
to watch, I push this button and it's there. In 
1995, we're going to have a hundred channels in 
the home, and they'll be pay-per-view channels 
on demand, with a TV set we're hardly going to 
recognize. 
SPIN' Is it possible to be a star without MTV? Do 
you think that video killed the radio star? 
Preston: No, that would give MTV too much 

credit. People have wonderful careers today with-
out even putting records out. They may not be 
making fortunes, but Jimmy Buffett, and Steve 
Miller and the Grateful Dead were among the big-
gest touring acts of the summer—they packed 
them in, and they've got a good fan base and in 
their fans' eyes those people are stars. It depends 
on how high you want to go. if you want to be a 
superstar and be on everybody's lips, then being 
on television and MTV is not a bad thing. 
SPIN: How do you feel about the emergence of 
alternative music as part of the mainstream—as 
witnessed by the success of the Lollapalooza tour, 
or Metallica? 
Priooklin: This is a time of major, fundamental 
change in the music industry. I think a lot of peo-
ple don't even know how big the change is that's 
coming. We've had almost a twenty-five-year ride 
on a certain kind of music, and the appeal of that 
music has started to wane for the first time. Par-
ticularly with people under twenty-four who 
want their own artists, who don't relate that well 
to artists of prior generations. And the emergence 
of alternative bands and rap is really healthy. It's 
not that a lot of major acts will disappear, but 
they'll wane in popularity because it's a changing 
of the guard. People can relate to a twenty-three-
year-old kid playing a guitar on tour rather than 
someone who's sitting in Malibu. It shouldn't be 
an unexpected surprise. if rock'n'roll is about 
words and poetry and meaning something in your 
life, a lot of times you'll take it from someone 
who's not a millionaire. 	 is 

Oliver Stone 
continued tram Page 60  

think he became a threat to the republic. 
SPINS If, indeed, John Kennedy was killed, as you 
are suggesting, by evil forces and evil men in order 
to prevent him from doing good things, doesn't 
this leave him as kind of a messiah figure? 
steam: If one sets up the idea that society can be 
saved by its government. I'm not so sure that it 
can. Individuals have to do it. But, why couldn't 
he have become a great, great President? There 
was something destined about him, and he cer-
tainly had a compassion. He seemed to have a 
love of people and a love of laughter. You say, 
yeah, he could have been a great President and he 
could have done things that would have signifi-
candy altered the destiny of this country. We 
might be richer now. More people might be alive, 
less people might be dead in foreign countries and 
maybe we'd be a more prosperous society right 
now with more racial integration. If you call that 
a savior, yeah, call it a savior. That's your word, 
not mine. It seems John Kennedy was too early for 
his time and it was a shame. 

The 1960s, my generation, had this tremen-
dous surge of hope and idealism for a better 
world—a "Peace Corps World," let's call it, for 
want of simplification. Then it just kind of caved 
in so quick. Bobby Kennedy went down in the 
bizarrest of assassinations. Martin Luther King, 
Jr., again in the same year, 1968.1 was in Vietnam 
at that time. All the blacks in my unit were so up-
set when King was killed, and they said, "Never  

again! Don't trust whitey!" And it was over. You 
could just fed the '60s clattering down on top of 
you, you know? It was a nightmare. And then we 
took drugs and dropped out, and then Nixon 
came in on this tremendous fear and everyone 
was so scared in 1968 that the world was going 
crazy with all these killings and assassinations. 
He was a face from the past and he came in and 
presented, like Hitler did, the concept of law and 
order to cure disorder. What did he give us? He 
promised us peace and he gave us four more years 
of war. He promised us order and gave us chaos. 
He gave us Watergate. 
SPIN: To a lot of observers, your films are asser-
tive moral parables. It's been suggested that in 
The Doors, your choice of Jim Morrison was an 
expression of the human quality of individual in-
tegrity. That it said: Come what may, hell or high 
water, whatever, integrity is a moral value in it-
self. Certainly, Wall Street is a pretty clear story of 
good and evil, a moral lesson. is there a direct 
moral lesson in JFK? 
stone: Well, you have a reformer who is killed 
by the bad guys, by the establishment, because he 
seeks change. And then you have another man, an 
ordinary citizen, a sort of Capraesque prosecutor 
with a naive idealism and belief in the country, a 
true believer, as Jim Garrison was. Hardly the 
kook pictured by the press at the time. And he was 
truly a patriot. He had no love of John Kennedy 
particularly. He was if anything on the conserva-
tive side. A reformer on his own. In New Orleans, 
be cleaned up the vice dens in Bourbon Street, and 
he, in this, parallels, in a sense, the Kennedy story, 
too, because in the course of investigating his 
death, Garrison begins to doubt his own govern-
ment and begins to doubt everything around him. 
He's fired from the National Guard. He's offered 
a bribe, he's offered a judgeship. His offices are 
bugged, his witnesses die. His family starts to turn 
on him. He's attacked by NBC [The Case of Jim 
Garrison, broadcast in June 1967], it completely 
devastates him. It tells the public before the trial 
who his witnesses are, and that he's bribed his 
witnesses. All these horror things, like the story of 
Job, happened to this poor man, and in the pro-
cess he sort of goes, I suppose, undergoes this 
transference, that we all have, and that I get from 
making movies. He begins to really understand 
John Kennedy from the inside out. What he must 
have gone through in those years of change from 
1961 to 1963. And Jim Garrison becomes, in a 
sense, John Kennedy. In my thinking. And makes 
a noble effort, almost a doomed effort, to bring 
the case to trial. And loses, as you know. But there 
is an optimistic note in this movie. Clay Shaw may 
go free, but the jury in New Orleans said there is 
no question in their mind that he had proved that 
there was a conspiracy in Dealey Plaza. And he 
says, "This war may take 30 more years, but at 
least I will have fired the opening round." 
SPIN: Time magazine, George Lardner in the 
Washington Post, and a bunch of others have bit-
terly attacked the JFK film, without having seen a 
single frame of it. Are there institutional pressures 
or alliances at work against you? Is that part of a 
grand scheme? 
Stone: I don't think it's part of a grand scheme. I 
think these are veterans who followed the case for 
years, and they hated Garrison for years for var-
ious reasons and they all come together to at- 



tack the film because they sec it as a vindication of 
Garrison. 
sem: Going back again to the meaning of these 
people of the '60s—were Jim Morrison and John 
Kennedy of the same spirit? 
stone: Sure they were. They were both carous-
ers, they were both Irish. Jim Garrison, too. Gar-
rison and Morrison both loved to tell tall tales, 
both loved to party, loved women, loved booze, 
loved to laugh. They were gentle in some funda-
mental way, they had respect for life. Jim Morri-
son was anarchic, much more so than Jack, but 
Jack had an anarchic side, you know. But Morri-
son was never a politically responsible person, 
but in one sense was a kindred sole. I think that 
they are both handsome, heroic men, 
SPIN' Is your role as a filmmaker the most effec-
tively influential possible one for you in the mod-
em world? Is this the best way to influence the 
good minds and hearts? 

level. There was a singular lack of protection for 
Kennedy in Dallas, given the nature of the fact 
that Adlai Stevenson [the Democratic candidate 
opposite Eisenhower in the '52 and '56 elections] 
had been spit on a month before. And that Dallas 
had a simmering reputation for hatred for Kenne-
dy. And there had been several assassination at-
tempts, in Miami and in the South, where he was 
supposed to be hit. It was sort of a thread of evi-
dence boiling beneath the surface in the last few 
months before he was killed—of him being hit. I 
would say like twenty-five to thirty of these weird 
coincidences start to happen. Any rational mind 
is going to start to reach out and ,wonder. 
arm: You are saying that methodical review of 
incontrovertible fact finally led you not to believe 
the conventional conclusions? 
:tons: That's right. 
SPIN: Arc all your heroes victims? 
Stone: In part. I hate the word as a whole, be- 

his poetry, and he paid the price that he sought to 
pay. He knew he was flirting with death. 
SPIN: So he got to the other side? 
Stone: Yeah, but once he got there he was ready 
for it. He united with his death. His death was a 
part of him from day one. The very first scene in 
the movie, the child in a can He's attracted to it, 
reaching for it. The roadside accident. The whole 
movie is really about his coming to terms with it. 
SPIN: But surely you wouldn't argue that, con-
ventionally and universally, the quest for death is 
a very positive way to go about viewing the hope 
of a society? 
mono: Jim Morrison was a Romantic poet, in 
the sense of Rimbaud and Baudelaire and Apol-
linaire. They all died young. Keats, Byron, Shel-
ley. It's a tradition of Romantic poetry. You 
aren't supposed to live long, because you're sup-
posed to represent something. You're a symbolic 
poet, a symbolist poet. He did his job, Jim. It 

"The 1960s, my generation, had this tremendous surge of hope and 
idealism for a better world. Then it just kind of caved in. You could feel 
the '60s clattering down on you." 

stamp: No, I think this thing can be fought on 
many fronts: as a writer, a journalist, a doctor. I 
would encourage people to follow their poten-
tials. Not to make movies, particularly. You have 
to have a certain nature to make movies. You 
have to be extremely tenacious and practical. You 
have to fight so many battles to make a picture. 
SPIN: I have asked some young Jim Morrison en-
thusiasts, some very hip kids, about John Kenne-
dy and they say: "Well, what the hell, John 
Kennedy was just a smarter, younger Ronald 
Reagan." Part of the same fabric? 
Stones Wow! I would say that whoever thinks 
that is ultimately utterly cynical as to the political 
system. There is a huge difference between John 
Kennedy and Ronald Reagan. One is a dosed 
man, and the other was an open man. One was 
young, and one was old. And it's sad to hear that 
commentary. If it's true, it is only coming from 
the result of Kennedy's murder to begin with, be-
cause it has desensitized the American public and 
taught them to lose faith in their government 
through the years. And by now, thirty years later, 
twenty-eight years after his death, it is clear that 
we truly are a deadhead society. We're into heavy 
metal, and nothing matters anymore. There is no 
right or wrong. 
SPIN: How did you conic to the conclusion of 
conspiracy? Through study, or by some emo-
tional metamorphosis? 
Stone: Like Sherlock Holmes, in analyzing the 
case you come up against some pretty hard ques-
tions as to who could cover up the case. Why 
would it be covered up? Who benefited? Why was 
Kennedy killed? When you lead back from those 
questions, then you see the broader implications 
of it, and it leads to the conspiracy at the highest 

cause it implies victimization as if you want that 
to happen to you. But I think you become a victim 
of yourself as much as you do of outside forces 
too_ You have personality traits that get you into 
a mess. You know, like I got into a mess in Viet-
nam. Or Billy Hayes got into a mess in Midnight 
Express. Or Garrison maybe had some victimiza-
tion in him that pushed him to this place where he 
was abandoned. Isolated and cut off. But I think 
of it more as living out your destiny. Victimiza-
tion sounds weak to me. 
SPIN: Is it inevitable that a person with force and 
integrity, a good person, of historic proportions, 
is going to ultimately succumb to misery and ag-
ony? All of the principal, positive characters in 
Oliver Stone films tend to be men who end some-
how in misery or horror. 
Stone: Who go through misery and horror. But 
don't necessarily end in it. At the end of Platoon, 
Charlie Sheen is reunited with his country, in a 
different sense. And in Born on the Fourth oljuly, 
Ron Kovic goes through horror but I think 
emerges in a heroic fashion. You go through hell. 
The Garrison character in a sense is chastened, 
but he wins his soul at the end because he's fought 
for it. And although he may have lost, he won. I 
see Morrison as a very optimistic story. I think 
people misunderstood that movie. The superficial 
aspect is, yeah. he has success, and then like the 
typical rock star he slides into oblivion, through 
drug usage and drinking. That's not the way I 
made that movie. I see him as coming to terms 
with his death, through the whole movie. At the 
end of the film you see a smile on his face when 
he's in the bathtub in Paris. He knew where he 
was going. He was half in love with death all his 
life. He wrote about it beautifully, eloquently in 

wasn't like a slide into death. He was more lucid 
at the end in many ways than he ever was in the 
beginning. And some of his poetry at the end is 
great. The whole film is framed as the American 
Prayer album, which is the last thing he ever re-
corded—alone one night in December, after he 
had done the "Riders on the Storm" album !L.A. 
Woman, 19711, which I think has some terrific—
some of his best music. But he did American Pray-
er by himself, and it's a great album. It's well 
worth listening to. It was his confession. And I 
used a lot of it in the movie. A man who is falling 
apart is not going to be that lucid, the way he was. 
The words, he reminds me of Dylan Thomas. Dy-
lan Thomas was—correct me if I'm wrong-
wnting some very good stuff on the edge of his 
death. 
SPIN: And not unaffirmative. But there are some 
people of integrity and force who are not defeat-
ed. You just said that. But there's a question of 
what would a truly affirmative Oliver Stone story 
be, and I think you have answered by saying Oli-
ver Stone's stories are affirmative. If in a rather 
black way. 
Stony: I'm subject to change, you know. I'm only 
forty-five right now, and one can't make the same 
movie over again. I haven't. I feel like each one 
has been a growth for me. But who knows what 
direction it's going to go. I could see it coming—I 
would like to make a movie about a woman pro-
tagonist. In fact I developed one, which I'm work-
ing on. I'd like to move in other directions. More 
tender, a little softer. I can see that when I ant 
older. While I have some energy as a young man, I 
would like to put that energy where it belongs, 
into what I feel. But I think that energy changes 
through time, and it's going to soften. 
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